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PREFACE

Willsam B. Kimmel was a great teacher— I think, the most gifted tcacher
1 have ever known. Certainly, he was the most gencrous, giving away his
ideas, theories, syllabuses, and lecture notes to each and every student and
collcague who cared to take them from him. He also offered bis fraendship,
deep concern, and uslimited time, for 10 him teaching was a fulk-time job of
incomparable importance and limithes consequences, That is why soose of
us with whom he worked and to whom he left his teachings wanted to memo-
rialee Bill by means of a Festschrilft,

Bill Kimmel joined the faculty of Hunter College, now part of The Ciey
University of New Yoek, in 1948, and he was ane of the onginal faculty mem-
bers of the Ph.D. Program im Music at The Graduate School and Unaversity
Center of CUNY. He retired in 1979 and died in December 1982 at the age of
74. In 31 years at Hunter College, he developed and tasght more than 45
music courses— history, literature, appreciation, theory, babliography, anaky-
sis, and, partsculardy, acsthetics, a specialty of his at the graduate level. He
instructed music majors, minors, asditors, graduate students, general college
stodents; in huge lecture classes, tiny seminars, tutorials; carly in the morn-
ing and Iate at night; but in every situation and for every student, he was Adly
peepared, attentive, and patient.

If Willsamn B, Kimmel did not become a famoss myusic histoeian, it &
because he was rarely willing 10 finalize his thoughts by publishing an article
or & book. He was disturbed at the thought of going 10 print while ever-mew
ideas were in flux in his mind, bombarding one another in an accamulation
of connections and discoverses. Bill was the first o admit that without the
writings of scholars who were able to publish their views at a given poist in
time, the rest of us would be crippled and rendered pearly useless as thinkers
and scholars. However, he felt that some are destimed to produce great books
and articles, while others achicve their greatness in the classroom, in the
exchange of words and sdeas with students. Not concerned with fame, Kim-
mel reenained little known outside New Yook City

But 1o his stadents, Professor Kimmsel was moee than famous—he was the
best! When his obituary appeared in The Naw Fork Times on 15 Decomber
1982, dozens of former stedents called, wrote, and came 1o sy office at Hum~
er College 10 say that he was the greatest, the single most imspoctant mentor
they had ever had. Only then did it dawn on me that my own views about
hien—as a colleague for nine years——were also the views of just about every-
one who had worked with or studied under him.

Three things stand out in my mind about William Kimmel: his tcaching
ability, the care be 100k with his stedents, and his generasity in sharing has
research Bndings with others, His was a lifeloag search for meaning in music,
for the relating of music 1o the other activities of human existence, He
brought a scholarly knowledge of theology, acsthetics, philosophy, and cul-
tural hisory isto his lectures on mussc, A course an the Bach castatas deale

peoloundly with Latheran theology and Baroque philosophy; Mozart operas
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were viewed im the context of thearies of eroticssm and love in the Enlgghten-
ment and the era of Viennese Classicissn. And 3o it went with each of his
legendary courses at Hunter and CUNY —one learned about literatuee, dra-
ma, poctry, painting, religion, metaphysics, politics, science; one learned
about everything related 10 & work of music or & style in masic, and one's
mind was aflame with ideas, just as Bill's was.

A virtuoso at esing the music libeary, Bill could find the answer o any
question pretty quickly. ' always thought that he, who had buslt Humter's
music library practcally from scrawch, felt almost fatherly toward “his™
books, journaly, and reference works; be knew thens all by name and could
talk at length about the special features of cach. He was also a master of the
class hasd-out, be it a syllabus, a set of homework questsons (brilliant que-
rwes by which a subgect would be learned well), text translations for vocal
works, analytical diagrams of mstramental works, or a judiciously seleceed
biblxography. His class members were also often treated 10 slide shows and
views of maps, these visual twols helping to relare music 1o the world from
which st emanated, Furthermore, has vast knowledge of all periods of music
history enabled him always to find the perfect musical example 10 reflect
whatever point he was trying to make in his lectares; he had a storchouse of
recorded examples of every musical genre, form, procedure, and style which
brought o life the music under stady.

His second great sttribute was his emormous care and concern for stu-
dents. He would prepare endlessly for every class, into the wee hours of the
might. A pae of thesis and dissertation chapters oo his desk at school would
usually mean masy hours of private mectings with graduate students that
day; scenctisnes ooe woulkd find him with & stadent ar 2:00 P.M. and discover
them both still at work together at 6:30! He did rescarch with his disscrtation
authors, be was cager 1o learn all be could about each topéc 50 as 1o be able wo
help the student uncover morce imformation,

Ball showed deep respect for all students, the brighter and the weaker ones
alike. These poople were all dexerving of his full attention and eflocts 1o make
improvements. Bill was also concermed about where students maght go after
their years of stedy with him were ended; he slaved over letters of recommen-
dxtion and searched for positions for his graduates. And he would never mas
a commencement, either at Hunter College or at the Graduate Center, be-
cause he felr that his studenes would be happy 1o sce him there.

The third main attribute of William Kisnmel—and perbaps the most re-
markable—was his intellectual generosity. He helped everyone around him
1o know abowt music and the teaching of music. | have mever met another
persca who shared so muach of his mind with me; Ball simply “gave away™
docades” worth of rescarch discoveries to me, his young colbeague at Hunter,
completely freely, with mo sirings attached. He sat with me for hours and
showed me how 0 organize 2 coune, prepare a band-out, scect a weefal
term-paper topic, even %o get around in the library. He opened up all his files
and told me o use whatever | wanted. And even during a coflee break, he
talked about Bach oe Maozart, Dowland ce Dwfay, and life and desth—al-
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ways with tremendous knowledge and always with a sweet enthusiasm, for it
was 30 much fun for him 1o “know and tell.”

Like many others approaching retirement, Bill was obsessed by thana-
tology, the study of death, during his kst years as a teacher, In fact, the final
course he gave was entitled " Appearances of Death in the Structores of West-
ern Music.” That course inspared ome of the fow artscles which Bill did pab-
lish, “The Phrygian lnflection and the Appearance of Death in Musc,”
which appeared in Colloge Masic Symposivm 22/2 (Fall 1980}, pp. 42-76. This
essay well demonstrates Kimmel's interdisciplinary interests and organsea-
tiomal skills.

Just saxx months before the article appeared, the same journal isswed an
mterview of William Kimmel by Dr. Adrienne Fried Block, one of the con-
tribatoes o the present Festschrift, (See the Sprisg 1980 tssue, pp. 105-19.)
Here Kimmel talked about the meaning of music, its relationshap to other
spheres of knowledge, his own backgroend and training, and finally the
teaching of music. The interview offers a good pacture of William Kismmel,

Among the contributors 1o this Festschrift, only Professors Barry S. Brook
and Saul Novack, both of CUNY, and myself were not students in Bill Kim.
mel’s classes, The three of us were his colleagues: Novack at Humter, when
Bill first came to New York from Michigan; Brook at the Gradaate School,
where Bl helped him establish the doctoral peogram; and siyself a1t Hunter,
where Bill groomed me 10 succeed him as coordinator of gradwate stadies in
music. The other eight authoes were students of William Kimmel, and they
have all exprossed a great indebiedness 10 ham in thar correspoadence with
me.
Soene of the artacles in thas collection relate 10 the teachangs of Prolessor
Kimanel. The topics of Bach’s sacred vocal music {Robert Cammarota) and
Mozart's operas (Richard Stiefed) seem o dart forth from Kimmned seminar
topicx, Furthermore, the mterdisciplinary, aesthetic, and hastoriographical
picoes by Eugene Glickman, Saul Novack, and Elvidio Surian, respectively,
are undosbiedly direct tributes by these authors 1o Kimmel's work. Barry
Brook, moreover, states in his article that Kimmel “was particalarly interest-
ed in authentscity questioes and their relationship 1o sesthetics.”™ Over the
years Bill was, i fact, intrigued by almost overy topic about music and fully
supported the inmerests of his many stedents and alumni, whether those in-
tevests lay mwore within the traditional areas, such as 15h-century studies
(Allan Atlas) and the Romastic era (Philip Friedheim and myself), ot
reflocted more recent targets of scholardy study, like ragtimee (Edward Berlin)
and women in masic (Adrienne Fried Block). To all these authors, with their
myrisd interests, Bill gave suppoet, mot 10 mention ideas, 1t is now oar joint
privilege to dedicate this Festschrift 1o him,

L. Michael Griffel

Chairman, Department of Music
Hunter College of CUNY
November 1984



On the Identity of Some Musicians At
The Brescian Court of Pandolfo III Malatesta*

By Allsn Atlas

Although the Brescian court of Pandolfo T1T Malatesta was relatively
short-lived and gemerally plageed by political difsculties, and though Bres-
cia at the beginning of the 15th cemtury was as short on an artistic heritage of
the first rank as the Malatesta were om the resources to foster such & tradi-
tion, the signeria over which Pandolfo 111 presided in that Lombard city from
1404 10 1421 enjoyed a surprisingly dastinguished cultural life, especially in
the field of music.'

Himsell 2 man of letters who commanded Latin, French, and Provengal,
Pandolfo took a first-hand interest in the literary life of his court, collecting a
respectable library, supporting & small but insportant group of Brescian writ
ery—among them Jacopo Malvezsi, Giovanni da Boego San Donnino, and
perbaps Barrolomeo Baiguera—and writing Lavin verses of his own, accom-
plishments that earned for ham the prasse of the soldicr-poct Ludovico Can-
tello (his secretary) and the well-known humanist Francesco Filelfo.' In the
visual arts, Pandolio’s Brescia always enjoved the ealents of 3 number of local
artists, especially Barwlino Testorino,” while the period 1414-1419 wit-
mewsed the peesence at the comrt of Gentile da Fabriano, whom Pandolfo
commissioned to execate a fresco i a chapel of the Broletto, the 13th-<entury
palace in which Pandalfo lived and in which Sigismaondo Pandolfo was boen
n Junc [417°

Despite these achievements, it was through his suppors of music thar Pan-
dolfo played perhaps his most significant role as a patron of the arts, Pay-
ments to imstrumentalists date back o the carliest days of the court, while by
1409, the roster of musicians bad expanded to indude three singers, But it
was in 1414, thus coincding with the building up of the library' and the
arrival of Gentide, that Pandolfo scerms 10 bave embarked upos a whole-
hearted campaign of recruiting ultramontanc singers for the establishment
of a chapel, which, 1ogether with the continued presence of an easemble of
pifferi and players of various string imstruments, gave Pandolfo’s Brescian
coart & musacal life that must certaialy have been as eich as any in early
15th-century Ttaly. And this was completely i keepung with the tastes of 2
patron who was himself a musician (see below) and the subject-dedicatee of
the Latin ballata Ose Pasdvlfin modiulare diler, which celebeates his visit 1o the
Holy Land = 1399*

Fortunately, the musical life of Pandolio’s court can be reconstrucied in
some detadl, thanks o the series of meticalously kepe accoumt books that
Pandolfo brosght back 10 Fano and that sarvive today as past of the so-called
"Codici Malatestiani™ at the Sczione dell’Archivio di Stato di Fano.” Tt is
not my intestion, however, 10 present a full pictere of the musical life of
Malatesta Brescia Bere Rather, 1 should like to concentrate on idestafy-
ing—with varying degrees of speculation—a small number of Pandolfo’s



musicians, those who take on some tangible sense of identity either through
their activities as composers or by virtue of their documented presence at
other courts, and who thus stand out above the now faccless names that
fermed the majonity of the musical persannel, whether of Brescaa or of most
other musical establishments of the penad, At the same time, [ hope at least
o hint at the important position that Pandolfo's Brescian court should be
accorded om the musical map of the carly Quattrocenso,

Beltramus de Francia

Beltramus, a singer, is recorded for the first time oo 4 November 1415, Ina
bist of payments that appears beneath his mame, the notice for that date
reads: “Itemn numerati sibi die usque i noverbins 1415 .. . L. xgj 5. o)™
As the documents that follow will make clear, the salary recarded for Belera-
mus on that date was for two months, and assuming that payment was made
after services were rendered (but see below), we may place Beluramus at
Brescia by September 1415 at the latest,

The pext document, dated 17 March 1416, dlanfies the singer's stanss and
monthly salary; the notice 18 grven here in full:

MCCCCXVI: Beltramus de Franca cantator Magnific doming sostn
debet dare numerati sibs dse xvij martlj per Yoachinum de Floreaca
texamrarius domani nostri ¢t scriptos sibi in credito in libro oo virkds
dati et scripei in fo. Vet fuit pro solecione unius mensis——L. xj s. uij*
Thus Beltramus earned L. xi 5. wil per momth, this apparestly being the
customary wage for the singers in Pandolfo’s employ. The remaining docu-
ments about Beltramus all date from 1416 2nd recoed payments to him on 16
April, 20 June, and 3 July." Since the payment of 20 Junc is a double one that
convers both that month and the one befare, the payment on 3 July was a
beginning-of-the-month “advance™ of sorty, a concdlusion confirmed by the
fimal entry for Beltramus in the master ledger (Vol. 58), where, under the
heading Junc=July, four months worth of has salary are lumped together and
entered as being “pro complimento sui salar) finiti die wltimo ipsias mensis
Jullij MCCCCXVIE ... L xlidij . xv).”"" Belrramus, then, was active at
Brescia from no later than September 1415 to at least the end of July 1416,
Who was Beltramus de Francia? 1 suggest that he can probably be identi-
fied with the Avigmonese composer-singer Beltramus Feragut. Quite aside
from the shared not-so-common name and status as clerics, the presumed
chronology-geography of Feragut's career meshes nicely with that of Pandol-
fos singer It is generally suppeaed that Feragut was active ar Vicenza in
1409 on the ground that he composad the motet Excelss cisiter Viscmzia for the
entry into that city of the newly elected bishop, Pietro Emaliano.” After this,
there has hitherto been no documentation foe Feragut uatil he appears a
Milan, where froen | July 1425 through May 1430 he served as a tenor amed
the maesins 41 cappelle ar the cathedral of that city.” While there are somewhar
uscombortable chronological gaps that separate my suggested sojourn at
Brescia in 14151416 from the presamed stay at Vicenza in 1409 and from
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the well-documented Milancse period that began in 1425, the Brescian ssop-
over fits right st and actually remnforces the established morthern lualian
pattern of Feragut's early years im Italy,” and 1 believe that the identification
of Pandoda’s Belerames de Francia with the composer Beliramus Feragur &
a most likely one. ™

Nicholaus de Burgundis lodonensis

The opening work in the Aosta manuscript’” is the motet Argi okce Poliphe.
mur—Cwm Philemen refar pencir, generally thought 1o have boen written for
the election of the anti-pope Jobn XXIIL" Although the moter lacks an
attrsbution in the manuscript, de Van ascribed the work 10 the composer
Nicola Zacharie on the basis of the following passage in the text of the mote-
tus: “Hee Guilhermus dictans faovit/Nicolao, quod cantavit . . . " an ssonp-
tion that has been widely accepted ™ Recently, however, Gallo has challenged
the attributicn, and has asigned the work 1 Nicolaus of Litge,™ a singer
who is registored in the papal chapel of Gregory X1 im a document of | May
1405 issued, perhaps significantly, at Rimini—in which bhe is recorded as
“dominues Nicolaus, olim Semonis de leodio,"™

The question of which attribution & cotvect —de Van's ar Gallo's—is not
at issuc here; rather, we maght ask whether or not Gregory's Nicholaus of
Litdge can be identified with a singer of the same name and from the same
place who served at the Brescian court of Pandolo 111 To be suare, the evi-
dence is thin: a shared name (and a not uncommon one at that) and place of
origin (but one that was a veritable breeding grousd for musscians). There
is, however, one further pacce of evidence, equally slight and Gircemstantial,
that may perhaps tip the balance at least ever so slightly in favor of such an
identification, amd that is the comnection between Gregoery X1 and the Ma-
latesta. Indeed, in the termodl that was papal politics in the early 5¢h cen-
tury, Grogory had mo stauncher supportery thas the Malatesta, especially
Pandolfo’s brother Carlo, who in 1408 gave Gregory asylum at Riméni and
would later represent that pope at the Councils of Pisa and Constance.™
Furthermore, we have seen that Nicolaus the papal singer was himself at
Rimind in 1409, and be could well have established contacts with the Mala-
testa family while he was there,

In any event, Pandollo’s Nicholaus de Burgundia lodonensis (as the name
appears in Cod. Mal, Vol. 58), who might be Grogory™s singer and the com-
poser of Argi vice Poliphemur—obviously, 1 hedge on both points—can be ac-
counted for at Brescia from no later than 16 March 1415, when we bave our
first record of “Nicholo da liessa de Franca cantore ., . "' through the end
of March 1416 There arc, at any rate, no further notices about him. If, on
the other hand, we are willing to lump ogether as references o a single
singer all the notices of the period that refer simply 10 a Nicholo or Nicholo
de Francia—that is, without reference 10 Lidgeoise origins—we may push
Nicholaus's service at the court back to at least 29 March 1414, when be
would have been onc of the singers in the company of Pre Bertoldo, the
musician to whom we tern next.”
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Pre Bertoldo

Beginning on 10 Jansary 1414, and continusng through 11 June of that
year, there are monthly payments to “Pre Bertoldo et compagny cantor) del
Singnore [5ic]."™ Then, after a lapse of almost one year, there are further
payments to him recorded on 2 March, 10 May, and 29 July of 1415." In
addition, on an unspecified day in March, Pandolfo’s treasurer noted an
expenditure “'per braccke X de bruna per j vestito avuto padre Beroldo . | .
L. xxaij."™ Though the designation “chapel master’” & never used with Ber-
roldo's name, the consistemt references 10 "Berwoldo et compagni camtont™
leave littde doubt that Bertoldo was the leader of the singers. And that the
sums of money occasionally registered under his name must obviously cover
the salaries of the entire group of singers,™ that 1he payments for the indined-
ual singers are oftem logged bencath his name,™ and that be was a pricst, all
vouch for Bertoldo's having fulfilled an ecclesiastical-administrative role.

The knowledge that Bertoldo was a peiest and the administrator of Pan-
dolfo’s chapel cases our identification of kim with another singer—priest who
not cnly shared the same not-so-commos name but would soon (ulfill samilar
sdministrative duties in the papal chapel of Martin V: Bertoldus Dance
(also Daosse, Dossi) of Beauvais. Bervaldus entered the papal chapel on 7 July
1419, moved up to the rank of chapel master by January 1421, and retained
that post uncil be left the chapel ar the beginning of 1429.* The identification
of Pandolfo's Bertoldo with Martin's megister capelle secms most probable,

Leonardo de Alamania

Between February 1409" and 31 Janwary 1410, there are no fewer than
twenty notices about a German lutenist pamed Leomardo.™ Most of these
refer o payments made for his dothing, as, foe example: “E di xv) de maren
[14089] per braccic xj de verde, de braccie xj de tarchino a maestro Lionardo
sonadoce da liuto . . . L. xIvig) . vilg,""™ whille one entry recoeds a reimbusse.
ment for the cost of strings for his instrusnent: 24 March 1409—E numcrati
a Maestro Lionardo macstro da liuto per comperare chordi da leto . . . L. i)
3. viij."™ The aceount books are then silent for more than one year, until
between 7 Febrwary and 7 June of 1411 they transmit seven more notices
about him, the last of which reads: “Maestro Leonardo dal ewto de dare a di
vij de giugno [ 1411) per una sua rasome . . . Lo booviyg s, i d. visg. "™ After this
there i 0o documentation abost Leonardo for almost eight years, something
for which I bave mo ready explanation, especially since no other Tutenist
appears on the rolls untdl Salamone gindeo is cited for the first time as of 7
June 118, and it is hard 10 believe that the court was without a lutenist foe
those years.™ Be that as it may, Leosardo's mame appears without comanent
in an entry dated 15 Febrwary 1419, and then makes its final appearance on
13 April of thar year: "“Leonardo de lewto qui fuit ad sancre Astontum . . .
L. V"™ which protably mdicates a scjoarn 1o Padua ™

Who was Pandolfo’s German lutenist® Though the identification is tem-
uous, 1 should like to suggest that he may be the Leonardo " del chidarine™ who
is entered in the Bolletia de” salesiati a1 the Ferrarese court of Nicookd 111
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d’Este on 27 July 1424." And since Leonardo was, as Lockwood puts it, a
“sangular figure [at Ferrara] until the 14308, one must consider quite
strongly the possibility that-—assaming that my identification is correct—
Pandalfo's latenist went on 10 becomne the scacher of no bess & musician (han
Pietrobono de Burzellis, the most highly praised lutemist of his time, who, as
a mative of Ferrara, born presumably in 1417, would have grown ap m that
aity while Leonardo was active there™

At this poant | should like w digress and consider beiefly & purticalar
aspect of 15th-century lute playing for which another of Pandolfo’s lutenists
will be relevant. As is well known, the 15th century had a tradition of doo
lute playing in which a virtuoso lutenist would improvise high-register em-
bellishmeents o what was presumably a popular tune while his assocaate
supported bam with a temor-line [or tenor<ontratence) foundation. Thas
stybe, described by Tinctoris,” is perhaps most diosely associaved with Pietro-
bono amcl has fesericts, with, as Lockwood has noted, the earliest documenta-
tion for that dwo going back 10 | February 1449, when one Zanetto was
recarded a3 Pictrobono’s partner.® In addition, Lockwood further poants out
that Psetrobono amd his demorista arc usually to be found listed in close prox-
imsity 1o one another even in the accoust books.™

To the documentary evidonce for this tradition of lute ducs can now be
added a number of notices from the Malatesta court at Fano in the carly
1440x. When Pandolfo returned to Fano in 1421, he may have boen accompa-
nied by some of the musicians who had served him at Bresca, for duning the
14308 and 14408* Fano court records comtain motices about the coganist
Mascho, the harpist Michelle, and the lutenist Salamone giudeo, all of whom
are well documented during the Brescian years. And tbough Salamone is
cited by himself in notices from 1434 and 1435, the 14405 soe a change, and
beginning in 1441, his name always appears twogether with that of another
instrumentalist: for example, 21 Febrwary 1441 “A Salamone de liuto per
uno zuparelo novo et uno paro de calce, uno paro de scarpe per Nicolo che
sona el Lo . ., ;" o 9 July 1442 “Grecho sosadon et per lui a Macstro
Salamone dal liwto docato uno et bolognini vintisei | gquali soano per uno
2ppont et uno paro de calzi . "™ Indeed, for the 14405, | could find no
docaments in which Salamone was cited alonc or in which cither the lutenist
Nicolo or Grecho “sesadent’ was recorded except together with Salamoee,
and there can be no doubt that first one and then the other served as Sala-
mone's demarista,

To return 1o Pandolfo’s years at Brescia, there are two other utenists—
amateurs both—who merit comment. First, during the period May-June-
jnlyofMM and then again on 9 January 1415, thore are notices aboat lute

strimgs purchased for “Karolo™; the notice from 1414 reads: "Cuidam in
metoendukuumlumlouhpwmcp«dmmtgdmdt
Pilis—L. iig 5. xviij."™ The Karolo in question can anly be Pandolfo’s older
brother, Carlo Malatesta, Lord of Rimini and the most admsired Malatesta of
his gencration,

Finally, Pandolfo 11 himself must have played harp and lute. The follow-
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ing entry appears in the accounts for December 1§14 “A Genori de Manaa
dic wsque V octobris MCCCCXTIIT pro cordis Jewti comptis pro domiso
nostre . . . L. ij 5. vil),""™ while some years later, oa 20 July 1418, 10 cite but
one other example, we find: “E di detto numerati per lo detto [Giochino) in
Vimexia per corde da lavta « d'arpa per o Signore . . . L. xv™

To s up, the Brescian coart of Pandolfo ITT Malatesta must be accorded
a place among the important masical centers of the carly Quattroconto,
Likewise, Pandolfo 111, himself musically inclined, must be recognized as a
music patron of major signaficance. During the seventoen years in which Pan-
dolfo ruled Bresca, more than forty musicans—simgers and instrumental
ists—are logged in the court's account books. ™ And o my speculations are
correct, four of them in particalar had reputations that already-—or eventu-
ally—extended well beyomd the rooms of the Broletto: the composer Belora
mws Feragut; Nicolaus of Ligge, singer in the chapel of Gregory XIT and
possibly the composer of the moter Angl wice Poliphemas; Bertoldes Dance,
fisture chapel master 10 Martin V; and Leonardo de Alamania, lutenist a1
the court of Nicoold 111 d'Este and perhaps the teacher of Pictrobono. ™

NOTES

*1 should like 1o thank dhe American Phlssopical Sockery and the Ciry Universiny of New
York for grants than made i1 possible 1o work a1 the Archivio di Sto, Fano, during the summen
of 1981 and 1983 Parther, 1 am graseful o mvy good friead Elvidio Sersa of the Comservatorio
G. Rosnl, Pearo, e having called my attention to dhe maserialy on the Broscun court of
Pandollo 111 Finally | am pacticelarly indebied %0 Dottoresas Gissepgana Bomani Tombari,
head archrvist ot Faso, who was abwass ready 90 beip

" Driely. Pandedfs 111 was born e the R branch of the Malatewsa on T Jansary 1500,
Upon the death of his Scher Galooosa, In 1385, Paadolfo and bis brochers —Carlo, Andrea (also
called Malsorsta), and Galeotio Belfiore—split e Malasests dominions, with Pandcll beooen-
ing Lood of Fano. o 1400, Pasdolio, baving chosen the life of & omdottinry, enicred the service of
Gian Galeazro Vincoets, Duke of Miles, and during the chace that fallowed dhe death of the
dubr io Scptember 1602 g hin capising vied with ose aoother for pieces of N derriooiey —
scited and occougeed Boescia, an act Dar was o » sense Segitioniand when the duke’y widos,
Carening, coded the oey 10 M w Apeil 1404 as paymmt for pase wervices renderod (Be 1908, he
would sugment s Lomband possessions with the acguiition of Bergame. ) Pandolts ruled Bres-
cia ustil March 121, when he wan drives from Lombardy by Filippo Maris Viscosts, who
revtored o bot Bt 8 few years - Milanese rube over ihe ciry Pandolio then renurned % Fano,
where be hecame captala-genoral of the Choech s 1472, and died there cn S Ocrober 1427, He
Ik chree llogeenate wons 2 heire: Malateses Novella, Galeotto Robereo, and Signmondo Pan-
dolio, the mmont famous of the Malaiesin

On Pasdells 1117 Brescian sgwnia, see, among others, F. Odorict, e beescionr dar Primt
wopt e allved v, VIT (Beeacia, 1857), pp. 281-324; Agustinn Zanelll, “La sigeoria di
Mm—-hmm.ww'mmmamq;rmm
di una recente pebblicancac),” Arckise seicr dmberds, ser. VI, vol. 38 (1931), pp 12641, The
full-scale roonograph by Mars Tahunelli, Es snndettions rmapnnls in Lombardsa. Pandele 11T Mals-
e Sigwery &1 Bvowoia ¢ & Bospenss (Brescla, 1977), i, lite the enays in Sevie & Buocs (see
belone |, Based on secondary sources. For recent short sarveps, see G, Zasctts, “Le signorie
(I35 2426 Sawie & Baocsa, | (Broscia, 1963), pp. 864 T Gino Francesdhind, / Malesote
(Viarese, 1983, pp. 22045 P Jooes, T Malstrta of Rimini and o Papal Stay (Cambeudge,
1974, pp 1ML For an important ssase-of-dhe-liseratre cmay, see e ocrlbnt arvicle by
Giorgetta Boafighio-Dosle, “Studi malatestiani ¢ pevapettive di ricesca (a propose della sig-
noria beescuns & Pandolfo T Malasestn )" Commenitrs &bl 'darmer & Brencde pov ¥ 1906 (1577),
po B30,
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" On Pasdolio’s literary activities, see Charfes Yeiarte, Un Condattion o X1* sl Rimon
Erndes rur lex betives of lex erts d fn cowr dur Makateste (Paris, 13852), pp. 6468, Carlo Tooini, Le ooliws
latderarse ¢ soimntificr dn Rimvder (Risnind, 1384), p 78, E. Caccia, “Colturs ¢ letierania ne seceli XV
e XV1L" St & Brescie, 11, pp. 4TH; Zaoetth, “Le signonie.” pp 8747 Jones, The Malatesin
o Bwins, p. 1 2%, Boafigho-Dosia, “Pandadl 15T Malaoesta, Sibdiofien, ™ Dafls sadisnal ¢ smanis-
e XX (1977), pp $01-6

P See Ulrkh Thieme and Felix Bocker, gra. ode, Allpwssan Loilon dv Mldmdm Kinutlo,
XXX (Lotpoig, 1907), p 862

* Gentile's Brescan sejourn is Socumenied in Asrelio Zooghl, Gatde o Fobrianw ¢ Buncia
(Fabviano, 1908); Guide Lonatl, “Gemitile da Fabranc & Hrescla,” Svecle, V11 (Decomber,
1954), pp. 35-42; leasa Chiappini di Socko, “Docurscsei bresciani per Geatile da Fabeiaso,"
Notiow & Pelazze Abaxd, 11 (1973), pp. 13-26. The Broletto is briefly described in Giascark
Piovaselli, Bvacte (Brescia, 1983), pp. 1520

* Boefighio-Dondo, “Pandolfs 111 Malaseara, bibtioslie,” pp. #0584

* The componition reaches m = Modema, Biblisteos Esterne, MS a M5 24 For & trasscripe
thon and discumion of the piece, see Unsada Giother, “Dva Masushript Modiena, Biliiotecs
Esverie, o MOS24 (Wim ot 568 % Mod)," Masive disoppling XXTV (1970), pp. 3539, see also,
N Pirrotra, B oodice exmense Tan. 568 ¢ by masica francese in Bralia ol poncps del 400" 4av
s Roale Acvademsa di Scivncs, Lavsony & Asts &% Padormeo, wex IV, vol. 5, pe. 1 (1944-43), p. 4. The
text, which abo appeans 0 Aatoroo Cagpelli, Paonr musscall et senly X, XVe XV1 Sceles &5
cariosth besserarsa, NCIV (Bologna, 1853), p. 52, and Frasceackar, | Malaterte, p. 223, refens 1o
it componcr- poet 8 one Blasios; foe conjoctural identifications of this figuee a0 Blasion d'Ewe,
master of dhe birys a1 the Cathedral of Padus in 1421, o the “Trane Binsgo™ who o cited with the
compones “Cacchara™ In Simone Prodensani’s Likey sponiti, see Glother, "D Masushript
Modena,” p. %06, and Firrotta, “11 codicr di Lacca,™ Mescs dipling V (19950) 9 120, 0 17, Fou
more oo muscans samed Basies in carly | Stb-cennary Ttaly, see Duvid Fallows, " Bavian " Tie
New Goooe Dnctionary of Murs ond Musscsons, Stanley Sadic, od. (Loedos, 1981), wl. 1L, p. 785 In
sddition, Fallows, Defey (London, 1982), p. 30, vaggeses thae the Dufay chanson Mow chier amy
may have boen addeessnd 1o Pandelfo’s brodher Cardo, as & commemcrntion of Pandollo’s death
Theee i, however, 00 evidence 1o prove the assocsation, snd the whobe question of Ihe precise
relationsdip berwron Dutay and e Malanesta — Rinues and Pesaro braaches — semaing snre-
sobved, as does Bhat of Duflay™s porsence ar any of the Malasesta courms,

"The volumes i that senies which pertain 1o Pandol's Brescian court are Nos. 40-68
An svalzable ioveniory of the entire set of Codici Malatestinai appears in Zooghi, Reperterds
AoV et Avchivie commonmale &) Fose, | (Fano, 1885); hennelarth, archive and scooust books are
abbweviased SASE and Cod. Mal., vespectivels

ST am curvently working oo sk a stady

FRASE, Cod Mal, wol 38 S 114" Paymenss at the cosrt were made & sorm of ( Milanos )
Hre—soldi-desar imperiall: | =20« M0 For comparinon with odher Italian correncies, we may
nore that 3 Milssese exchange quotation of | Asgpase 1420 gives 2 rate of 50 soldi for both e
St and Borie of gobd. Thaus, thone coins were wordh 1.5 lire. Between 1408 and 1421, e raie
Ol mot Nuctuane by mmove Ban twe o thaee sobdi in cither direction. See Do Brivio, Pesdll
Malssosa: sigwory &1 Lacos (Laocco, 1962), p. 235, and the atill-onpubinbed “Interim Latiog of the
Exchange Rates of Modicval Europe” by Prier Spefford sad Weady Wilkinson {Department of
History, Usiversey of Keele), p 125 1 as graseful o Elisabeth Brows, avy colleague at Beook
o College and the Gradsase Schaod, CUNY, for having helped me gain acorss 1o B¢ livaluable
Spuflond-Wilkitncn wudy.

Volume 58 of the Codia Malatoatiani is 3 “paresno mantro,” s Zooghi, Kopertecie, 1, p. 105,
oallls 9, that s, & master ledger that bemgs togeiber notices Som virsous segisiers and groups
Therm by pevfession; thas for the mascians: “Partios Pilleronum,” “ Parcia Canmsssoum,” “PFas
tha pulsatcrurs divenorum,” e Zoaght's Saperens s st wihoot erron. In conaection with
svsciam, he miscrad the scnbal abbooviation foe the syllabie “Bel-” in the naone “Beltraman™
s the letter “5° and therefoce listed our siager s “Seraeman™ (L, p. 110}, and be ofien mnread
“Franca™ as “Famea " somewhat usdentandadly, perhaps, since he knew pothing of sarly-
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ESthcenmary onasicinns, bt b borw (hat Pandolbs took with Mim 5o Beescia muay functicnar-
s from boch che Marche aad Romagna, nchadng some lrom dhe airy of Facsaa-— thas pracei-
cally givieg rine 30 3 school of msscian o that oy (1, p. 88, G acample), Zooghi's erroey
are ovpeatod = Tabanclll, Us condettion remapmele, p. 27, and Giespping Gregon, " Paadodio
TI1* Malatesta ¢ ls s magnorsa di Fano,” FA D). dissertaticn (Univensity of Urbino, 1970), pp
13835,

N SASY, Codl Mal, vl 58 fd. 1147, & paymsent for dhat day i recoeded in vol 50, Sl 9% The
treasarer’s Tull name was Gioacchino Malagonella. As oor can see, 1he atoount books were oolor
coded by thelr covers. The reftersces 10 che colors can il ad In lacating certale enaries.

WSASF, Cod. Mal,, voll 30, fel. 987, for all theoe dates.

Tk, wl 58, 6l 1Y

U See F. Alberto Gallo, N medione, vol. 11 Sorse dels mannce. Biliioteca di cultars meaicale, |/
& (Turis, 1977), p 86, Galle and Giovansl Mamiese, Riveole sl aripini delle oqpelle mamseake &'
Dswme 8 Visnzs (NVewioe Rose, 1564, pp. 200 ; Kebth Minres, “Ferager, Belarame™ in The Now
Grase, wol. V1, p 468

* See Clandlo Sartont, “"Marseo da Perugia ¢ Bortrand Feragon, | Soe powrs maestrh di cape
peila del Duomo di Milano," Ads maskalegics XXV (1956], pp. 2626 Fadio Fane, L4 o
poils murielr def Duome & Milose. [atituzion ¢ moosmenti dell'srve mvascale ialissa, N5, 1
(Mian, 1956, vol. [ pp. 97-98. Ferague's slary of six florics per month ac the Catbodral of
Milan was only slightly hagher Shan his carvings s Pandolic’s court.

© He would go on to serve sl Ferrara and Floreace Befoee evestually returming 1o France, See
Frask D'Accose, “The Sigers of San Giovannl in Florence during the 150h Contury ™ Jornal of
e Amerscan Musisnlnpioal Suciety XIV (1961), pp. 310-12; Andird Peve, Miawioe dr bo muripue de b
S de X1V sicde & e fn e XVT (Paria, i944), p 86, . 1.

* Placing Feragut ac Booscaa in 14151416 baa no bearing on the presumed provesance of the
socond section of Bologna, Biblicteca Usiverstaria M5 2216, which is greerally anigned to
Brescia ahier 1440 Theugh Feragut is represeniod by o Sawier o0 B8 44" of that section, be is
oven Betier represeniod < by Two works < in the pon- Beescian, poe- 1440 Srat section. There is
siamply 100 liathe, 100 late 10 woe 3 Feragun consoction berwesn Brescia and the maamange On
Bologea J216, woe Galle, 1T cadir musials 2205 dila Dibinone Usioorsiteria & Bolagna, 2 vola,
(Bologra, 19200, asd “Muiche veacsisse ned s 2216 dells Biblioteca Urevensitaria di
Bologna,”™ Quadriviem VI [1964), p 1078

* Acsta, Blioseca del Semisario Maggore, MS A' D 19,

* See Gulllagme de Van, "A Recesdy Discoversd Sownce of Barly Fifbeenih Ceatury Poly.
phoakc Mutc"” Musce dopliss 11 (19688), pp. 12-14; Gallo, N sedions, pp. B0-81; Gilbert
Reascy, “Zacar” in Ve Nex Groor, vol. XX, p. £10. Bet soe Marisa Cobla, “The Compilacion
of the Acsts Mansscripe: A Working Hypotheun, ™ Paperr faad of the Dty Quancomionary Conforence,
Dokl Colicge, Dvcnmber &-7, 1974, Nlan Atlas, od. (Brockiyn, 199%6), p. 84, wie saggoses thae
e wirk condd have been commmmsioned by the Emperae Sqpamand S the spenimg of the
Couscll of Conssance.

" De Van, “A Recensdy Discovered Sosece,” p. 12; Reaney, "Zacac " pp. 6001, Cobie, “The

wa of the Aonta Marrascript,” p. B4, Reasey. however, does st inchude the motet in bis
odition of Dhe compuner’s warks, i By Fiffondh Coaterr Mk, vl VI, Corpras merira bidis
mascas, 80, 11 (Amercan Tnnosse of Musicology, 1977).

* Gallo, Il sedienw, pp. 80-51; thia arsribation s ako nowed in Gaatio Cartia, “Church Pa-
tronage of Music m Fifloonth Certury ltaly " Mox s Mofioe! ond Early Madern Exrape: Fatrm.
apy, Sowries and Tosts, luan Fendon, od. (Cambeidge, 1561), p. 26, & 14

* Fr X. Habert, "Wilhelun da Fay" twpwumxpm.u
though without citation of day, mosth, or place, “IDhe réemmnche ‘schols cantorem” wnd dic plper-
Bchen Kapelhioger b sar Mitie des 16, Jabrheodertn,” FierdDobrooknf Sr Mutheesenchyf
HI 187, p 718

W See Jones, Ve Molstvts of Kimind, pp. 17548

U SASF, Cod. Mal, vel. 99, S 9.

S, vl 50, Rl 92

I, veld 47, Bl A Thare was, hosever, ancother singer named Nicholaus at dhe counrt, oot



Nicoda Pagin (Papion ], who seems 1o be distmot from the “Nicholaos de Bargeodia kdononss -
Nichods da liessa de Francia - Nicholo de Francia- Nichada™ comples. Nicoda Papin & recorded
For thee Fest e o 1] Jume 1404 there is 2 sepirate eatry for Nicholaos of Lidge o0 the same
Auy wd foe & diferent sum of money —and Sesoribed s ey Nocholla Paplon castoer suosa-
mene aconck) ool sgnere of fo a 0 primo de gaagen 7 (ved, 47,84 1097, Nicoks Papen ix bat
recarded o0 6 July 1415 (vl 49, fd, 907),

®SASF, Cod. Mal, vol. 47; 10 Jancary (fol. 627), 27 Febewary (fol. 517), 16 March {fal. 62,
? Aped (Rl 2, 15 My (fol. 2007, 11 Jeoe (el 1097)

Tked, wol. 49, fed. 907 (all theoe moticn).

bl |25 8

TAtad, vl 47, 6 T A Pro Berisldo of compagin cansor dell Signote devono dare per
o ven ragone L choonvil s, si " This cosdd be & summary entry for sx maonthes of wages
S Bersoddo and ren ather singen.

", vol 47, fal. 207 The fllowing appeans s Bericdda's colume: “ B & & xj de glagne
1414 rameran 3 Govaant @i Glosaral w0 csepagro per del soo salenie @ sito 2 gue de
peoseate .. . L xiiy . vid)." Since the payment %o Bertolde bimadf ix recondod just abowr dhis,
the entry munt recoed Giovanmi’s baving boen pasd throsgh Bersoldo,

" See Mandord Schvaler, “Zur Goachichee der Kapelle Papnt Martion V. Avkic e Masenr
sl XXV (1968, pp. 32, 41-42; Haberl, “Willelon du Fay,” pp 43356, snd “Die réminche
choda canterum,” " pp. 21920, There is sone confasion aboet the year in which Bersabdos
oatored Martin's chapel Maber! pwboe gives i as THHL wivile Schuber goves the year fing as 1413
(p. 52) and then, with the comment thar Haber had erend, an 1419 (p. 41), We muight nose that
Bermoldas was nce among the siagens who were with Martin i Maatus oo § Jansary 1419
(Haberl, “Dhc pdezische “schols castorem, “ p. 200, = 1)

WSASF, Cod. Mal, wol. 45, fol. 92°. There is & Black ot the space in which the peocise date
shonld have been entered

" T Sallewt Mentiication ooouts i o sotee e 31 July: “Tevoardus de Alamania magetn
bougueti™ (SASF, Cod. Mal, vl 41, 5 157,

" SASF, Cod. Mal, vol 44, fol. 20",

lbid, wol. 45, kb ¥

lbid, weol. #5, &b 100

lked, vl 58, 60 1100

"1 ke wp Levoarde’s apparent disappearasce in ooy frtheoeing stady on musse m Pandel:
'y oot

SASE, Cod. Mal, vl 35, fel. 2087

A, wd A8, kol 13

¥ Two years carlier, in Sprisg 1417, Pandollo had sene con of hin pfien, Leosaedus Eber-
ean - be cannot be Wencfiod wih the loteniat (sec mry forthooming study ) —os an ctenive
jrarsey o Verice, Padua, sand Chioggin. O Pandolfo’s relations with Vence, which bad
wwaeded him and bes beins Veactian sobdity and & house on the Grand Canal, see Jones, The
Mulstesss of Risini, p. 1M,

* S0 Lo Lockwood, “Preassboso and the Tastromental Traditos o Ferrars w the e
socnh Centery,” Rt isallons &1 maskologis X (1973}, p. 1% and n 13,

e

“Id, pp. 116, 119, Leoaardo seemm 0 have setthed st Ferrars and raised o family Dhere.
Relations berween the Malaiosia and the Eue were especially chme, Even Niooold 111 esecu-
thons of bus aduloeroes wite, Parisa Malasosts, Pandolfo's miece, did mot destroy the good will
between the familicn, aod ferther marriages Betweea thern swoon ook place (see Jooen, The Mals.
feste of Biment, p 168]. On the mumical font, Pasdoli™s Beracian coert had been visited by
Fervarese pulon on wi besat two occasons, 14 Jarsary 1415 and 7 Decomber 1417 (SASF, Cl.
Mal woll 35, Sl 20, T00M) T adl, & ssane froms dhe eonploy of the Madasesta 1o that of the Far
cosld have boon made with sane.

o hin D dmventionr of s muskar; wee Kael Weismann, febasnc Tiachess [(JM5-1511) wnd s
wnbebammier Tinkiof “l tnovntions of wm muier, ' rev. o (Tutesng, 1961), p. 45 an Eaglish tarals:
thom appecars i Anthony Baines, “Filcenih Contury Tostruments i Tionosnis's O ol o
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Ure Maiine,”™ Galpin Seciely Jowrsal TT1 (15500, g 24, Sce also, Fallows, | 5th-Century Table:
Twres for Phacked Instraments A Semonary, & Revision and o Seggestion” The Lasr Seobaty fourmal
XIX (1977), pp 27-0 Lockwood, " Petrobono,™ p 121, Pirotta, “Mese and Cultoral Ten:
dencien in 130 -Cenrery laly” fowrnal of v Americen Mancalapicel Saciety X1X (1968}, pp. 157
58 Kart Dockrlles, Ssdion our Lontoumuih i der enxton Mol dee M. fobrbundorts (Tutnng, 1967),
p 10

* Lochwood, “Pietrobone,™ p. 121,

el

* Fano wan by then wnder e e of Sigivmondo Pandolfs, whn, however, ressded a1 Risini
and permcsnd Fano 1o become sooething of & backwaser.

* SASF, Uticio refeonadaria, vol. ACC TLLE, fal. 154

"Il , USco deponitaria, vol. ACC TILEL, kel 145,

i, Cod. Mal, vol 55, fed. 15 1o Apnil 1427, the same Ugoline de’ Pilo (of Faso), oo of
Paodolfa’s ot srnted advisors, would help Pandolls peocere an oegan for the Catheadeal of
Faoss, ser Phetro Marka Amiand, Memerr (siwricle dells oirnd 4 Fase, | (Fam, 1730), p 350

USASY, Cod, Mal, ol 33, 6 61"

kA, vl 52, Sl 10,

* I do ot inclede in this aumber vidtiag mesiciars from ofher cities and coura.

"To eted 00 & pegative pose: acither of tvo Beovcun compesers- Mathess de Brivia asd
Medchior prepoitin brienmin - whose teasic reaches s o mamesceipts of Ghe oarly Hth cene
wary soemms % Bave had any commectons welh Pasdodi’s coure. Matheus win active M e
Carhadral of Vicewsa Sorn 1412 Sorongh m leass 5 Apnd 1419, whille Mekohuon served a1 Padus
from 1451 %0 1425, Thervfore, Soch mssciars weer yway from Beesca at perciacly the cene tha
Pandolfs bavisbed ha greaton asvmition o bis chagel. Fiaally, B¢ Treomie composer Otwoling
de Brixia %0 whom e poct Franco Sacchetts ateributes oce madrigal asd two ballate (all Joat)
would probably bave been at least one generation too old to have had any consection with
Paosdodfe's oourt. On Mathens aed Mekchior see Gallo and Mastese, Beorvbe il svigind dle
dappelle masials &l Diwws & Visnze, pp. 23-27, sl Matn Schoop, " Pregosious Beocensis,” in
T Now Growe, vl XV, p. 216; o0 Orodinn, see Kure von Flacher Stadin oo aliminton Mk
du Trommto wnd friten Quatvacmts (Born, 1956, pp. 77-T



Cole and Johnson Brothers’ The Evolution
of “Ragtime’™
By Educard A. Berlin

Much of the middle-class black commumity of turn-of-the-century Amer-
ica viewed ragrime with embarrassment. For a group convimced that social
acceptance would come with educational achievement and conformity 1o the
culvaral ideals defined by the dominant white society, ragtime-—especially
the ragtime song, with its colloquial dialect and demeaning stereotypes—
represented a2 marked image of inferiority. The attinsde expressed in the Ne-
gro Mwic Journal in 1902-03 could be cited &8 typecal:

It cannot be densed that the bower types of “rag-time"—and the bulk of
i~has done much to kower the musical tasie and standard of the whole
musical public, irrespective of coloe |,

Whize men also perpetrate so-called musse under the name of “rag

time,” representing it 10 be characteristic of the Negro music. This
also a libelows insult, The typical Negro would blush 10 own acquaine.
ance with the vicious trash that is put forth under Ethiopian titles, If the
Negro Music Journal can caly do a litde missionary work among us,
and help banish this “rag-time” epidemic, ot will go down in history as
one of the greatest musscal benefactors of the age.”

This atticude is chearly reflected also in a story related by black compaser
Will Marion Cook (1869-1944). His amily's maddlc-class values were ex-
pressed in their aspirations and their regard for education and for estab-
lished cultural models. Cook ‘studied at Oberlin Conscrvatory, at the
Natiosal Conservatory of Music in New York (during the directorship of
Dvotik), and, in 1887-89, in Berlin with the famed violimist Josel Joncham.
He began his musical carcer as a concert violinist, but, in view of the obsta-
cles posed by soch a carcer, turned with comsiderable seccess 10 composing
for the black musical stage.

Cook recounted his mother’s reaction to this deviation in his career; upon
heaning ham rehearse » song for one of his shows, his mother

.. came mto the pasrlos, tears streamang from her eyes, and said:
"Oh, Will! Will! I've sent you all over the world 1o study and become

a great musactan, and you retarn such a nigger!” My mother was a

graduate of Oberdin in the chass of 1865 and thosght that a Negro com-

poser should write just like a white man. They all loved the Dunbar

hyrics [i.e, the Negro dialect poems of the celebeated black poet Paul

Lagrence Dusbar (1872-1906) ] but weren't ready for Negro soogs.”

Despite the values espoused by his mother and other blacks of this persua-

sion, Cook did not regard ragtime and coon songs as necessanily degrading.*
Rathes, be viewed 1he popalar forms and the black musscal theater as suit
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able wvehicles in which black artists could express and dotinguish
themselves,’

Closely assocated with Cook as professional colleagues, black imellectu-
als, and advocates for the development of Negro musical theater was the
sug-writing team comprised of Bob Cole and the Johnson brothers. The
Johnson brothers, particularly, paralleled Cook’s background. Johs Rosa-
maond Jobnson (1873-1954), known as “Rosamond” or “). Rosamoed,”
studied at the New England Conscrvatory of Music and went oo (o an illus-
Erous carecr as pianist, singer, composer, and condector in vaudeville, mausi-
cal theater, concert stage, and movies. la the 19205 he began to devote mach
of his encrgies to choral comducting, specializing in Negro spintuals, and
many of his armangements were published.

Rosamond's brother James Weldon Johnson (1871-1938), educated at As-
lanta University and Columbia Umiversity, joined the group as a lyncst. He
later became the mast renowned of the three i an extraordinarily varsed
career as poet, translator (of Granados's Geyescas, for the Metropolitan Op-
era kn 1913), movel, mewspaper editor, cultural historian, anthologist (of
Negro music and poetry), lawyer, international diplomat, and race-relations
leader. His poem “Lift Ev'ry Voice and Sing"' was set to msusic by his beother
as a choral somg for school children, and it cvemtually became known as the
“Negro National Hymn.™

Although the third member, Bob Cole (1868-1911), also attended Atlanta
University, he lacked the polish and degree of formal edecation of his col-
leagues.* He was, though, highly valued for his extensive theatrical expen-
eoce and talents. James W. Johason considered Cole:

o« the maost versatile theatrical man the Negro bas yer produced: a
good singer and an excellent dances, and able to play several musical
instruments. He could write a dramatic or a musical play-—dialogoe,
hymics and mussc—stage the play and sct a part”

Prsor 10 joiniog with the Jobnson brothers, Cole collaborated with Billy
Johmsom (no relation) in writing, composing, staging, and producieg A Thp fe
Cosniooen (1897), the first noa-muanstrel Negro musical seccess on Beoadway.
He continwed performing after teaming up with the Johmson brothers, pri-
marily as a singer in a plano-singer doo with Rosamond Johason, and with
pares in their two full musicals, Shoo Fly Regiment (1907) and Red Moon (1909).

By mid-1903, the Cole and Johnson Brothers seam had realized its first
successes, Their songs were being interpolated into so many white musical
comsedses” that they were referred 10 as “Those Ebony Offenbachs.'™ Mot
notable of these songs were “Nobody's Lookin® bat de Owl and de Moon™
(1901), a dialect song used in the pantomime The Sleping Braxty and the Beast
(1901); “The Maiden with the Dyeamy Eyes™ (1901), a non-cthaic song used
in at least three separate shows— The Lirttde Dwchess (1901), a Zicgfeld produc-
tion in which the song was performed by Ziegfeld's wife, Anna Held, The
Supper Clud (1901), and The Hell of Fame (1902); “Under the Bamboo Tree"
(1902), & “Jungle' song performed by Masie Cahall in Solly s Ow Alley

2



(1902), and one of the outstanding song successes of the day;” and “Congo
Love Song" (1903), sung by Cahill in Nengy Breun (1903).

Despite their successes, Cole and the Johnson beothers were not indifferent
1o the eriticisms of ragtime and coon songs: 10 some extent, they cven agreed
with those crticisms, In partaculas, they were sensitive 10 the texts of the
moee disparaging coon songs, songs that

.+« wrre concerned with jamborees of various sorts and the play of ra-
zors, with the gastronomical delights of chicken, pork chops and
watermelon. . . . Such clements frequently are excellencies in folk-songs,
but rarcly s0 i conscious imatatioes,”

They also bristled at the word “coon,” and when performang the immenscly
popedar “All Coons Look Alike 10 Me™ (Ernest Hogan, 1896), the Cole and
Johnson duo routincly substituted “boys™ for the offending “coons,”" thereby
rendenang the song a harmbess novelty.” But the use of Negro dialect ieself, if
presented without the disparaging stereotypes, they viewed in & positive
lght, perceiving such dialect as a precious folk heritage 10 be preserved.
James, in fact, lamented the Joss of racial identity as ragtime songs gradually
became assimilated and accepted into the mainstream of American culture.”

With their friends and colleagues, including Cook, Dunbas, art-soag com-
poser and singer Harry Burleigh, vaudeville and musical-theater performers
Bert Williams, Geoege Walkers, and Ernest Hogan, they had sany lave-night
discussions on how 1o raise the status of Negro music and musical theater,”
and on how Negro songwriters could best succeed withost sacrificing their
cultural heritage. As James W. Johnson wrote:

I now began o grope toward a realization of the importance of the

American Negro's cultural background and his creative folk-art, and o

speculate on the superstructure of conscsous are that might be reared

upon them. My first step in this direction was taken in a song [ Louasic
ana Lize" (1899)) thar Bob Cole, my brother, and | wrote. . . . It was an
atiemnpt 1o bring a higher degroe of artistry to Negro songs.”

Tt was in this dual dimate of buoyancy over ther successes and of intellec-
tual soul-searching regarding the direction of Negro music—how it could at
the same time preserve its caltural identity and be an artstic stxtement that
could gain respect—that Cole and the Johason brothers wrote The Emistisn
of “Ragtime.™

“1t would be interesting 10 trace historically the part that bas been played
im music by the Negro, beganning with the old slave and plantation songs and
comning down through the age of minstrelsy to the prosent efforts being made
m both classic and popular music.”™ So wrote James W. Johnson i 1905,
But this speculation, shared by his collabocatars, was already articulated in
song two years carlior in The Esolation of “Ragtime. ' This work is a suite of sx
soogs tracing black music from the African jungle through slavery, planta-
tion, manstrelsy, to the then-current Negro ragtime ballad, Though both
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Johnsoes were 1o publish bastorically arsented works in later yeans,” the suite
makes no pretense at historical accuracy; it is simply a musical statemem
based on commoaly held impressions of the time. Nor docs it really concern
itself with ragtime as the term is most often understood today, ic, as a Jop-
linetype piano music; rather, it is ragtime as a synonym for Afro-American
sccular music,

While lacking a profound histoeical basis, the swite is more than a mere
grouping of popular songs, Being addressed to the theater-going public, it
contains references to carlier styles and period pieces that its public could be
expected 1o recognize. The histaric intent of the songs is further dardied by
the titles, lyrics, and introductory pocms written by |.W. Johmson (Figure 1),
Contributing a consciously artistic dimension for the entire suite is a degree
of ceganse unity depicting 2 musical evelution that reaches fruition in the last
ong.

The six songs were published separately and copynghied on 3 December
1903, and the swite as a whole was pablished with a copyright rogstration on
26 December 1905, The final song, referred 10 more frequently as “Lindy"
than as “Sounds of the Times,™ was reprinted at least twice in 1904 in an
awkwardly truncated version that was issued in sufficient numbers so that
copies are stlll fairly common today, and s the first half of a two-soag medley
that appeared in The Merk Stern Swmart St Donce Aldum,” The indications are
that "Lindy"" had attained considerable popularity as a song independent of
the subte, and even tharty years later st was recalled by cme of the pablashing
giants of the day as being amoag the Cole and Johnson hies.”

Lo 1905, sangs 3-6 were reprinted in The Ladies” Moo Jowrnal in mosihly
wnstallments, from May to August. Song 1, “Voace of the Savage,” was prob-
ably cmitted from these reprines because, while programmatically effective,
the voice part was 00 “primitive’ for parlor perfocmance by the general
music public of the time. Song 2, “Echoes of the Day,"” appears suitable for
home perfor mance, but pay have been omitted becasse it lacks the conven-
tiomal verse-chorus strecture. It is apparent that the magazine editors were
carefil not 1o offend and endeavored 10 remain within accepted conventions,
for in reprinting the dranking wag “Essence of the Jug,” song 3, they as-
suaged female delicacy by replacing the original lyric “de old corn juice’' —
Le., corn biquor-——with a less sparited “de apple juice.” Song 4, “Darkies
Deelights,” had an additional lyric added 10 the verse and chorus, and song 5,
“The Sparit of the Banjo,”" was roprinted without alteration, Song 6,
“Lindy," was substantially shortened in reprint, the original atypical struc-
tare (moee o thas bedow) being replaced with x more conventbonal verse
chorus fam, and the lyrics for the charus were altered, In Janusary 1906,
“Lindy” was again reprinted in The Ladies” Home Jowrnal, this time in a “two-
step march” arrangement, 1o bring the musse imto conformity with the ssual
Jthemse structare of the march, a new [6-measure section (with ragtisne
rhythmn) was appended as a conclusion,

Prefacing the Jswna! reprint of the four latter songs is a statement explain.
ing their intene: ““The four soegs . . . are sapposcd to illasteate the gronth of
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Figure 1
The Esolation of “Ragtime.” A Musical Swite
Introductory Poems by James Weldon Johnson

Song Lyraes®
1. Voice of the Savage. (Zulu Dance) B

Ouwt from the dark, in wnes untrained and rude,

Marked by the wen-qom’s sosy bear asd rall,

The savage cries alowd in accents crude,

Striving 1o express the music in his soul,

2 Echoes of the Day. (Daylight & Fading) JWJ].
The day dies and the cooling shade of night
Falls, as the humble slaves retarn from tail,
Day brings its tasks, but when it takes ies Sigh
Rest cames, 10 blesa these ehildeen of sosl.

3. Esscnce of the Jug. Lay away your Troubles Wl
De cotton it has done been picked, de taters dey's
been dug,
Der’s grub enough for o'ry pickaninny;
Come gadder "round, and first we'll drink de
esaence of de jug
And dea we'll dance de “Essence of Vieginny.”

4. Darkies Delights. Ineducing: “"Carve Dar Possum® W),
Life loses all itx troables, and we's happy i our
soals,
And all de world seems very bright and fine,
When we smells de possum cookin® in de oven on
de coals,
And we sces de melon ripenin’ on de Vine,

5. The Sgirit of the Banjo! JW]J.
When de banjo is a ringing, BC
Is der something in de strings
Dat drives away yo' sorrow and wo' care?
Neg what's in yo' heart a singing,
And dat put yo' feet on springs,
Is de spirit of de bango in de air.

6. Sounds of the Times, Lindy JWJ.
Farewell 10 the songs of bygome days,;
For now the aie is laden
With syncopated notes in praise
Of some sweet dusky maiden.

S = Bod Cole; R). = Rosamood Jobawa; JW), = James Weidon Johason

Music*
RJ.

RJ

B.C.

B.C.
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the forms of negro music from the old days of ménsirelsy 1o the presest day."™
No mention is made either of the onginal suite title or of ragtime. This omis-
siom is probably dee to the low esteem bn which ragrime was held ax the time,
making it unsustable for publication in a ladics’ magazine.” Though ragtime
could, and did, show up in respectable magazines of the time, such appear-
ances were rarely sdentified as cagtime; they usually carried some nsore ac-
coptable label such as “Negro song,"” “darkey hullaby” “Negro cakewalk,”
or "African intermerzo.'

The suite was first presented in public performance in Moatber Goore, a
lavishly-staged extravaganza with a cast of 500, presented om 2 December
1908 by the celebrated producers Klaw and Erlanger.™ A review the mext day
repocied:

The third act also presented several pleasing novelties. The first is a
singing and dandcing specialty arrangemsent by Cole and Johason and
designed to represent the “Evolution of Ragtime.” It served to intro-
duce several pictaresquely costumed groups, and ended with a dance Jed
by a dozen or moce girls garbed in silk gowns of beown and gold, in
which the limits of extravagance seemed to have been reached. ™

It was used in at least one other musical, A Little of Everyching, a light summer
production that opened 6 June 1904 at the Aeriel Gardens, atop the New
Amsterdam Theatre:

« . . one of the prettiest features of the evening, ““The Evoluticn of Rag-
time.” A special set of seenery has been built foe this, and it requires
nearly the entire chorus to work it out, Of the principals, George
Schultes, Perer Dailey and Miss Templeton appear in it and it choses the
sccond act in & whirbwind Gahion

In another clipping, a photograph of Fay Templetom and Peter Dailey danc-
mg is captioned:

Great Cake Walk Demonsurated.

It is a big dancing feature which starts the development of ragtisne in

the wilds of Africa and reaches fall grown glory when Fay Templeton

and Peter Dailey appear and do fancy steps.™

For all its celebrity im 1903-04, The Eselution of "“Ragtime’ scems 10 have
been almost forgotien. Copies of the entire suite have become exceedingly
rare. James W, Jobsison does not mention the music in cither his astobeogra-
phy or im Bleck Mashatton, and whale Exgene Loevy does mention the music in
has biography of Johason, he cites only the fowrnal reprines.™ Not unexpected-
ly, comtemporancous commentary suboedinates the music 10 the coloeful
saging. Yet there is substance 10 the music that deserves examanation, foe
along with representing a “hastory™ of black music, however fanciful that
bastory may be, the work is a true collaborative effore by three major figures
striving not only for commerncial sucoess but also for artistic validsty within a
black cultural comtext,
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In his prefatory poem to the last song, James W, Johnson writes, “Farewell
to the songs of by gome days.” The songs that preceded are, in effect, peep-
aration for this final stage in “the evolution of ragtime,” building blocks to
“the modern negro ballad is all sts popular ehythm and haunting melody. ™
Just as “Sounds of the Times. Lindy™ was the high point of the theatrical
producteces, presented with the mont lavish costumes and 1he grand cake-
walk fimale, it was also the musical climax, with the normal soeg form ex-
tended 10 balance the greater lengeh of 2 suite. But 31 is climactic on 2 moee
organic level as well, for the final somg is built on motives introduced in the
preceding songs and brings these motives 10 fullest frubthon, The suite as 2
whale, therefore, truly expresses the comcept of evobution. This being the
case, it is helpful 10 examine the last song first, therehy idemifying those
clements that comtribute to this musical evolution,

The form of the last song i1s not iselfl directly related 1o the evolutionary
idea, but it reveals something of bow the creatoes thought of buslding a suite
from popular materials, and is therefore worth examining. It begins as a
conventional song of the time: S-measare introduction; 32-measure verse, 16-
measure repeated chorus (Example 1), After reprises of verse and chorus, the
formal extensions began, Brst with & variant of the ¢horus, now in a new key
and with a habamera-like accompaniment (Example 2). This accompani-
ment is recained for a |6-measure modalatory “developeent”™ of the chorus
(Example 3), leading fimally 10 a4 “recapitulation” of the original chorus, in
the onigimal key, and an &measure coda.

The extensions can be justified on theatrical grounds as they allow the
gradual growth of a grand finale, and on musical grounds as they create
proportions mare fttisg 10 & suite. Whereas the development section may be
simplistic, as musical developments go, it poings to the seriousness with
which the suite was conceived. The use of & Hispamic rhythm is inseresting
since mamy wriers of the time recognized similanties beeween Latin-Amen-
can rhythms and ragtinee; some coasidered this semilarty indscative of a
derivative relationship, while others argued that it was just coimcidental ™
Within the context of this work, however, it is important that Bob Cale was
convinced that Hispanse music and ragtime would eventually merge.™ Per-
haps its introduction here, then, was their prediction for a future evolution of
ragtime.

Mare directly concerned with the evolutionary aspect of the work are the
melodic fragments and motives found throughout. These are all nicely
brought ogether in the opening phrase of the last song’s chorus (Example 4,
of. Ex. 1). In order, the motives are “x,” an appoggiatura; *y," a quick neigh-
bor-note motion; and “'z,"" a diatonic ascending third. The phrase ends with
a reieration of “'x," now as a feminine cadence. Of the four phrases in the
chorus, the frst three are dearly built on the same motives, and it could be
argued that the fourth is also derived from them.

Whereas the verse section of a soeg is usually quite distinet from the cho-
ras, in thas song the verse melody i also constructed from the same motives
{Example 5). There are differences, 1o be sure: the appoggiatura “x"' motive
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does not appear until the feminine cadence; the “y™ motive is in exghths
rather than sixteenths; the “'2™ motive s a skip of & third, not yet evolved into
its flled-in form, as im the third phrase of the verse, in which it both ascends
and descends in stepwise (ashica (Example 6).

The roots of ragtime are presented in the first song, *“Voice of the Savage,
(Zule Dance)."” Despite the interest some musicians showed in the tribal
music presented at the Dahomey Village exhabit at the 1893 Chicago Woeld's
Fair,” the prevailing view was that African expression was primitive, a view
apparently accepred by Janses W, Johnson and other Amserican blacks who
had visited the Bar™ As a result, the Cole and Johnson Brothers' depiction of
Alrican music s of a music restricted to theee tones (root, filth, seventh) and
nonsemse syllables, Yet, even as “The savage ... [strives] 10 express bas
soul,” 1o quote Johnson's introductory poem, be already reveals what will
blossam forth in Afro-American music. Underlying the openisg savage cry i
the syncopated rivythmn of mature ragtime {Example 7). The lower-neighbor
motive (“y") is heard both in the syncopated figure and, later on, as 2 vocal
inflection, and the appoggiatura motive (“x™} appears in the accompani-
ment (Example 8). Fareshadowing moee explicitly what is o come is a clear
statement of the “Lindy™ melody in the introdection (Example 9),

The primitive quality of this first song suggests the concept that ragtime is
derived directly from African masic. This concept, that ragtinee was ssmply a
tramsfer in geography, was a widch-held belief at the time. Scott Joplin, for
one, was quoted as saying, “There has been ragtime masic in America ever
since the Negro race has boen here,"™

In "Echoes of the Day. (Daylight is Fading).” the black African is trans-
plasted 10 the antebellum South, The juxtapasition of his plaintive mclody
with the opening of Stephen Foster's “Old Folks at Homse™ establishes a
relatioaship between the two (of. Example 10, mm, 3-5 and 11-12) that
suggests several provocative interpretations: |) the black man absorbs has
master’s musical vocabulary, represented by Foster's soag; 2) the whate man
absorbs the black man’s idiom, producing ome of America’s most beloved
songs and influencing the subsequent course of American popular music; 3)
it is the mengang of both cultures that prodeces the st charactesvic traits
of Amenican masic. Underlying the black man's music are two of the suite’s
motives—the neighboe-note and the appoggiatura.

The word “essence™ in the title of song number 3 has a doublde relerence:
with the “Essence of the Jug,” it announces the drinking-sosg nature of the
lyrics; comcurrentdly, with the last line of the introduciory poem (“And den
we'll damee de 'Essence of Viegisny' ™) and with the tempo isdication for the
chorus (“Tempo of “Virginia Essence” ™) it eclebrates minstrolsy’s most char-
acteristic dance.” The song's link 10 the main concept of the suite s the
repeated appoggiatura motive in the accompanisent (Example 11},

“Darkics Delights,” song number 4, is a tribsie o manstrel sar Sam Lu-
cas (1840-1916), described somne years later by James W. Johnson



Sam Lacas came 1o be the Graand Old Mas of the Negro Stage, He . ..
was well educated, cultured in his manners, . . . He was & versatile per-
former and was active oa the stage from those carly days of minstrelsy
down 1o modern Negro musical comedy. As late as 1910 he played a
Seading part in Cole and Johinson's Red Msse. In 1915 he played the role
of Uncle Tom im the first scroen venaon of Unde Tom's Cobin ™

The tribute comes in the use of Lucas’s most famous song, “Carve Dat Pos-
sum," Lucas's song is presented not &3 in the original publicatson of 1275 but
in an updated version exploiting the modal ambiguaty of matwral and flatted
thirds, an idea that may have appealed 1o Cole a1 a time when the language
of musical blues was gaining a hold.” The swite's motives do not play a
significant part in the body of the song, but is the intreduction the *Lindy™
melody i prominently placed aloogside Lucas’s theme (Example 12).

Number 5, “The Spirit of the Banjol,”" celebrates the instrument most
chonely associzted with Black secular msic up 1o that time. The bamjo effect
is provided throughout by arpeggiated chords and triplets; imtegraied into
these banjo effeces are the set's main motives. The most proméncnt are the
appoggiatura “x" motive and the lower-naghbor motive {Example 13).

It is apparent that the composers made a conscious effort to link the songs
and 1o focus on “Lindy" & the final step in a musical evolution raced with a
few seloct motives. That sophistication of motivic manipulation s isconsss-
temt, sometimes being littde more than a nominal gesture (suggesting, per-
haps, that some of the songs wore composed before the cvolutionary concept
came about) is of hittle importance; the milicu n which, and for which, the
work was created demands no such subtleties. OF greater insportance is how
the suite responds to the needs of its time and place.

The Erolation of “Ragtime™ was, first of all, a thearer piece, and as such it
was ceninently succensful, It spoke in terms ity audience could recognize,
enjoy, and remember. [t was a response, also, to the perceived need of a fow
black intellectuals and artists to enbasnce as appreciation of black culvare.
The cxtent of its success in this regard is difficult o assess; i it brought to sty
contemporaries any greater recognition of the cultural continuity leading to
ragtime, thas revelation was not verbalized. The Ladies’ Home Jowrnal repeints,
in presemting the last four songs as a history of black music, comtinued the
effort o address the ssuwe of caltural heritage. 1t is unfortunate that the
magazne did not at that tane publish readen” letters, for these might have
documented some kind of reaction. James W. Johnson recounts that the eda-
sor showed him oae letter which, while praising the Cole and Johnson Broth-
ers’ sungs, did so o the assumption that the creators were white.™ Though
both Johasons sought asssduously 1o reveal wath their Later wrtings the musa-
cal henitage of black America, their failure to mention The Emlation of “"Rag-
time™ seems to indicate how the significance of this early effort had faded
from ther memonies.



A third response, an attempt 1o develop an art music from black source
matcrials, presents am apparent inconsistency; the same individualy who
sought to promote the artistic validity of black secular masic demonstrated a
need to further justify this mvusic by adding the trappings of art music—ie,,
the label of & “suite™ and the gesture of motivic inegration. This ambiva-
lence is reflectod also in James W. Johnson's writings. In his article of 1905
on Negro successes in music,” he coasiders only his colleagues in musical
theater and blacks involved in art music; he takes no sotsce of the black
mnovasors of instramental ragtime. A similar judgment of artistic worth is
made in Johnson's movel The Astodiography of en Ex-Colored Man; the novel's
protagonist—a ragtime-playing black man passing for white—reosolves his
wentity crisis with the decision 1o adapt ragtime and other black secular
music to art genres,*

Was ragtime considered 0o vulgar for acceptance as a complete artistic
expression” Maybe so. Perhaps even by Scott Joplin, for despite his colossal
$ac0ess in creating plano rags that we admare today as much for their artistry
as for thear scintillation, Joplin devoted an inoedinate amount of time and
energy 10 writing opera. Nor was this need to complemont one’s vernacular
accomplishments with ast music restricted 1o black composers. Irving Ber-
lin, for one, whose musical empire was founded on his Broadway succosses of
the ragrisse cra, spoke repeatedly of writing opera based on ragtime
materials, ™

This is an attitude that must be recognized if we are to understand the
artistic asperations of popular masicians of the carly part of this century,
Though Wil Marion Cook could, in the 1940s, look back at his mother's
attitude with amssersent, there were many musicians woekisg i the popealar
sphere who, comsciously or uncoasciously, shared her implied distinction be-
tween popular art and high art, assignisg a lesser value 10 the former. Ace
cording to this interpretation, popalar art could mot be justificd cntirely on
s own terms; whatever thear inberent worth, vermacular forms could attain
fullest realization only through tramsformation into art music,

Viewed in chis lighe, TDMJ"Mhr”htmum than a movel-
1y. ‘l‘houghthtrrml’cwwuhoﬂhc time that paralld it tnpartite effort of
popular theater music, caltural anthropology, and artistic development of
vernacular materials, it & not a1 odds with comemporaneous expressions.
Rathes, The Esolation of “Raglime' is a clear reaponse 1o cultaral and artistic
needs customarily expressed separately but here broughe together in 2 uni-
fied work.
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Example 2. “Sounds of the Times. Lindy” chores, variant |, mm, 1-5 korrection
inmim 5.6 ndicated by brackeey).

Example 3. “Sounds of the Tioes. Lindy,” chorss, developenent, men. 1-10
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Example 5. “Sounds of the Tanes. Lindy." verse, mm. |-4.
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Example $. “Voice of the Savage. (Zals Dasce),” man. 1-4.
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Why Amy Beach Succeeded as a Composer:
The Early Years

By Adviense Fried Blsck

Amvy Marcy Cheney Beach (1867-1944) was, by all coatemporary stans
dards and without consideration of gender, a sacoessful composer. She was
one of the first women in the United States to have ber works played —and
played ofien—by leading musscians, There are several reasons for her soc-
cess, not beast that Beach was a gifted musician. But there have been and are
other cqually gifted womnen who have had neither the support mor the recog-
nition given Beach during ber lifetime. Dena Epatein states that Beach led a
charmed life' and it 1 indeed tree that almost everything in her e secmed
to work in her favor,

For a woman 1o succeed, it appears that she must have optimum condi-
tions, Gaye Tuchman, in “Woman and the Creation of Culture,” states that
“somse condstsons that meredy aid men who wish to become artists are abso-
lute necessitics for the sucoess of women,™ The conditions she mentions are
birth into a family of artists or birth ino a family of wealth and high social
position, and a male sponsor. Such advantages offer to women the means,
otherwise not available 1o them, for artistic development, for entry into the
peolesnonal workd, and for inancial support during thesr formative years x
artists. To Tuchman's three requirements can be added 1the advamtage of
being born a1 the right time and in the rgght place.

These advantages had a profound effect on Beach's carly life and career,
beginnieg at birth and, foe the parposes of this paper, lasting through the
Boston years 10 1910, One of the reasons for Beach’™s acceplance was the
strength of the women's movement in the latter part of the 19cth cemtury.
Judith Tick motes the effect of “the emergence of the women's rights move-
ment in redefining women's place. The movement affecied women in music
in two ways, Firsg, it changed the comciousness of women who would other-
wise have been content with the traditional definition of women's woek [that
by, music as a domestic art), Second, it challenged belief in the cultaral in-
feroaity of women in music as it did in ocher spheres of intellectual and
oultural Wfe" The time was ripe for someone like Beach 10 succeed, the
ground having boen prepared by the women's movement,

It also helped to live in Bosson, then the main breeding ground for music
in the caltivated—chat is, German—waditoa. It was especially advanta-
geous 1o be a member of a Grele that incladed Harvard faculty memben,
leading writers, artists, and musicians, as well as the patrons of music them-
selves. As we shall see, a number of these leaders of Boston society became
Beach's sponsors when she was very young. Her entry into this Grele came
about first through her family. Clara Imogene Marcy Cheney, Beach’s moth-
ex, discussed the family heritage an both the Marcy and the Cheney sades in a
Ietser to her cousim Anna, dated 27 Apnil 18%8:
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.« My father’s ancestry on my side is the same as Charlotte Cushman
(Marcy ca her mother’s side) . ., William Marcy of New York | . . was
U.S. Semator in 1831, Governor of New York 183339, Secretary of War
184549, Secretary of State 1853-57, So many people have asked me if
Amy was not of forcign parentage, | reply if being one of the tenth gen-
eration of Dearborns, the cighth generation of Marcys and the no-end-
of-gemerations of Chencys in New England does not make her an
American | do not know what will!

General Dearborn fought in the Amernican Revolutionary War. Charlotte
Cushanan, this country’s Srst great actress, began s an opera singer of prom-
e, but carly damage 1o ber voice forced ber o abandon opera for the the-
ater” Others in the family also were musscal: Beach's grandfatber played the
clarinet, whale her mocher, according 1o a Boston columnist writing in 1895,
“was a conscientious masician |who|] before her marriage and during ies fiest
years was known all over the state [of New Hampshire], both as a singer and
a pianist,”™ The family thus was anc of high social position, and music was
an important part of their lives,

An caly child, Amy Marcy Cheney was barn in Henniker, N.H., and re
ceived her first musical traiming from her mother. Clara Cheney apparemtly
had the rare combination of insight into ber daugher's gift, the musical
ability and training 1o develop that gifi—at least for the Grst few years—and
the good judgment 1o refrain from exploiting the child. Here are Mrs. Chen-
cy's own words about her daughter's carly training and promise, from that
same Jeteer 1o Cousin Anna:

. She commenced the stady of piano with me at the age of six. | was

uxqﬂkﬁwdowuthphydlkpaaouﬁmmm
everything that she heard correctly in foar-part harmoay as in the hyma
tunes she heard wn church, after one heansng and always in the same key
in which they were written. Her gift for composition showed itscll in
baby hood - before she was two years old she would, when beleg rocked
to sloep in my arms, improvise a perfectly correct alto to any soprano air

I might sing. She played, while under my instruction, at a fow concerts

when seven years old, her reperiosre nduding Beethoven sonxtas, Op.

49, 1 and 2, Chopin, Waltz in E-fat, Op. 18, Handel, Hermomiows Black-

suth . . . and many other works from the old masters. In response w0

encores she would play ane of ber own compositions with the most uncons
scioms manner imaginable.”

Amy Cheney was alvo gifted intellectually: she taugh bersell 10 read an
age three and recited Jong poems from memory at age seven. She attended a
Boswen private school, was deeply interested in mathematics and philosophy,
and became fluent in both German and French while young, In a description
of her study habits, Walter S, Jenkins, in later years a fellow artist-in-resi-
dence at the MacDowell Colomry, explained how, in her teens, she studied
French while doing technical exercases at the prano, afier having decided that
the exercises demanded little if any concentration.*

12



In 1871 the Bamily moved from Hemniker 10 Bostom” When Amy was
eight, the family had her wlents appraised by leading Boston musicians.
Impressed by her gifts, the general opaion was that she would be immeds-
asely accepted by any of the best German conservatocies, This was the high-
est possible compliment in that German-worshipping circle. Despite their
recommendations, bowever, Amy Cheney and her family remained in Bos.
ton. But as a result of these evaluations, the child was introduced into profes-
siomal circles as a prodigy, and ia addition her training was prescribed and
then momitored by the leading musicians of Boston, Her successive piano
teachers after her mother, Eenst Perabo and Carl Baermann, were two of the
best in town, and like her harmony teacher, Junias Welch Hill, they had
studied in Germany. ™ She stedied harmony for one year, but in compasition
she had no teacher. A partial doscription of ber course of self-study in compo-
sition appears in the Boston Symphony Orchestra’s program notes for the
premitre of her “Gaelse™ Symphony, Op. 32, on 31 October 1896;

<+ For the last fourtoen years she has made a systematic practsce of
studying analytically all the best works performed by the Bostoa Sym-
phony Orchestra before, during, and after the performance. She was
advised to this course by Wilhelm Gericke.”
This was quite a burden for a fificen-year-old to shoulder aloae. That she
was able 10 carry out Gercke's regimen was remarkable indeed, 1n addition,
“coumterpoint, fugue, musical form, and instrumentation she purssed alone
for several years, making tramslations of treatines by Berlioz and Gevaert"”
None of the other composers of the Boston School, among them John
Kunowles Paine, George Whitfield Chadwick, Arthar Whiting, Edward Mac-
Danecl], Clara Kathleen Rogers, Helen Hopekick, Arthur Foote, Horatso
Parkes, and Margaret Ruthven Lang, were self-taught. All of them studied in
Europe except Foote, whose traiming was at Harvard under Pane. Lang,
who was born the same year as Beach, studicd first with her father, Benjamin
Johnson Lang, the conductor, pianiat, organist, and seacher. She then went o
Munich to study with Victor Gluth and, after returning to Boston, continecd
her compasition stadies with Chadwick and MacDowell.” Had Beach been
the daughter of a professional rather than a Gne amateur musician, it is likely
that she 100 would have studied composition with a recognized teacher.
The difference betwoen Amy Cheney's traiming as a pianist and &4 a com-
poscr may be explained in part by the fact that a tradition of worsen as
virteoso planists already exsied: for example there were Clara Schumann,
Annette Essipolf, Julic Rivé-King, amd Terea Carreiio. But as a compaser,
Beach was the one in the United States 1o break ground for other women.
She was the first woman whose works became—of not permanemly, then at
least for mch of her lifetime—part of the comcert repertory of leading masi-
cans. It may also have been assumed, as a composer recently suggested, that
women write from their feelings, men from their imelleces, and therefore only
men roquire traiming.™ Or her mentors meay have thought that & woenan had
no need for training in composition because she would wrn oat only small-
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scale (i.e., unmimportant) works, Thar this Lt assumption was not true—
something we now know—would not have diminished its potency as myth at
that time." Indeed, the myih apparently had more power than the carly
evidence of Beach’s gifts in composition.

Of necessaty, most of the comtemporary interest n Amy Cheney duning her
youth focussed on her abilities as a plasist. On 15 November 1880, Longfel-
Jow wrote to “Miss Amy" thanking her for playing so beautifully at his
home. Shortly thereafter he also wrote wo ber teacher, Ernst Perabo:

Let mwe thank you for the great pleasure you gave us Saturday last. | was
delighted with Miss Cheney’s playing. She certainky has a wonderful gift
and shows promise of great excellence. lndeed one knows not what
heights she may reach in her professson, | sancerdly hope that you may
be able to carry out your plan 1o send her to Germany, if you think she
can find better instruction there. All masical people should come to her

M.‘

The visit bore additiomal frair, as an article i the San Francisco Chrasicle of
13 May 1900 states: “At 14, after a visit to the bouse of Longfellow as his
guest, Amy Cheney set to music his poem, “The Raisy Day.' """ (See Exam-
ple 1.) The song became her first published work, Its quotation from Beetho-
ven shows how diligently she followed Gericke's instructions about learming
from the masters. 1t also demomstrates a lyric gift and a fine fecling for text
declamation.

It was as a planit, not as & composer, that a1 the age of fificen Amy
Cheney entered professional life, playing Ignax Moscheles” Concerto in G
misar with an orchestra conducted by Adoll Newendordl st the okl Boston
Music Hall on 24 October 1883, In a variety program typical of the period,
she shared billisg with Timothie Adamowski, violinist and frequent soloist
with the Boston Symphony, and a vocal quartet, among them the famous
opera star Clara Louise Kellogg. There were no less than eleven reviews of
that concert, all of them treating the pianist’s debut as the main event, The
Boston correspondent of the New York Thibane, in the shortest review of all,
stated that “she played with all the intelligence of & mastes. "™ Other review-
ers mentioned her yaperb touch, artistic finish, and mastery of the piamo, and
two induded the word “gemius.™ All agreed that this was an impoctant de-
but. (See Hlustration 1.)

William Mason, the foremont teacher of piano in this country, was a spe-
cialist in piano touch. He may have heard Amy Cheney play for the St
time at the home of Carl Bacrmsann, ber third pisno teacher. 1n a letter dated
3 October 1884, from Orange, New Jersey, Mason wrote o his personal phiy-
sician, Henry Hamns Aubrey Beach. His letter began with a description of a
recent lness and then continwed:

v o« Mr and Mrs. Carl Bacrmana came 10 the Shoals and speat several
days there 3o that | became quite intimately acquasnted with them and
enjoyed their society extremely. [ afterwards called oo them at Cam.
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THE RAINY DAY.
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Example L “The Rainy Day™ © 1955, The Oliver Ditson Company:
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bridge and met at their hbome Miss Cheney whom | heard play and who
certasnly impeessed me as being a young lady of remarkable talent and
attainments. She has a strong, firm, and at the same time clastic touch
which evinces strength of characier asnd at the same tinse she plays mas.
kalisch as the Germans express it. Excuse my troubling you with this
long letses. | return the extrace from the Adeerriser relating 1o Miss
Chency which you kindly enclosed to me, My daughter writes with me
thasking you for the piece of music by Miss Cheney, which 1 think
evinoes talent.”

The letter suggests that Dr. Beach, although he may not yet have met Amy
Cheney, was already much taken with her &3 a paanist and composer. 1t also

the exatement that her talents generated in the tight little world w0
which all three belonged.

Following her debut, Amy Cheney gave a series of comcerts, in each of
which she was assisted by one or moee artists. The first of these 1ok place on
9 January 1884 in Chickering Hall, Boston. Assisting artists were the singer
Lillian Bailey Henschel, wife of the conductor of the Boston Symphony, and
the composer Charles Martin Loefller, who was first violinist with the sym-
phony at that time, On 28 March 1885, at Amy Chency's debut with the
Bostan Symphony under Genicke, she played the Chopin Concerto in F mi-
M&Opuﬂl By this timne she was a familiar figure on the concert stage, and
reviewers were undformly enthusiastic, same noting that im the short time
since her debut she had developed into & mature artist. A moesth later she
played for the first time with the Theodore Thomas Orchestra and on 16
May 1885 in Brookline she gave her first solo recial. (See Hlustration 11.)

e the summer of 1885, Amy Chency went 1o see Dr. Beach about an
inpured finger. Henry Beach, a widower 25 years her senior, was sungeon and
lecturer on amatonyy at Harvard Medical School. He also was a fine amatcur
singer and paanist, as well as a poet and painter, and had considered a carcer
in music when a youth. Physician and fisend 10 many Boston masiclans in
addition o Bacrmana, he occupied an important place in Boston society:
“Dr. Beach's manifold activities in medical arcles and societies have also
beought him into active contact with the leaders in all walks of life whose
friendship and confidence he has enjoyed to the utmost,” accordieg o a
columnist,™ Henry and Amy were married 2 December 1885,

This marriage affected Mrs. Beach’s life in several ways. It is likely that
the marriage brought an end o plans for her 1o study in Europe, Nor did
Beach stady composition Jocally after her marriage. She commented upon
this some years later, stating that although she sometimes wanted o study,
her hushand was against it for fear that such study would change her style.”
O the other hand, the focus of her activities changed from performance—
and she was well on her way o becoming a leading coacert planist—tw0
composition. Her performances were mow limited 10 cne of two a yeag, the
fees for which she turned over to charitable causes,

She gave her fint charity concert om 31 March 1886 in Association Hall,
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Basion, to benefit the Convalescent Hoene of the Children's Hospial. A re

view im the Boston Erewing Trassenipl stated:
v« Music kvers may well congratalate themselves that, so loag as
descrving chanities exist in Boston, there will be oocasional chances of
hearing Mrs, Beach play. It would have been hard indeed had so charm-
ing an artist withdrawn herself wholly out of reach of ihe public car and
that, o, at the very outset of her career. Her playing yesterday was
delaghtful; ber techmique seems 10 have gained in smoothness and cleas-
mess. .~

The reviewer went oa to complain about “a certain immaturity” that result-
ed in “a tendency 1o sentimentalize,' a faslt he asociated with women. But
he believed that she would go on to be “the one semen picked out of tem
thousand" who would become a thorosgh musiclan. “If she does,” he con-
cluded, “this world is ready to be at her foet,”

The year of Heney and Amy Beach’s marriage was also the year that Ar-
thur P. Schmidt began publication of ber works. Her Opus 1 no, 1, the song
“With Viclets," appeared under ber maiden name, but all subsequent works
were signed “Mrs. H. H. A, Beach.™ Berween 1885 and 1887 she publiahed a
total of seven songs, her Opera 1 and 2. In 1888, after receiving an invita-
tion to play the Beethoven Cominor concerto with the Boston Symphooy, she
prepared ber own cadenzs, later published by Schmidt 2 her Opus 3, This
was the first time that she performed ome of her own works at a formal con-
cert, This then became & pattern, and as her anre increased, so also dad the
sumber of her own works she performed, On 21 March 1839, at a Boston
charity concert 1o bemefit the Marine Biological Laboratories, Beach played
ber Opus 4, False Caprice, while it was still in mamuscript. Among the several
reviews, one declared that “Mrs. Beach's published works have predisposed
us 10 listen with isterest 2o anything new from her pen. The Valie Caprice . .
iadnnuitgmddainwbitdwrilig.aptchllynomthyfmtbcﬁn
effect of climax with which it is rounded ofE™" Six days later Beach gave a
sccond concert for the same casse, with an entirely different program. This
time she played a number of works by comtemporarnies as well as her own
Ballade, Ogus 6, Reviewers were similarly lsudatory and, despite the charits.
ble nature of the affair, treated this as 2 musical, not 2 socal, event, just like
her other concerts. At a joint performance with singer Lilian Carllsmith giv-
en 29 November 1892, Beach introduced two puano solos from her Opus 15,
while Carllsmith sang two Beach songs with the composer at the piano, one
of them “Ecstasy,” Opaus 19 no. 6. Several reviewens declared “Ecstasy” a
hit, which indeed it became: the song had over 1000 performances.” (See
Example 2.)

But Boston was still waiting 1o take her full measure as a composer, and 1o
do this required a work of major proportions. In 1835 she began work on 1he
Mass in E-flat, Opus 5, completing # in 1889, The piano-vocal seore ap-
peared under Schmidt's imprint in 1890, Upon receipt of a review copy of the
score, & onitsc for the Beacon wrote a lengthy column cn 27 June 1891 assess-
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ing the work as best he coudd: . . . it is not casy 10 judge of such a score from
a mere reading at the plancforte, even with a few voices 10 read some pages
here and there.”™ The column does, however, describe the work in detail, in a
stybe usually found in program sotes, and finds masy beautifid things in the
Mass, which Beach scored for solo quartet, mixed chorus, crgan, and full
orchestra,

Schmidt also sent a copy of the score to Carl Zerrahn, the conductor of the
Handel and Haydn Society of Boston. o reply Zerrahn wrote Schmide, in an
undated German letter:

Best thanks for your kind note. Mrs. Beach's Mass has much that is
pretry and imteresting and | shall commumicate my opsnion about it in
the next few days to the President of the H. and H. Society and | have mo
doube that we shall produce it during the Wintez.

It gives me great pleasure to discover such talent for composition in
Mrs. Beach, especially since | have known her simce her childhood. At
that time (1878} 1 travelled 10 San Francisco with ber and her mother
The full score is not important for me to see at present, but [ would like
0 have a look at it whes [ retarn 0 Boston the begioniog of
September.”

The Mass was the featured work of the performance given on 7 February
1892 by the Handdl and Haydn Society with Zerrahn conducting. It was
followed by the performance of the Beethoven Choral Fantesie with Beach a
the piamo soloist. (Soc Hlustration [11.) There were at beast 16 reviews of the
concert, amoeg them one by Philip Hale and one by Nathaniel Haskell Dole,
Both wrote at length and found more to praise than to criticize. In Hale's
opinion “the comparative simplicity of the 'Kyrie' and the Sanctes,’ the
unaffeceed solemmity of the *Et in sparitum sanctum,’ the peacelul close of the
work—these are more effective than certain passages where the composer
apparestly strained every nerve.”™ Dole wrote that “the originality of the
work and the masterly handling of forms are first to be noted. Possably a e
lack of spontascous growth from number 1 number and consequent show-
ness made the Grst part bess interesting than the katter. But it is evidently a
work that would impeove on suceessive hearings. ™™

Julza Ward Howe, writing in the Womans_foarna/, made sure that the lessom
of Beach's accomplishment in composing the Mass was not lost on other
women. The performance, she wrote, “made evident that capacity of a wom-
an’s brain 1o plan and execute a work combining great seriousness with un-
questioned beauty. ™™ Howe also wrote to Dr. Beach on 8 February 1892 that
she thought the Mass “a work a genbus conceived and execated with real
mastery,” especially comsidering the composer”s youth, ™ Although individual
scctions of the Mass were performed subsequently, a second complete presen-
tation of the work dud not occar until 90 years later—an 30 May 1982 at New
York University,” The work is remarkable for its handling of the orchestra
and for the magnificent vocal sodos, and 3t has a rich and often bailliant
sound. It neglect after sach a premiére is difficult 10 understand,
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Fantasa
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Following the performance of the Mass, and probably as a result of s
success, Beach received her first two commissions. Mrs. Carl Alves, the con-
tralto sodosst for the Mass, wrote Beach & woek later asking for a grand dra-
matic ana " Beach complied with her usual speed, and on 2 December of
that year Walter Damrosch conducted her setting of Schilier’s “Eilende Wel-
ken Segler der Lifie,” Opus 18, a recitative and ana for voice and orchestra
describing Mary Stuart's feedings on her redease from peison. The perfor.
mance by the Symphony Socicty of New York marked the first time that that
orchestra had played a work by a woman. The New York Sex's onitic wroee
that the ana was “worthy of any but the very greatest composers.”™ De
Koven of Harger’s Weekly found the work disappointing, but he looked for-
ward 1o fsture works because of the promise evident in the ana ™

The second commassion came from the Board of Lady Managers in charge
of the comstrection of and the programs 1o be given in the Woman's Building
at the World Columbian Exposition in Chicago in 1893, Three women ca-
tributed music for the dedication ceremonics given on | May 1893 in the
Music Hall of the Weenan's Building. Ingebarg von Bromsart of Weinar sem
her Grasd Marck for orchestra, Frances Ellicott of England contributed a
Dramatic Overtere, also for cechesira, and Beach composed on order in six
weeks what camse to be known as the Fotime! “fabilate,” Opus 17, for chorus
and orchestra. A chorus of 500 sang the Beach work, and all three com-
positions were conducted by Theodore Thomas 1o anticipation of the con-
cert, de Koven called Beach “the shiming light among American women
cotmposers.”™

In reporting these events, Boston papers froquently stressed thar pode
that oo of their own had made such a stir in the music world, Indeed,
Boston—that is, the part of Boston that was in the cultured tradition—
properly 100k credit for Beach. Its musical life provided fertile ground for the
cultivation of her talents, and ws social woeld reinforced thar nurturance. In
the last decades of the 19th and in the carly 20th centurnies, the socal warld of
Boston and Cambewdge revoldved around the Boston Symphoay in the same
way that New York socicty revolved arcand the Metropalitan Opera. The
novelist Margaret Deland recalled the time when she, Beach, and the wife of
William James were invited 1o join 2 women’s chub. Most members, Deland
noted, were in the habit of “sitting at the feet"” of Mrs, Heniry Lee Higginson,
wide of the founder and financial backer of the Boston Symphony,” Here was
still anocher example of the imerlocking of the two worlds of high society and
musac. Beach had several avenwes of entry into both woelds,

In the next fow years leading Boston musical orgasizations gave premidres
of her works. The “Gaelic™ Symphoay, Opus 32, which received a first pers
formance on 30 October 189 with Emil Paur conducting the Boston Sym-
phony, commanded the attention of critics and avdiences alike, Phalip Hale
exclaimed about “how much there is to admire in the symphooy™ and
wlhed about ber mastery of archestration and possession of “a musical
imagination that | have not recognized in previous works by hee” Depite
his minor complaints about the excessive lengih of the slow movement and
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its lack of spontameity, Hale strongly endorsed the work, On 4 Janvary 1897
during a concert by the Kneisel Quartet, Beach and Franz Kncisel gave the
prematre performance of Beach™s Sonata for Vialin and I‘uno.Op.M and
on 6 April 1900, Gericke conducted the Baston Symphomy Orchestra in the
first performance of Beach's Piano Concerto, Op, 45, with Beach again at the
piano. Reviews of both premidres were mixed, but bess positive than those for
the Symphony on its debut, More favorable reviews of both works came later,
and were for the Beaches a vindication of their belief that the original reviews
were usjustly negative,™

Quite naturally, the largest number of performances of Beach’s works 1ok
place i Boston. Boston was the hub, the starting place foe its condecrors and
performers who travelled, taking their repertories with them. At the same
thme the city was & mecca foe Amencan and European musscians. As a re-
sult, Beach™s works were heard not only in Bostos but alwo in New Yok,
Brooklyn, Buffalo, Kansas Gity, Piteshurgh, Washingron, D.C., Chicago, and
San Franciaco, a8 well as in Paris, London, Rome, Berlin, and Ssockbalm.
Teresa Carredio, 10 whoe Beach dedicated the Piano Concerso, gave the
German peemiére of the Violin Sosats on 28 October 1899 2t the Saal Bech.
stein in Berlim, with Carl Halir playing the violin part. Unlike the critics in
Beston, Berlin's were enthusaastse; Carrefio wrote alterwards that the work
had “'a decided success . . . 10 the crodit of the public. ™™

The women's and muske dubs, often one and the same, were additional
sources of support for Beach as a composer and performer. By the Lue 1890s,
when the National Federation of Music Clubs was formed, the clubs had
began to set ap concert networks and at the same time fostered study of
works by American as well as Earopean composers. Neodless 1o say, Beach
was & star of the Federation, a heroine 10 many women members—who orgas
nized all-Beach concerts, placed ber works on roquired lists fos competitions,
and in some cases named their clubs after hee”' By the tuen of the century she
was comsidered the Dean of American Women Composers, and the Feder-
athon celebrated her achievements. This support was important and became
more %0 in the years alter Dr. Beach's death, when she resumed fulltime
CONCETt-gIving,

The Boston publisher Arthur P. Schimide played a crucial role is the devel-
openent of Amenican mussc.™ About 1880, Schmidt began publishing art mu-
sic by American composers with the aim of cultivating an American School
of composition. His was the first pablishing firm o make such & commis.
ment, Assurance of publication is no small factor in the success of a compos-
er and Schmidt offered this assurance 10 Chadwick, Foote, Clara Kathleen
Rogers, MacDowell, Lang, and Beach, for all of whom he was either the
exclusive or principal publisher.

Arthur Schenidt must have watched Amy Beach’s carly development with
the same interest as dicd others in the Boston musical world, sndluding ha
fricnd and personal physician, Heory Beach, From 1885 10 1914, Schmadt
was Amy Beach's exclusive publisher; almost everything she wrote Schmide
pablished within a short time of its completion.™ Fram 1922, (he year after
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Schmadt died, until after Mrs. Beach's passing, his compamy continued to
publish her works. Beach and Schamidt worked very closely together o pro-
maote the sale and pesformance of her music, orchestrating publicity, circula-
tion of music, press motices, and performance roviews (10 give maxsmum
currency to her works.

Beach's role in the promsotion of ber musse, in addition 1o its performance
at ber recitals, was a large ome. She kept up a correspondence with musicians
all over the woeld, amaong them deading performers. As a result, many sing-
ers featured her songs; these included Lowise Homer, Marcells Craft, Lillsan
Nordica, Marcella Sembrich, and Emma Eames, who may well have known
Beach from Eames's Boston years (1882-1886). Upon receipt of a copy of
Beach's setting of Robert Browning's ““The Year's at the Spring,” Eames
wrote 1o Beach that she was delighted that Beach had “made me a song at
last.™™ The song (which was dedicated 1o the Browning Socety of Boston,
not to Eamses), became a concert staple for many singers, including Eames,
who wrote that as many times as she sang 1he song, 3t always moved her
audiences.

But this popularity was not limiced 1o Beach's songs. Several of her major
works—the Symphony, the Fiano Concerto, the Vialin Sonata, and the Pi-
ano Quimer—~had numerous performances, especially through the 1910°s
and carly "20s. Some of her piano works became standard repertory items for
planists, notably the technically demanding “Fireflies,” Opus 15, no. 4, and
the two works of Opans 92, both based on bard song, “The Hermat Theash at
Eve” and ""The Hormit Thrush at Morn. "™ Possibly the works with the most
stayisg power have been her sacred vecal and choral works, many of which
never left the repertonies of church choirs around the country.™

Personal characteristics were also clements in Beach's success. She seemed
o have enoemous stores of energy, She must have written several letiers
cvery day %0 have produced the volume of correspomdence that came in reply
to her Jetters. The kind of emergy and time this required never seemed a
problem for ber She did everything quickly, yet was meticulous about de-
tasls, as her letrers 10 Schmidt amply demonstrate. She was also a person of
warmth and generosity. Supportive of young musicians, she gave many of
them their starts at the Wednesday aftermoon musicales she presented at her
home at 28 Commonwealth Aveniue.™ When MacDowell was dyiog, Beach
included several of his works = her annual recital programs in 1907 and
1%& = But a composer hardly needed to be m antremis for Beach 1o play his or
her works, as her programming of piano pieces by her Boston colleagues and
othery shows.

The “golden days,” as Foote called them in a letter to Beach™ ended
abeuptly for her with the deaths of the two people closest to her. Henry Beach
died om 28 Jume 1910, This was (ollowed by the final illness and death of her
mother on 18 Febewary 1911, After closing ber home on Commomwealth
Avenue, Beach left for Europe in September of 1911, first to rest, and then to
build a reputation there as & composer and planast that would pave the way
for a concert carcer in the States, Her plan sacoeeded, and her life changed
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stlll anocher way: instead of putting her main energies into composition, she
now devoted her time to performing, with composition comfined to the sum-
mer. But at the plano she remained the best advocate of her own works.
Nothing that followed, bowever, could quite compare to the heady times
Beach had lived through during ber Boston years,

Hers was & carcer of great luster and she became 2 model for many wom-
en. As the first American woman to have a successfisl carcer as a composer of
are music, Beach proved that gender was mot the first sest a composer must
pass before her work was considered as an artistic eatity. One can only guess
what Beach's career would have been like had she been a man. To a cerwin
degree, being a female was & belp for Beach: people often arc fascinated by
the freakiness of child prodigies, and as a female child prodigy she was even
moee unusual. As she grew oldes, she became for some people the notable
exception which proved the rule that women could not compose on a grand
scale. For no one forgot for a moment that Beach was a woman,

Almost without exception, critics stressed Beach's gender. The issue of
whether women could compose large-scale works was very much alive at the
turn of the cemtury, with statements pro and con frequently appeaning in the
press. Many critics made it clear thar “as a woman™ Beach was outstanding,
By this statement they avoided the barden of cvaluating Beach's works
against those of other composers, whether male or female, of symphonies and
concertos. By skirting those comparisans, they also denied Beach’™s works the
legitimacy that they descrved. Perhaps some thought such a comparison was
inappropriate, John Knowles Paltse wrote in a letter 10 Beach congratslating
her on her symphony that “art knows no sex.”" However, Philip Hale, in a
lengthy column devoted to the “Gaelsc™ Symphoay, led off with a recital of
the many European women who had written symphonic or other large-scale
works.” Did he believe that the only proper way to consider a work by a
woman was (o compare i 1o works by other women? George Chadwick re-
solved the contradiction by telling Beach in a letter that her symphony was
so sapersor that now she could conssder Bersell “one of the boys,™ Of
course, commonts by women such as Julia Ward Howre celebrated Beach's
achievements in order to encourage other women 1o "'go and do likewise.”
This type of eriticism appeared well into the 20th century, Indeed, it took the
better part of a century after the comments of Paine, Hale, and Chadwick for
critics 10 listen 1o music with gender-deaf ears. 1t has also taken a second
Femimist movement and a rebarth of interest in the 19th century for Beach's
music to be brought back into the concert repertory after it had been all bur

fargonten.
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“1 thank you fom my Beart for your betier ' AMB UNH Correspondence Collection.

YW bevien, dated Cambeidge, 8 Do 1909, bagin, “T dad ot hall express iy delight in
hrariog your Seavodid cantata . " AMBUNH Corvespuondence Callection.

¥ Sen abwrvr, note 135,

" The beowr, daced Boston, 2 Nov, 1896, begiea, "1 want you 10 know how mvach Me Parker

and | engoyed yoor symphbony oo [Sasurday] evering ” AMB-UNH Beach Awograph Alsem,
p &
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Haydn’s String Trios: A Misunderstood Genre®
By Barry S. Brook

The string trio, as a musical genre of the Classical period, has been poorly
dealt with in owr time. Dicticaaries bave either sgnored it altogether of given
ot very short shoft. The Nee Grooe s an exception in that its entry is not 100
short—providing ample space for numerous errors. Publishers have printed
relatnvely few compositions for this combination, and those fow Bave usually
been works for beginmers rather than serious works for professional performe-
ers. Scholars, with very few exceptions, have occupsed themaclves with other
genres. Musscians and music lovers—oven the most sophisticated—are often
baffled by the term “string trio."” The following dialogue occurred in a recent
comversation with a concert-pianist friend when | mentioned that 1 was
working on the string trio:

"Do you mean the piano o™ he asked me.

..No".

"Oh, you are referring to the baryton 1o

“No, m'u

“Then you must be talking about the Baroque tno-sooata for two violins
and contiae.'

“No, not at all.”

The string trio is a genre that came isto exsstence during the Classical
penod compraing two or theee movements for two violing and ccllo—ocea-
sionally for one violin, one viola, and cello, or even two violins and viola *
Like the Classical string quarter, 5t has no continwo. The terminologscal con-
fusson may be dwe in part 1o the fact that when the genre came into being in
the mid-18th century, it was not called “stning tio." In Vienna, for cxample,
M was called—by Haydn amoog others—"divertimento a tee'' or “sonate »
tre”” or “terzetto.” The string quartet, borm in the same period, was similarly
referred 10, for example, as “divertimento & quattro.” The term “divert.
mento,” used for many other instrumental groupings as well, from keyboard
solo to full orchestra, was the key word, since it was more important for the
compaser 10 describe the mew masical style of the time than 1w designate
specific genres, In the Breitkopl Thewatic Catelagee of 1762 (Part [}, pub-
lished in Lowpaag, one finds 243 works designated as “Somate a due Violini o1
Basso™ (plus six called "divertimento™ and seven called “partita®™). In the
fiest supplement, however, dated 1766, all senilar works (of which there are
78) are listed as “trio a 2 Violini et Basso™; the same is troe for all 15 suc-
ceeding supplements (until 1787).

The simple xnd convenient term “'string trio” was not used until the end
of the 19th century, when it supplanted the very inadequate term “violin
trio,” which had been employed 10 distinguish the “'string™ from the “plano”
or “flute e And while the term “string quarter,” which also came into
existence rather late, soon entered all European languages, the term “'string



rio" did not

In our century, with mo peolessional string trio performang groups in exis-
tence, the literature for string tro is virtually unknown, with onc major ex-
ception, Mazart's Divertimento in E-flat major, K. 565, for violin, viola, and
cello. Yet, the string trio as a genre was extremely popular in the 18¢h con-
vary. [t can be estimared that is the second half of the century, more than 200
compasers thromghout Exrope wrote well over 2000 string trioa.” The Brea-
kopl Thematic Catalsgae abone (1762-1787) inchedes a grand sotal of 925 string
trace, a8 against 651 string quartets. The pattern of changing fashion can be
scen from the following chart:

Breitkopl Thematic Cartalagwe 17621787

Saring tros String quartcts

1762 Pare 11 256 0

1765 Pare V 0 8 (by Haydn)
1766 Suppl. | 78 (6 by Haydn) 0

1767 Suppl. 11 77 (6 by Haydn) 23 (1 by Haydn)
1768 Suppl. 11 51 17 (1 by Haydn)
1769 Suppl. IV &0 4

1770 Suppl, V 0 Py

1771 Suppl. VI % 25 (6 by Haydn)
1752 Suppl. VI w W

1773 Suppl. VIl 85 79

1774 Supgpl. IX €0 (6 by Haydn) L

1775 Suppl. X 18 27

17761777 Suppl. XI 12 47

1778 Suppl. X1 0 56

17791780 Suppl. X1 = 6

178 Suppl. X1V 33 51

17821784 Suppl. XV 55 105

17851787  Suppl. XVI 6 63

925 (18 by Haydn) 651 (16 by Haydn)

A number of the works included in Pare 11 (1762) are older trio sonatas in
Baroque style, but even with them eliminated, the string trio total would still
far exceed that for the string quartet.

Furibermore, as the Breltkopl Catalegae indicates, up through 1770 siring
trios outnumbered string quartets by more than five to one. Vienna, London,
and Paris, with their great concentration of performers and performance op-
portunities, were leading centers of string trio activity. Among the most im-
portant composers of the goare were Placidus woa Camerlobes, Georg
Chrstoph Wagenacil, Leopold Hofmann, Frangois Martin, Carl Dictersdorf,
Luigi Boocherini, the Stamitzes, Simoa Ledoc Paied, Pierre Vachon, Jean-
Baptiste Beéval, Johans Baptist Vanhal, Christian Cansabich, Franz Aspel-



mayer, Anton Kammel, Giuseppe Maria Cambini, Francesco Pasquale
Ricei, Julien Navoigille, Mazart, and the brothers Haydn,

I canmot resist saying a word about Frangoés Martin, a gifted Parisian
cellist and symphony composer, who lived only 30 years (1727-57), As carly
as 1746, be published his “Six Trios ou Coaversatione & trois pour deux
vicloes ou flites et un violoacddle,” Opas 3, which are Classscal in concept,
n advance of their time, giving all three voices equal lmportance and having
00 figured bass.’

As for Mozart, in addition to his famous Divertimento in E-flat, he wrote
amother compasition for throe string instruments whose title dlusirates the
genre’s terminological difficulties previously mentioned. This work is K. 271
(266), consisting of only an Adagio and a Minuet, foe two vicding and bass,
written in Salzburg n 1777, The title on the autograph reads “Sonata,™
which has been crossed out; then comes the word " Divertimento™ in another
hand, alwo crossed out; and finally, in still another hand “Trio fiar 2 Violinen
und Bass."

Turning to Joseph Hayda, ane can safely say that of all the genees o which
he applied his gemius, the string trio has been, in this century, the least stud-
jed and the lease published. Even in the invaluable mosograph by Hubert
Unwverricht, Gechichle des Streichtnion,' the string trios of Joseph Haydn arc
treated briefly {unlike the baryom trica, which are given ample space).
Haydn's string trios were apparently well received early on, as one can as-
sume from numerous copies dated in the 17605 and 17705 and from the fol-
lowing account in Gisseppe Carpani’s Le Hopdine (Milan, 1812):

A year bater (17537] Haydn brought out six trios which froen their simgu-

larity of style and seductiveness of manser made them & success every-

where, and the subgect of discussion im the profession. Before these trios,

German composers wrote chamber masic in the strict, contrapumtal or

fugroe style, and neither the attractively written music by Sammarting

noe that of the other Italians would move them from their antique style.

This parched harmaonic desert was sooe watered by the beautiful sdeas

of Haydm, hkm.hbm,tbelkmhalbwdhimdi'ﬂzn

were disconered, in these works, errors of counterpoint, heretical modu-
lations, and too-abrupt transitions. It appeared that the young father of
instrumental music would be swamped under the woght of critical
opénion. . . .°

As for nodcm peactical editions, only eight, of fewer thans hall, of Haydn's
18 authentic tros have been published. (There are scholarly ones in press,)
To confiase things nicely, there have been 14 doubeful string trios published in
this century ender Haydn's name, meaning we possess maore doubtful than
genuine ones, It would almost seom as if Pohl's statement of over a century

ago were a self-fulfilling prophecy. Referning 1o an edition by Hummel (Opus
1) for two violiss and buss of a barylon trio, Pobd wrote:

We mvast refrain froe closer examimation of the Trios referred (o on page
230 and in vanous other series; they would lead us into a wearying
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labyrinth to follow this path, considering the negligible significance of
these small works, would be hardly worth the effort*

According to the Eatwwrf Katalsg (pp. 13-14), a draft thematic catalogue
assembled by Joseph Haydn and his copyist Joseph Elaler in 1765 with some
later entries, there are 21 string trios (Hoboken Gruppe V) by the Esserhiey
composer.’ Three of these authentic trios are now Jost (Hoboken V: 5,9, 14);
their disappearance must have occurred very early, since they do not figure in
any other contemporary catalogues of Haydn's chamber music {e.g., Breit-
kopl, mosastery inventorics, and so ca). The remaiming 18 extant o sur-
vive in a total of appraximately 300 sources, both in manuscript and n
printed editions. Unfortusately, there is not a single surviving ausograph.

OF the 63 additional trios whose authenticity as works by Haydn must be
questioned, 11 are lost. This ratio of 63 dosbiful 1o 21 awthentic, or, elimi-
mating the lost works, 52 doubtful 1o 18 asthentic, i.c,, roughly three o one,
is higher than for most other genres in Haydn's ocwvre. Of these 52 surviving
doubtful trios, 22 have been sdentified as the woek of other composers, reduce
ing the number remaining in the doubiful category to 30, There is no abso-
lute external evidence that any of these doubtful trios are by Haydn, Two (DS
and G1) have been identified as “Filirnberg copies,” which puts them close o
Haydn. Three others (DI, C3, G4), Landon reports, are “in a series with
holograph corrections by Haydn,™ which, if 1 anderstand bas stasement cor-
rectly, is useful evidence but is not quite positive enough.

Thus with the exception of the two—aor possibily five—woeks just men-
tioned, the fact remains chat virteally none of the sources have any docamen-
tary claim o authenticity, other than the copyist’s o publisher’s use of
Hayda's name on the title page. Given the piratical practices of the tame, thas
is B0 assurance at all. Since paper and watermark suadies which my stodents
and 1 conducted also proved inconclusive, we fousd it cssential to rescet o
style or internal analysis.

Now | must digress: carly in 1973, in preparation for the Haydnfest in

‘ashisgion, scheduled for Ocrober 1975, T and 1two colleagues at the City
University of New York, Edward O. D. Downes and Howard Brofiky,
planned 2 unique doctoral semimar for the spring of 1975, 1t was deugned w
cover as many aspects of Haydn rescarch as possible, including the study of
various genres, the live explocation of performance peactice problems, and
the editing of Haydn's music, The class met every Monday from 4 to 11 raw
on the fllowing schedule: 47, regular seminar with lectures and reports; 7-
8:30, dinner for three faculty, 15 students, and usually two to four guests;
8:30-11 v, & special decture or concert with invited scholars and masi-
cans. We performed a good deal of music, induding the manomctte opera
Philewven snd Bawcis and scenes froen Le Vere Costaxze. On 51 March 1975, we
had a giant Haydn barthday party for 200 people with Tafcddmusik and a
magnificent Viennese dinner. Parts of the festivities were shown on televi-
sion, imclading interviews with Jens Peter Larsen and the late Emanuel Win-
termitz, am authentic Vienoese on our faculty,”
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When 1 originally dreamed up this unusual seminar, 1 asked De Georg
Feder if the stodents could edit, collectively, 3 volume of the Havdn Geaans-
awigabe, one that would give each of them an opportunity to work oa a com-
plete paece o movement. After Just a little bit of thought, a gleam came into
his cye, and he suggested, “Why not the string trios? They are difficult, they
are not 100 boang, and there are 18 of them, not counting the doubiful works.™

In my innocence | sasd “Yes™ with alacnity, for although [ had edited a
large number of compaositions for publication, my experience had been al-
mont entirely with works having only anc, two, or theee sources, the priscipal
soarce always being obvious. Little could 1 imagine what a jungle, or as Pohl
put i, what a “wearying labyristh,” 1 was leading the semisar nto. This
Jungle comtained 300 sources for the 18 authentic trios alone, of which none
were autographs and few were even ciase 10 being refiable; dating signposts
were virtzally non-existent and dlues Sor buikling defenvible stermma were
dificult to find. It was indeed a abyrinth that several other scholars whom
Feder had previossly approached bad wisely refused 1o entee After a vast
amount of labor, the seminar’s first volume, comprising the 18 authentic
string trios, was completed. 1t is being prepared at the Joseph Haydn Insti-
vate i Cologne for publication i 1985 Each trio bears a student editee™s
name; the volume’s two general editors are mysell and Bruce C. Maclntyre
(mow De. Maclntyre), the stadent who wias most responsible foe bringing the
work to frwition,

At the Kasseler Musikrage 1990 meeting (see note 1), | involved the large
audience of scholary, performerns, and music lovers in the probles the semi-
nar was facing in the preparation of a sccond volume of the complete works
editson, in which the “doubnful” trios which we deemed 10 be genuine would
be published. Four snidentified fast movements from four different triom
were performed live; they were selected from all extant string tnios bearing
Haydn's name, incdluding the 18 indisputably authentic, the 22 defimitely
attributed o other composers, and the 30 doubtful trios whose authenticity
oeeded 10 be evalusted. Space will permit us here to present in score only the
expasition of each of these four movements, The reader is imated to partici-
pate in the game by examaning the four scores that follow and making bas or
her own determanation & to which may be aubentic,
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The andience voted overwhelmingly in favor of Trio A as an asthentic
work by Haydn, Trio A, however, is the only one of the fowr definicly et by
him; it was writtes by Leopold Hofmans, for whese music Haydn is known
10 Bave had hittke respect, Trios B and C belonged to the doubtfal catogory.
(They bave since been authenticated by the seminar’s analyrical investiga-
thoen.) Trio D, which s definitely by Haydn (Hobi, V: 4), received the second
fewest positive votes. Docamentation for these works may be summanized as
follows:

Teio A:  Divertimento in E-flat (Allegro moderao)—"del Sigr. [Leo-
pold] Hofmann™ (Breitkopl Catalogue, Supp. 1, 1766, No.
“IV™ of six, Brook, p. 230) = Hoki. V: Es9. Also areributed to
Holmann in the Rimgmacher catalogue and in Mss, i the
Bayerische Staatsbibliothek and Brussels Coons. Royal. Aterib-
uted o Haydn in Berlin, Mus. s, 10.043/2,

Tewr B:  Divertimento in C {Moderato)— Attributed 10 Haydn in the
“Quartbuch,” Sigmaringen Catalogue (1766), 3 Mss. in Ber-
liss (one from the Artania collection), 1 Ms, cach in Prague
(Pachta Archives) and Washington, DC = Hob, V: C4 (Lan-
don's new No. 29),

Tewo € Divertimento in D [(Finale)—Attssbuted 10 Haydn in the
Brestkopl Catalogue (Supp. 11, 1767, No. | of “IL. Tri con
Variasioni,” Brook, p. 274), two Mss. in Berlin (one from the
Artaria collection), 1 Ms, cach from Budapest {(Farnberg
copy, with corrections in Haydn's hand, according 10 Lan-
don), Kremsmanster, Prague (Pachta Archives), and Wash-
ingtom, DC = Hob, V: D3 (Landon's new No. 20).

Trio D:  Divertimento in E-Bat  (Allegro)—Authentic Haydn (Emt-
wurf Catalogee, po 13) = Hob, V: 4,

NB. Al the “mystery selections™ are frst movernments axcept Tro C,
which ix a final movement.

The results obtained from this Lnle identification game—admatindly
oversimplified here—demonstrate that the problems inherent in the authen-
tication of doubtful musical works are not readily solved by ear and inteition
alone. The history of authenticity determinations is both amusing and en-
lsghtening. Even after Jens Peter Larsen, in 1939, raised serious doubts about
the authenticity of “Haydn's” Opus § quariets because there were no au
thentic sources, it still 100k theee mare decades—untsl Alan Tyson's discov-
ery of Hollstetter's scratched-out name™—for most music lovers to accept
the quartets {ar least the first two) as spuricus. Many people today have still
not heard the news—or ssmply refuse to bedieve it. One also thinks of Anton
Kralt's Cello Concerto in D, Beethoven's Jena Symphony, and Pergolesi's
Trio Sematas, now fimally ascribed 10 Haydn, Wiat, and Gallo, respectively.
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(Not 1o speak of Sandberger's 78 “additional” Hayda sympbomies!)

Among the many still unresolved asbenicity questions, 1 feel compelled
1o mention the 19th-century manuscnipt of a Symphonse Concertante for
oboe, dariner, bassoon, solo born, and oechestra which wsually is performed
ander Mozart’s name and presumed 10 be a reworking by Mozart of the lost
Symphoaie Concertante for Bute, oboe, hassoon, asd horn that he wrote foe
the Comcert Sparitwel in 1778, There is not a shred of external evidence that
the 19th-century source foand by Ot Jahs bas any connection w Mazars.
The sixth editson of Kiche puts it in the Anbang as C14.04 (formerly 297b);
the Jost original described by Mozart in his letters is listed as 297B. The Newe
Mozart Awsgabe has recemly pablished the disputed source with an extensave
miroduction by Wolfgang Plath. Many musicians will swear that “only Mo~
zart could have written this work." Ouhers will declare just as vehememly
that “Meeart could mever have written so awkward a pacce.” I bave had my
own theory, which was presented for me in my absence by Kurt voo Fischer
ara Mozarteum Tagung in 1971, 1t is an example of the kind of solution that
an authemticity study must sometimes consider. The theory, now widely ac-
cepied, is that the solo paris do indecd stem from Mozart but that the awk-
ward and completcly disproportiomate orchestral accompaniment was
arranged by somcone else.”

How o peove or disprove this theary presents the same problem that ose
faces with the doubtfial trios of Haydn. When external evidence is lacking or
madequate 10 determine authenticity, one must resoet to what has been
looscly called “style analysis.” We have all seen phrases sach as “internal
evidence” or “style analysis'’ wsed o justify statements about authemticity
and dating. All oo often one is keft in the dark as 10 the details of the evi-
dence or the method of the analysis. The sensitive musician and scholar who
s lived with the works of & specific period all his life will froquently be able
to determine by intuition alome whether a piece is by one or another major
camposer, However, thas is not always the case, as we have seen; even experi-
enced scholars amd performers can sometimees be misled, especially when
youthful works are involved. Less experienced listeners will accept labels
unquestioningly. [ & for thas reason that we need to develop rigorously scen-
tific methods of imternal analysis, methods that will supplement our fallible
mtson and our inadequate documentation with objective amahytical mea-
sarement and quantification. | am not suggesting that the use of the compet-
er is required for thas parpose—too much time and cffort have been wasted
on autcenatod asalytical prajects that have peoven fraitless. We have 1o un-
derstand better what we are koking for in our analyses im order 1o help
clarify what makes Haydn Hapdn, and not Hofmann or Hoflstetter.

It mvust be stated agasn that isternal analysis should be applied anly afier
all external evadence has been gathered and evaluated. The seminar’s offorts
o determine which of the 30 doubiful mios, if any, are really by Haydn have
led us 10 explore several analytical appevaches. All approaches isvolve the
comparative, objoctive study of the internal characteristics of two groups of
trios: the 18 authentic Haydn trios and a eepresentative group of 30 trios by
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other composers of the same peniod.

Characteristics found 10 be present or absent in these 1wo groops are ased
as crvteria agasnst whach the third group, the 30 doubtful trios, arc being
measured. Aspects of this approach have already been successfully employed
by Marvin Paymer in evaluating the more than 250 doubitful works attribut-
od w Giovanni Battista Pergolesi.” Our progress thus far has been mast
encouraging and has resulted 0 4 sumber of conclussons—soeme of them
provisiooal —based on the seminar’s work on both volumes. First and fore-
meat: Pohl, writing a1 & time when maost of Haydn's major works were suill
unavailable, was quite correct when be said that studying the strimg trics
“would lead us into a wearying labyrinth.” We believe, however, that we
have sucoeoded in finding a way out. He was incorroct when be said that the
trios “would be hardly worth the effore.” We have found, after editing them
all and performing most of them, that Haydn's authentic trios—largely un-
known until now-——represent a varied, delightful, and significant addition wo
the chamber music repertoire. They embody, a3 both H. C. Robbiss Landon
and Goorg Feder have suggested, aspects of both the learned and golaw
styles. One finds in them, for example, challenging technical difficulties {es-
poecally for the finst viodin), effective contrapuntal writing, a few surprising
development sections that are often konger and more interesting than those in
the carly quartets, remole keys, and unisual expeessive deviees (e.g.,
harmonics).

Secondly: the Classacal string trio & an 18th-century genre that & impor-
tant in its own righs; musically and sociologically, it must not be regarded (as
did Pobd and many after him) as merely a preparatory exercise foe the writieg
of sinng quartets; in the three decades when the genre was at s peak
(roughly 17501780}, many moee trios were written than quartets; the o
had its own function  the musical life of the time—a role that requires
farther investigation.

Third: the 18 authentic string trios are representative of Haydn's early
styde, bat b early remains a subject of debate. There is no hard evidence for
dating mast of theme. The carliest confirmable date s 1762 (ithe Gotrweig
cogry of Trio 15; possibly also the Brussels copy of Trio &, f the date reads
1762 instead of 1767). However, the existence of two trios (Hoboken V: Gl
and D3) in copies by Flirnberg Copyist No. 1 suggests the Late 17505, a tine
when Haydn was composing music for the Fiirnbergs,

Several Haydn biographers have followed Pohl's view that these trios date
from the carly 1750%. In the first volumse of his Hapds: Chromicle and Works,
H. C. Robbins Landon dates the works from the carly 1750s to, at most, the
1760s." He considers them “among Haydn's very first eflorts at compasis
tion.™ Taking a differemt stance, Ludwig Fanscher believes that Haydn's
carly string quartets (Op. | and Op. 2) could have been written in the 1750s
and could have preceded the trion. Ia a significant footsote he writes:

The supposition in MGG . . . —evidently based on Pohl——that the
sMring trics or tro sonatas preceded the string quartets has no husis foe
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the time being and appears 10 come from schematic evolutionary think-
ing, i.e., that four-voice composition is taken up after three-vosce compo-
sition. If Haydn was supposed to supply music to the four musicians at
Comnt Firnberg's, so must be then have writien quartets, not trios.
Bessdes, 3t s 50 much more plausible that Haydm had no great restraines
against writing something for such an untraditional mstramentation as
those fowr instruments at Count Fiirnberg's, and it was Porpora [ca.
17552], the man o whom Haydn owed “the cght fandomentals of composi-
fom™ .., who introdeced ham to tno composation as the basis of cham-
ber stybe and to instruction in strict and free coumterpoine.”

In fact, the more one stodees these works and compares them with
Hayda's other chamber music of the 1750s and 1760y, the later and more
advanced in style some of the trsos appear to be. Perhaps at some later time,
refined style asalyses companng the string trso with the string quartet and
other carly instrumental works may shed some light on the question, In the
mseantioee, until positive evidence i found for placing these works in the
carly 1750s, we masntain that they were a product of the later 17505 and the
17605, ca. 17551765,

Fourth: on the question of instrumentation, we believe that although the
word “basso” is almost always indicated for the third mstrument, the cello s
the instrument intended. Not the double bass, not the harpsichord, and not
alse the harpschoed. Haydn hamself, when he added the imcipit of the 215t
string trio to page 15 of the Entwurl Katalog, wrote in the words “per due
violii « violoncello.” This cosncides with James Webster's research which
coevincingly confirms the wse of the cello rather than the contrabass in Vien-
nese chamber musse of the period 17501780,

Finally: on the authenticity of the 30 doubtful trics, there is still much
work to be done. We anticipate that some 11 or 12 will turs out to be genu-
ine, and we expect 10 be able to prove our hypothesis im & conviacing
fashicn.*

In sum, the intensive seminar work on the string trios for the past several
years has convimced everyone imvolved of the historical significance of the
genre and the high musical valee of ity ecepertory. Our work has already

engendered several professional performances, and we are convinend that the
appearance of the scholarly edition will generate many more.

NOTES

*This s 2 revision snd tramdation of s informal paper entiled “Haydas Sereichonos—eine
verkanose Werkgruppe™ sead by the auidor an the Josrph Masda-beute Kasschor Monittage
1950 ca 31 Ocrober 195 [t s dedicated 10 =y boe and moch pevered colleague, Willam
Karenel, who kindly read the paper in ity origimal verson, and who waa particelarly mteressed
W anthentiony questions and their eelationship 10 sesthetios.

* Barysen trios, wikkch, strictly speaking. may be consdoond sreg irkes, are trvaned as a wpa-
rate gesee o Jooph Mapds Bicks (JHW) XIEV; vimilacly, Sute trios and ssrangemeacs of sther
ROTITA A8 Mg trios are pot conssdered bere.

T Thin total doos ool inchede the masy arrargoments of works in other genres for strng (e
The Mawge tmansluer oF strveng trio serangements of Waydo's ochver warks also beods lrther evidescr
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fioe thin geere’s popalarity Namerows harysos tnos (see Hoboken X1, three paaso waatas
(Heboken XVE 4042 of | 784), and theee keyboard traoe (Hoboken XV: 6-8 of ca, 1184-838)
exist 3 sech arrangerments for two violion ssd vicloscelby, albeit arrangements whose suthentic-
iy reswainn douldfl [ Somse scolars feel the string trio scttiogs may actually be Havdn's ocigi
mal verskorn of somne of Dhese winks ) Bar dhe of (i penctice, which a1 this Time often
encoaraged ounremental suarmatho aryway, makes & saTulaooory anewer 50 This qeestuon of
origmal lsstrumeatanca very dilficult. For mcample, were the Faoster mios of 1704 (Hoboken
IV: 611} ceigmally for sring trio or for violie, Sute, aad vickeaordio'

" See Barry S, Brook, Le Smphenic frangei dews e soomde woltd éa XVIIF vicke, S voln. (Parn:
Flastimut de mrasicologie de TUnvenité de Paco, 1962, vol. 1, pp. 10621, A modern edition of
B Martin s will be pabifished i 1985

* Temring Schaesder, 1969

" Glrasppe Carpand, [ Mopdinr (Milan, 18025, pp. 7987, as oxtracied and trasslated by
H C Robbenn Landon, Japde: Chrasicls and Hiobs, 3 wils (Losdon: Thames and Hudus,
19804, wl_ 1, pp. M0, 72

U an Gogo wach 1V Mignd i coennpo com sed v, che sulite per la singularith delio stle of il
feoon e & oondive, comern per le mani di tutti, € diedero motive & ferveron discoes fra
quelli detia prodessbone, Prma di quests sk b soritnont Todeschu componcvane per bo i be
mremche da camra & 1o Tigere di contragpuen fapeis, 07 La masca placevolmente soriina
dal Semmartin, € da altrs ltaliass sveva potato smovertl &a oetode dell'sstica souols. La
belle idcine dedl’ Hagde, il 100 beio, be wae veneni, Je bicenee che v prendova, ghi eccitacono
walro butth | Pacord dell’srmonico deserso. Fuorme trovati o si credetie srovare in quclle
Comgesizione ervons il contngpunio, medulanoni ereticali, ¢ mone troppo andite. Poco
mancs che U ghonin padie della maunica inirumentale non fensaesse schicowss solio 4 peso
« la eompenta della criniche, |

In 1768 and 1769, Johars Adam Hiler mabos two saflacsring refosesces 10 Hayda's inos
{ Whentinie Nachridien, wol. [T, p. 104, and Hemburger Unterhaltungee, vol. VIL p. 200), from the
oo Gorman sandpoist which comidered Viesnese homophonic chamber munic s “die
wahor schlochie Musik, ™ Usversschi disossses thin nordhesouth difference in bis Govkishe des
Sovvichicias, pp. 86, 136 Broce C, MacTonyre wid deal with thvis question in deail in o Reth
ing arviche.
CCOF Pobl, Jegpt Maode, S vols. (Lopeyg: Booropd usd Hirsed, 1KTH), wol 1, p. 347

Vou cimen sdberen Dingehes in die S.250 crwiboen Trios und in mebecre andeore Serien
mvdsaen wir hier Umsgang sebonon; o wilndes uns i elien ermisdenden lergaten fibeen,
deasen YWoge a verkoligen bes der geringonon Bedestusg dieser Menesen Ardenen kaum der
Mihe verlchaen winde.

“Jons Peter Larves, Thow Hanis Casslapeer (New York! Peadoagon Prew, 1979), pp. 15214
(EK).

" The schelarly poeticn of thin large festhval-coalrrence has boon publihed inc Mapds St
Procoodings of e International Hardn Conforener, Wesbinpton, D.C., 1905, od. Jern Peter Larsen, How-
aod Serwer. and Jares Welmier (New York: WW. Norwoa, 1981).

" For & descripoon of the work of thin serenar, see Bewce C Maclntyre, “Repeet fron
CUNY: Aa Unssaal Hayds Sesvmar,™ Corar Maskalogy 20 (1973), pp. 42-92.

* See Alan Tysom and H. C. Robbion Laados, “Who Composed Hayda's Opas 37 Tie Mas
ool Timer 105 (1964), pp. S06.-07.

50w also the Rthiomimg mocograph oo the asthenticity of this work by Robert Lovie, 1o be
pebinbod by Pendragen Press in 1985

" See Marvin Payms, T fuomentel Mask: Acvibuind 1 Ciimaned' Battice Poopelert: A Sondy in
Anthninanty (PR.D. dima., Gty Uraversity of New York, 1977). See also Bacry 8. Becck, " Genasni
Bartivta Pergolesi; Roscarch, Pablication, Perfiemance,” @ Stadi Porgalesiend [ (0 prem).

Y laadon, vl 1, p 219

"lbd, p. 223
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" Lexdwig Funcher, Stndion 2ar Goookiehie der Svochguerintdy [{Kasoel. Barenreies, 1974), 9., 157
Trasolation by Broce C Maclesyee.

* Jumes Webaser, “Viedsowelbs aoed Doubie Bans wr the Chamber Music of Hayda and His
Vienoese Conternporanes, | 750 1780, frrssl of i Admorian Maskalegial Swiety 29 (1998), pp.
LIRSS 8

' Soe Rarry S, Boock, “Dvtermmning Authentiosy through Losersal Anabywic A Mulssacetod
Approach (with specific refseace w0 the Hayda string trion),” in Cengren Kqport of She Hopin
Conforonce v Fionna, Soptomber 2382 | Munichk: Heele, 1985), 5 press, & full report o the seethods
wed and the revalts obtained is included herein



The Sources of the Christmas Interpolations in
J- S. Bach’s Magnificat in E-flat Major (BWYV 243a)*

By Rebert M. Commarsta

Apart from changes in tonality and mstrumentation, the two versions of
J. 8. Bach’s Magnificat differ from cach other maindy in the presence of four
Chestmas interpolations in the carlier E-flat major setting (BWV 243a)°
These include newly composed settings of the first strophe of Lather’s lied
“Vom Himesel boch, da koanm sch hee™ (1539); the 1xst four verses of "' Freut
cuch und jubiliert,” a celebrated lied whose origin is unknown; “Glosia in
excelsis Deo™ (Luke 2:14); and the lase four verses and Allcluia of “Virga
Josse Bloruit,” attributed to Paul Eber (1570).7

The castom of tropiag the Magnificat at vespers on nyotfmns. particu-
larly Christmas, Easter, and Pentecoat, was caltivated in German-apeaking
lands of central and castern Europe from the 14¢h through the 17th centu-
ries; it continued 1o be observed in Leipeig during the first quarter of the
18ah comtury. The procedure involved the interpolation of hymas and popu-
lar songs (lieder) appropeiate 1o the feast into a polyphosic or, later, a con-
corted setting of the Magmificat. The texts of these interpolations were in
Latin, German, or macarcaic Latin-German.

Although the oragin of troping the Magnificat is unksown, the peactsce has
been traced back to the mid- 14th century. The carbiess examples of Magrnah-
cat tropes occur in the Seckauer Cantional of 1345, These include “Magnifi-
cat Pater ingenitas @ gue sunt swmis™ and “Magnificat Sells sooe redial,"* Both
are desigmated for the Feast of the Natvay'

The tropes 1o the Magnificat were known by different names duning the
16ah, 17th, and early 18ih centuries. The term Rotalae occurs in |6th-cemtury
sources to indicate the nterpolated hymny and lieder, while the term Leades
is found in 17th- and ecarly 18th-century sources. Appearing concurrently
with these designations, and sometimes in place of them, a thard term, Kind-
Leimuviegen, is found in sources from the 16th through the early 18th centune*

Although the precise origin of the t1erm is not known, Kindlasudepen cus-
tomarily refers 10 the popullar Christmas songs (Heiteachtslieder) amd hymens
long associated with the Christmas Eve liturgy: the office of compline, the
peocession with the Christ Child 10 the manger, the masger play, and the
office of mating,'

The carliest source for Kiadletmodegen is, again, the Seckauer Cantional
(1345), i whach three Christmas Lieder (“Magnum nomen domini,” “'Res
sonct in Baedibus,™ and “Neovae lucis bodie™) trope the Nune Dimittis dur-
ing compline. (The second lied, "Resonet in laudibas,” s the Latin version
of " Josephs, lieber Jacph mein,” perhaps the moat celebeated of all Kindleis-
wigges; the German version is thought to antedate the Latin version [146th
century). This lied, a congregational song for the liturgical events of Christ-
mas Eve, was sung 1o the pantomime of cradle rocking. )* The Seckaver Can-
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tional documents that the earliest known evidence of Ktadlinuvopes way
rooted in a local Catholic custom stemming from Seckau in the Steiermark
regwon of Austria; its popularity spread throughout the German-speaking
lands of eastern and central Europe duriag the late 1th and 15¢h centuries,”
As part of this cussom, “lullabies” or “cradle songs” (hemce the name Kind-
letmcdepen) were sung by the comgregation while in procession with the Chirist
Child 1o the manger, while venerating Him there, and while reenacting the
dramatic events of the Christmas story in the manger play.” Moreover, Fried-
rich Blume has poisted out that Lather's lied “Vom Himmel hoch, da koman
ich her,'” a contrafactum based on the odd village song “Ich komm aus frem-
den Landen her,' was intended a3 a rousd dance for the Cheistmas manger
play.” The close relationshap of the Kindlameieger to the manger play sug-
gests their ongin in religious drama.

In keepang with the litsrgical eoforms Grst set foeth in Luther's b Orduany
Gottesdiensts in der Gemeine (1523), the Evangdlical charch discontinued the
office of compline, The hymns and Kiadleivudopen that originally interpolased
the Nunc Dimittis canticle and accompanied the manger drama were trans-
ferred to the afterncon vesper service and became artached o the Magnificar
cantacle, Exactly how this occurred & not known, In keeping with the spirit
of the mew liturgical reforms, |6ch-contury Protestant composers made no
dustinction between Latin Bymns, popular Chiristmas songs | Weiksachtafieder),
and Kisdlesiggen when interpolating the Magnificat, To aid in the under-
standing of the Latin texts and 10 encourage participation by the congrega-
tion, compasery alternased the Latin hymn stanzas with the vernacalar”
This practice of singing hymns was still being used in many German-speak-
ing regions during the cardy 18eh cemtury. Christian Gerber, a contemporary
of J.S. Bach, cites three examples of bymns performed in this manner:
“Puer matus in Bethlebem™ at Christmas, “Surrexit Chnstus hodse' ar Eas.
ter, and “Spiritus sancti gratia” at Pentecost. ™

By the end of the 16th century, composers interpolated the Magnificat in
three different ways:” (1) by altersating the verses of the Magmificar with
polyphomic settings of the interpolations (Retalee): this occurred in Orlando
Lasso's Magnificat & 5 on the 5th tome, for which there were two different sees
of Retulae available, one by Martia Agricols and Jobann Hermann™ and a
second by Gregor Lange and Johana Walter;™ (2) by troping the Magnificat
vext: this cccurs in the fourth verse, “Denn er hat grosse Ding an mir getan /
Ein Kindelein so 2art / der da mbchaig ist und des Name heilig ise,” of the nlath
woek (a German Magnificar,” Meine Secle erhebt den Herrn™), peinted in
Wolfgang Figulus's Fetera aevs (1575);" or (3) by asing the quadlibet tech-
néque: (a) within a polyphonic serting of the Magnificar, one voice (eg.,
tenoe) ssngs the Ratwla while the other vowces sing the text of the MagniScar,
(b) convernely, in a polyphonic setting, one voice (e.g., temor) sings the Mag
nificat plainsong im Jong note values as a cantus Srmus while the other voices
sing the Retule; or (¢) by combaning the three hasic technigoes cited abenve
(Rotalee, trope, and quodlibet) within a setting of the Magnificat.™ A con-
trast im musical styles resulted, mo matter which technique a composer used.
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I the 17th contury comgumers chose most frequently to alternate verses, or
groups of verses, of the Marnificat text with Laudes. The verses of the Mag-
nificat could be sung by the coagregatson oe by a smaller choir, perhaps
situated in another part of the church, 1o create an antiphonal effect.™ The
congregation could participate directly n the singing of the Laudes or listen
to the choir's sainging of the text in the vernaculac

Examples of troped Magnificats fromn the 16th and 1 7th centuries indicate
that composers drew their Retalor, or Laades, from a repertory of Christmas
hymns and lieder that had grown quite large by the end of the 16¢h century.
(Martin Geek cites ome source, actwally a set of seven partbooks [not a choir
book | formerly in Breslaw [Stadibibliochek: Ms. 31), in which four-fifths of
the approxsmately one huslred ploces were Chrstoas soegs. )™ The diversity
of Landes occurrimg in these Magnaficar settings suggests that there were no
prescribed texts, nor were there a fixed anumber or a specific ceder of Lauder
per setting; the division of the text of the canticle and the interpolation of the
Landes were left 10 the discretion of the composer or Kantor. However, toward
the end of the 17th contury, certain texts begin 1o recer with greater froquens
cy. The Lawdes primted in Natalitia Sacra (1682)—the texts of the music for
Chrisemas, New Year's Day, and the Epephany ar St. Mariens in Libeck—
exemplify this trond

Six Lawdes, imterpolations to the Magmificat at vespers on the firse Feastday
of Christmas (Feria 1), are printed in Natalitie Sscra, they include *Vom
Himmel hoch," “Freut each und jubiliert,” “Gloria in excelsis Deo,” “Virga
Jesse floruie,” “Joseph, licker Joseph mein'" and “Pallite snigenito
Christo.™ It appears that these six Lasdes occur together for the st time
bere, although the fiest five Landes recur frequently, albeit individually, in
17th-centusy Magnificat settiogs. Four of them, excluding “Virga Jesse flor-
wit,” are found together as early as 1603 in Seth Calvisius's motes sectings
published in Florilegium sefectisimaram contionsm.” The sixth Leud, “Prallite
wnigenito Christo,” ocours less frequently in 1 7th-century somrces, though it
is found is » Magnificat with five different Laudes in Samuel Scheidt’s Geist-
liche Konzerte, Pare 111 {1635)."

Of the sax Leades present in Netalitia Sacre {1682), the first four recur in
three manuscript sources that stem from Leipzig and date fram the first
quarter of the 18th century. They include (1) the so-called cantata “Vom
Himmsel hoch™ attributed o Jobann Kubinau and preserved as “'Cantate
rum Weikinachisfest™ at the Musikbibliothek der Seadt Leipzig:” (2) the
anonymous Magnificat & 4 in D major first mentioned by Spetta and relocat-
ed in March 1980 at the Dewtsche Staarshébliothek in Berlin® and (3) J. S.
Bach's E-flat major Magnificat (P 38). These three examples are the caly
extant manuscript sources with Laowde that date from the 18th century”
{Printed editions of 18th-century Magnificats lie outside the scope of thes
study; mevertheless, | am sot aware of any containing interpolations.) Al
though they bear witness to the tradition of troping the Magnificat in the
18th century, the small number of extant manuscript sources indicates that
the practice was, in fact, declining.



The decline may be due, in part, 10 changes in the worship service in
Leipeig that 1ok place during the carly part of the 18th century . Among a
number of reforms decreed by the Lapaig wown council on 13 February 1702
was the abolishment from the vesper service of the practice of interpolating
the Magnificat with Lawder and Kindlamuviegen, specifically “Joseph, lieber
Joseph mein."* However, the presence of the above-mnentioned four Lavdes in
three sources from Leipzig indicates that the docree was sometimes ignored
and that caly “Joseph, licber Joseph mein,” of the Kindletwodgen, was immse-
diately affected.™ Although the Lavder appear to have retained their tradi-
tonal position within the vesper service through the first quarter of the
century, they do not appear in Magnificat manuscripes componed or copied
during the second quarter of the contury, or thercafter. Late 1 7th- and carly
18th-century investories, in particular those of Johans Schelle and Johana
Kublnau—Bach’s predecessors at the Thomasschule—1list two manuscripts
with Lawdes * They include a set of "' Lasdes for six voices and instruments 1o
be sung beeween the verses of the Magmaficar ar Chrisemas'™ and an anooy-

mous ““Magnificat con Vom Himmd hoch da komm.™ Both sources stem
from the 17th century; neither is preserved, however,

Excepting the three 18th-century manuscripts cited above, not a single
Magnificar manuscript from the first half of the 18ch century presemtly pre-
served in the librarses at Berlin, Dreaden, and Leipzig inclades any indica-
tion for the performance of Lawder. Nor have the RISM catalogues for
collections of masuscripts in the Federal Republic of Germany™ or in the
German Democratic Republic™ provided any clues to additional sowrces,
J. S. Bach’s Magnificat in E-flat major appears to be the last setting in a Jong
lituegical tradition 10 have the Lawdes notated withia the manuscripe itself

Apart from the liturgical reforms by the Leipeig town council in 1702,
there was a practical consideration: the use of Lawdes, whether for Christmas,
Easter, Pentecost, or any other major feast, limated the performance of the
Magnificat to a particular occasion, This might explain why interpolated
Magnificat settings from the 18th century are so rare; without the Laudes a
Magnificat could be performed on any occasson, There were nusmeross feasts
during the year demanding comcerted performances of Latin Magnificats,
These included the feasts of New Year's Day, Epiphany, Purification, Annun-
ciation, Ascension, Trinity, St John the Baprist, Visieatson of the Virgin, St,
Michadl, and Reformation Day, as well as the first and second feassdays of
Christmas, Easter, and Pentocost—a minimum of sixteen occasions.” The
vast, readily available repertory of occasional bymns and lieder offered the
Kantor manifold possibilities o snterpolate a Magnificat setting, the nota-
tion of particular Lendes within a manuscript suggests that a work was pee-

pared for a specific performance. The three extant 18th-century manuscripts
with Leudes are all works intended for Cheistemas.

“Cantate zum Weihnachtsfost™
The manuscripe catalogued as “Cantace zum Weshnachisfest” ar the Mu-
sikbebliothek der Seade Leiprig (Ms. Becker 111.2.124) consasts of four inde-



pendent choral settings on “Vom Himmel boch,” “Freut euch und
Jubdliere,” “Gloria in excelsis Deo,™ and “Viega Jesse floruit,™ The wark,
preserved without attrnbution or title, bas saditionally been ascribed 10 Jo-
hans Kubnau and s often, though incorrecthy, cited a3 Kohnau's cantata
“Vom Himmel hoch."™ The four choral settings actually do not 1oem a can-
tatx: they lack the textual and nsusical means necossary 1o umify four distinet
pieces. Furthermore, Albrecht Tanger has observed correctly that as a unit
the work Lacks the instructons] element (docese) inherent in the Baroque can-
tata.” Preserved independently of a Magnificar setting, these four well
known Christmas lieder are Laudes; xn sich they were intended 10 be
performed not as an antonoenous work bat rather as interpolations im a Mag-
nificat setting.

The masuscript of these Lasdes consiats of seventeen parts copied by five
different scribes (sce Table 1); each part is written on one halfsheet of paper
(upright format as i Bach’s cantata masuscripts), Scribe | copeed a com-
plete set of parts in C major that includes the canto, alto, tenor, bass, violin |
and 2, viola, trampet | and 2, timpani, and comtinuo®. Scribe 2 copled the
second set of violin parts and the violone, all three in C major. Scribe 3
copied the contimuo® in B-flat major; scribe 4, the comtinuo? in Bflar; and
scribe 5, whom | have been able to sdentify as Johann Andreas Kuhoaw,* the
comtinuo® im D major (see Figure |).

\AJ

PSS

Figure 1
Incipies of the Sour Lasds in the concimu’ in 1D major copled = the carly hand of Joharn
Andreas Kubnao, (Meskbibliothek der Stade Lopog: Ma. Bocker [11.2.024)
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The scoring of the firxt Lawd, “Vom Himend boch," consists of two violins,
viola, CATB, violone, and continuo; that of the remaining Losdes includes
two trumpets and timmpan in addition 10 the above instruments. Solo ana
tucti passages are differentiated in the vocal parts, and dynamics are indical-
ed. The parts, monetheless, contain numenoas mistakes and corrections both
i the text undorlay and in the notation of the music, which saggests thar
they were copied by non-professional scribes. Because they stem from Leip-
zig and since J. A. Kuhnaw's carly hand can be identified in ane of the cons
tinuo parts, it is fair to assume that these parts were copiod by students at

Table I
The Performing Parts to "Cantate 2zam Weihnachesfest™
(MBLpz: My, Becker 111.2.124)

[Seore; not preserved ]

Parw:

1. Canto

2. Al

3. Tenore

4. Basso

13 Vadino |

15. Violino 2

16. Vicla

5. Clarino 1

6. Clarino 2

7. Tambur

10. Continuo® (C major)
12. Vdino |

14. Vielino 2

17. Vicloee

11, Continmo® { B-fat mayor)
9. Continwo (B-flat major)
& Continwo® (D major)

5

Scribe

1
I
1
1
i
|
1
|
1
1
|
2
2
2
3
4
Kuhnau

A

« LA

Parts:

Naumbers, lighdy writies @ the upper righthand coreer of the parts, ey coth of the
sevenioen paris. The four continun parts are datinguinhed by supersnpis a-d
Wasermark:

Xo= Adler aud Steges, belegt mit H (oder AY)

Y = Bachasaben: AW in Schild auf Stcgen
{1 aem incebied 40 Bllen Roeser, dicoctor of the Munil bibiiothek der Stadt Leipuig, for providog
ot wil o mitroldin of e masuscrpt and with infor matsn reganding the watermarks [betier
of B Oxcrober 1901).)

*Acomding w0 Elben Roeser the watermark So e Continec’ (1 majur) o w0 Gaist thac
definiee idemtification without addgional help is not powshie, thoogh it could be dhe samec water-
mark a2 Y
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the Thomasschule. ™

Hass Joachim Schulze has noted in passing that sometime aroand 1720
Jobann Kubnau partially rovised the set of parts with text cues | Toctnarten|
for performance in various keys. ™ A comparison of Kubmau's writing in these
parts with that, for example, in his astograph score of cantata "Nicht nur
allein am froben Morgen™ (1718)" reveals that the directices “solo™ and
“rutti,” the affect marking “affettuoso,” the dynamic markings “pianc™ and
“forte," & well as the textual coerections in the foar vocal parts (partscslarly
in the repetition of words and phrases), all stem from the band of Johann
Kuhnaw. One of the more significant corrections ocours i the tence part of
“Freut cuch und jubsliert”'; the text “zu Bethlehem . . . gebohren wird” is
coerected 1o read “xu Bethlchem . . . [gelfund|en] wird," thoegh only in its
repetition (see Figure 2), A major correction occurs in the third Lawd, “Glo-
ria in excelsis Deo.™ Here sonbe | writes “Gloria ejus,” which Kubnau cor-
rectx i all four voices to read “Glona in excelyis Deo™ (see Figure 3),

Jobumn Kubsan's correction of the werd “gebobor’™ 2 “[gejfend(on]™ @ the tenor of “Freut
ewch word pabilbere” m, 17, (Moukbdliooek der Soade Loipaig: Ma Becker HI12.124)

Johasn Kubnaa's correction of “Gloria qpu™ to “Cloeia is excehis Deo™ i the cammo of “Gloria
n oxcehin Deo mee. 15208 (Mn@ilibliothel der Stadt Legpagg My, Becker 1112124)

As noted s Table [ all the parts, with the possible exception of the contin-
vo in D major, have one of two watermarks: the eagle [“X"] or the letters
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AW ["Y"]. This implies that two types of paper were used by the four main
scribies, perhaps oven by the Bith scribe, |, A, Kuhnau, There is evidence 1o
suggest, however, that these single sheets were foemerly doubde shects which
had been cut in half and that the sixtoen onigimal parts (excheding the contine
vo in D major) actually contain either the watermark or the countermark of
the pair of watermarks: (1) Each of the sixtoen oniginal parts is written on
both sides (recto and verso) of one balf-sheet of paper (upright formar).
Eight of the pares contain watermark “X"; the remaining eight, watermark
“¥." (2} Scribes | and 2 write on paper with watermark “X," as well as on
paper with watermark "Y"; scribe § uses a sheet with watermark “Y," while
scribe 4 wses one with X" These four scribes, therefore, appear 1o be using
two halves of the same full sheet of paper™ From the watermarks we can
conclude that all of the parts, excluding the contingo in [ major, were copied
at the same time and were probably intended for the same performance. The
presence of Johann Kuhnxu's corrections confirms that this set of parts was
copied before June 1722,

Two extra parts are included within this complete set: (a) two contimuo
parts (instead of one) transposed to B-flar major and (b) a contineo part
trasspased 80 D major. Althosgh it was stasdard practice in Leapeig to trans-
posc the continuo part a tone lower { Cherten) for the organ, it was not general
peactice 10 do o i duplicate. A comparison of both B-flar major parts cop-
wed by scribes 3 and 4 with the onginal C-major part copéed by scribe |
reveals a mumber of differences between the transposed parts. These difer.
ences can be described briefly as follows: Continue in B-flat major containg
many incorrect notes in Lawdes ome, two, and four, particularly in “Virga
Jose Soruit,” where the E flats should all be corrected 10 E natarals (mm.
50, 52, and 54). In the "Gloria™ the marking of "tasto solo™ (m. 26) and the
fermata (m 30, beat 3) are cenitted. Thoeough-bass Sgures are often omat-
ted, as in “Virga Jesse floruit™ (mm. 25 and 58). In general, the notation of
thas part is inaccurate and difficult 1o read. (Music writing that is dsfficult o
read and inaccurate posstioning of the note heads on the stafl are also charac-
teristics of the writing of scnibe |, particalarly in the comtinuo in C majoe.
Here the notes are placed ambiguously oo the sexfll) On the other hand, the
contineo® in B-flat major, copeed by scribe 3, is Hawlosdy copied; not oaly
does it compare perfectly with the continuo® in C major copied by scribe I,
but it is even easier 10 read. Scnbe 3 appears 10 have been the st experni-
enced of the five copyists involved in this manuscript, The comtinuo® copied
by scribe 4 contained 100 many mistakes to be used in a performance without
prior correction, However, it is not clear why scribe S copied & compleiely
mew part {continue®) instead of simply correcting the defective one (contin-
wo'l). (Perhaps he considered it easier 10 copy an entircly new part than 1o
correct an mnaccurate and ambiguous copry.) Noe is it clear why the defective
copry was preserved onoe & corrected part was available,

Judging from the complete set of parts in C major (Cammerios) and the
organ part in B-flar major (Chorien)—as was customary in Leiprig—it ap-
pears that thae Leada were originally intemded to be interpolated into a
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Magnificat setting in C major. Jobann Kuhaau's Magnificat & 5 in C majoe™
is the obvious choice. However, there is no evidence at present to confirm
that these four Lesdes were indoed interpolated into Kuhsau's or any other
Comajor setting of the Magnificar. Neither the scare from which these Lasdes
were copied mor the autograph score and original set of performing pares to
Kuhnau's Magnificat are preserved. Nonetheless, the custom of pesforming
the Magnificat at Christrmas in Leipeig called for the interpolation of Leades.
These four Lawdes, unattached o a specific Magnificat sctting—perbaps as 2
mamwtbchnmimapohxmmw(hc Magnificat by the wown council
in 1702—could very well have been intended onginally for Kuhnau's Mag-
nificar. Jobann Kubnau's corrections confirm that he was preparing the set
of Lasdes Sor performance; has corrections suggest, marcoves, that he might
very well be the composer of these four Lawdes, The set of Lawdes could have
been performed subseguently in Leipeig with amy number of the Magnificat
settings, incdluding Christoph Graupmer’s Magmificat 3 4 in C major when it
was first performed o Lepeig during Christmas of 1722 Alchough
Graupoer's autograph score lacks any indication for the performance of
Lawdes, the set of performing parts to the Kubnau Lawdes was copied before
Jume 1722 (at the very latest) amd was, theoretically, also avaslable o
Graupner. Only the decision as to where to interpolate these Lawder within his
setting needed 10 be mude.

The presence of a comtinuo part transposed 10 D major within a complete
set of parts in C major indicates that the Lavdes were also used 1o interpolate
a Magnificat setting in that key. This was easily effectod by having the trum-
pets and timpani read from the original set of parts, notated in C magor, but
sound a tone higher in D majoe the pew Cammertse. The strings retuned 1o
the new pitch (D) but read from the original set of parts in C; the wwces
simply sang (helr parts a wae higher. The cegan, which in Leipzig had s
parts notated in Cherton but sounded in Cammerion, was performed from the
continwo part in C major. Therefore, all the C-major parts could be reused in
a performance of the work i D major; only a continuo part s the new
Cammerton needed 10 be copicd. It is iromic that a performance of these Lewdes
with a Magnaficat setting in C major cannot be docemented, though ane in
D major can. As noted in Table I, J. A. Kubnau copecd the contingo in D
major; as | have explaioed elsewhere,” this was done o facilitate a perfor-
mance of these Lavdes with the ancaymous Magnificat in D major (DSeB:
Mus, ms, anom, 1535),

Anonymous, Magnificat & 4 in D major
The second example of an 18th-cemtury manuscript with Laudes is the

amomymous Magnificat & 4 in D major (DStB: Mus. ms. amon. 1535). This
work, fiest mentioned by Spitta as an anonymous Magnificat into which
Bach inscreed the same four Christmas hymns xy in his own settang,™ was
relocated at the Dewtsche Staatsbibliothek in 1980 Just as Spitta moted,
caly “Freut euch und jubsliert” occupoes the same position in this manu-
script as in Back's setting, occurring between (4) “Quia fecht miki magna'
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and (5) “Ex miscricordia’" (see Table 11}, The other Lawdes are inmerpolated
as follows: “'Vom Himmel hoch' occurs between (3) "Quia respexit™ and (4)
“Quia fect mihi magma™; “Gloria in excelsis Deo,” between (8) “Esur-
iemtes” and (9) “Suscepit Israel™; and “Virga Jesse floeuin,” between (10)
“Secut locutus ext” and (11) “Gloria,™

The manuscripe consists of fourteen parts derived from two different per-
formances; the score is mot extant, Three of the parts derive from the carlser
performance. These include the first and second violin parts and the contine
U0 part, written in the cardy hands of Anon. Ip, Anca. Ib, and |. A Kubaay,
respectively® All three parts, measuning 36 X 21.5 cm., have the same water-
mark, “IMK/half moon.” The form of the watermark in the continue com-
pares exactly with that in the manuscripe of Bach's Magnificar in E-flm
major (P 38); this suggests a performance sometime before, but not later
than, Christmas of 1723, The four interpolations occar in these three parns
alone;™ they are written in red ink in the carly hand of . A. Kshnau, not in
the hand of ]. S. Bach as Spitta stated.

A comparsson of J. A, Kuhsau's handwritiog in the three earlier parts of
this Magmificat with that in the D-major continuo of the “Cantate zum

Table 11
Position of the Four Christmas Lawdes in the Anonymous Magnificat in D
Major (DSeB: Mus. ma. anon. 1535) and in J. S, Bach's Magnificat in E-flat
Major (DStB: Mus. ms. autegr Bach P 38)

Mus. ms. anom. 1535  Lewdes P38
1. Magmificat 1. Magnificat
2. Et exultavnt 2. Et exultavia
3. Quia respexit
A. Vo Himmel hoch
3. Quia respexit
4. Omnes generationes
4. Quia feat 5. Quia fecit
B. Freut euch und jubsliert
5. Et misericordia 6. Et misericordia
6. Fecit potentiam 7. Fecit potenviam
7. Deponuit
8. Esurenses
C, Glora in exceldsis Deo
9. Suscepit laracl 8. Deposust
10, Sicut locutus est 9. Esurientes
D. Virga Jesse Boruit
11. Glora 10. Sauscepit Isracd
12, Sicut erat T Sicwt Jocutus ost
12. Gloria Patri
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Figure 4
Johunn Andecus Kubnan's early writing of “Von Himed hoch™ in dhe scoond il pant of the
Ascorymons Magnifcat in D major The part o written in the hand of Anen Th [ Bertin, Desr-
sche Staanhddiothed: Mus. s, anen. 1533)

Weihmachesfest"” indicates thar Kubsau's early scrign is found in both
sources, This is most noticeable in each part where Kubnau writes “Voa
Hiffied hoch™ (cf. Figures | and 4), instcad of “Vom Hifed hoch" (or 'Vom
Himmel hoch™). From the comparison of has writing in the two sources, we
can infer that J. A. Kuhnau copéed both parts at appraximately the same
tme in order to make possible a performance of the Lasder with the anony-
mous Magnificat in ) major. The presence of the early writing of Anon. Ib,
Ance. Ip, and J. A, Kahoas in the carlier set of parts to this Magaifics
suggests that this work was intended for performance in Leipeig before
Christmas of 1725, perhaps as cardy as Christrsas of 1718, The “IMK/half
moon” wascrmark supports this dating, though the detasls surrounding the
performance of this work are not clear.

J. S, Bach, Magnificat & 5 in E-flat major
The last example of an 18th-century manuscript with Losdes is J. S. Bach's

Magnificat & 5 in E-flat major (DSeB: Mus. ms, autogr, Bach P 38).* The
four interpolations that occur in this work are the same 1exes as those that are
present i the two precodimg manuscripts; the music, however, is newly
composed.

The choice, coder, and number of interpolations peesent in this setting
imdicate Bach's awareness and observance of the castom of performing the
Magnificat on festive occasions in Leipzig. Bach may have wanted to celes
birate his fiest Chrisimas a0 Kantor in Leipeig with & festive Magnaficat coen.
poastion, Inatcad of barrowing & precxistemt set of interpolations for his
Magnificat, he composed an entirely new set.

As AMred Diirr states, Bach notated his set of imterpolations only after he
completed the compoastion of the Magnificat.™ A number of features confirm
this observation: (1) The inmerpolations are not integrated into the manu-
scrips; imatead, they are grouped together at the end. Bach used the bottom
marging of obas 127 and 13°=15" and the entire sides of ohos 1516 o
notate his interpolations.” (2} Reference marks pertaiming to the perfor-
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mance of the interpolations were subsequently written into the mamuscript,
Diirr obnerves that “ihe reference on Blio 7% was squeezed between the two
movements clearly at a later date; moreover, Bach fousd no room between
the two movemsents on folio 107, and so he wrote the indication laterally alver
the concluson of ‘Fecit potentiam.” Had he, however, put in the indication
carlier, in all likelibood more space would have been found at the end of that
movement. . . """ The isterpolations show no evidence that they were com-
posed at a significantly later date than the score 10 the Magmificat, only that
they were written down subseguently,

Eodi scored “Vomn Himmd boch™ for four unaccompanied woices
SSATH), " treating the hymn melody as a cantus frmvus in the sopranos. He
scored “Frewt coch und jubiliert”™ for four voices (SSAT) and contimuo;
"Gloria in excelsis Deo,” for five voices (SSATB) and orchestra (two violins,
two oboes, viola, and continuo); “Viega Jesse Boruit,” for two voaces (S'H)
and continuo, Only the beginning of “Virga Jesse floruat™ has been pre-
served; the ending (fedio 17) s missing. Accordingly, Dérr includes caly the
preserved half of this mnterpolation m his odition of the Magnaficar for the
NBA; the section breaks off in the middle of m. 30, Because Bach reused this
music in 1725 in the duet “Ehre sex Gott in der Hobe™ from his canctata
“Unser Mund sei voll Lachens™ (BWV 110}, INirr was able to reconstruct
the missing fifteen bars of the Lawd and complete an edition.” The recon-
structed bars are not included in the NBA wolume. The cenganal set of paris
for these Landes is not extant.

Spetta notes that the choice and arder of interpolations in Bach's Magnif-
cat are the same as in the sct of Lowdes attributed to Johann Kubnau
(MBLpz: Ms. Becker 111.2.124).* Elsewhere he observes that they are the
same foar, and in the same arder, that are inserted in the anonymoas Mag-
nificat i D major (DS1B: Mus. ms. anon. 1535); though with the exception
of “Freut euch und jubiliert,” they occur in differest posstsons.” Spitta inds.
cates two points of detail that convimce him thar Bach took has sext directly
from the Kubnau setting: both settings use the corrupted Lutheran transla-
tion “bona voluntas™ [from “bonee volunta™) in the Lawd begnmning “Gloea
in excelsis Deo' instead of “bonae voluntatis™ as found in the Vulgate and in
all settings of the “Gloria'" in Bach’s Latin masses; both use only the kast four
verses andd Allelais of the Land “Viega Josse flocuin.™

In the 75 years between the publications of Spitta’s study and Darr's enti-
cal report accompanying his edition of Bach's Magnificat for the NBA, writ-
ers have wraditionally uphedd Spatta's comclasion that Bach based his
imterpolations om the set of Lender attrsbuted w0 Johans Kuhsag, Diler was
oo exception. However, during the carly 1950s when he was prepanng his
enitical report, the alocementioned manuscripe of 1the anonymous Magnificat
= D magor (DSIB: Mus, my, anon. 1535) could not be kocated. Spitta had not
cited a call number for this manuscript;™ morcover, the catalogue card for il
was not among the cards of the ancerymous manuscripts in the catalogues of
the DSiB. Diéirr noses thar his attempts so Jocate this manuscripe in 1950 and
again in 1953 proved unsuccorssful *
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During the time the masuscript could not be located, two writers attempt-
od 0 offer new evidence challenging Spitta’s findings. Spitta’s position was
first disputed by Geek in ). S. Bachs Weibinachis- Magnificar und sein Tra-
ditionszusammenhang,"™ n which he discussed the hastorical tradition of
the Leades in the 16¢h and 17th centurics. Amang the sumerous examples
ated, Geck memtioned a newly found source, Natalitia Sacre,™ the printed
texes of the Christmas, New Year, and Epiphany music in Labeck for 1682~
83, whach contains a Magnificat interpolated with six Lewdes (see Table 1),
The fiest four Leudes are the same lows, and in the same order, that cocur in
the set of Lewder attributed o Johann Kubnau and in Bach's Magmificat.
Because the phrase “booa volustas™ is found in the third Lawd (“Gloria in
excehas Deo™) of Natelitis Sscra, as well as in the corresponding settings by
Kubnau and by Bach, Geek concloded that Bach did not depend directly on
the Kubnau setting for the source of has Loxder.™ He contendoed that these
particalar Leades did mot occur arbétrarily, but represented a prescribed livars
wecal formula [Fermaler] common 10 Libeck and o Leiguig,™ of which the
Kubmnau sctting is but one example.

The presence of these same foar Lawdes i a third source from the 18th
century, the newly relocated anonymous Magnificat in D magor (DStB: Mus.
ms. anon. 1585), further surengihens Geek's argument concerning the Livar-
gical wradition from which these particular Lawder may derive. However, in

Table 111
Position of the Six Lawder im the Magnificat for Christmas Vespers (Feria 1) in
Nasalitia Secra (1682)*

. Magnificat anima mea Dominum

2. Evexultavit Sparitus meus
A. Vom Himmel hoch da kom ich her

3. Quia respexit humilitatem

4. Quaa fecit mibii magna
B. Freut Euch und jubiliert

5, Et miscricordia qus

6. Feot potentiam in brachio swo
C. Gloria in excelsis Deo

7. Deponuit potentes de sede

8. Esurientes implevit bomis
D. Virga jessae Boruit

9. Suscepst lsrael pucrum suwm

10 Sicwt locutus est ad patres nostros
E. Joseph lieber Joseph mcin

11. Gloraa Patri & Filio & Spiritui sancto, . . . Amen
F. Psallite unigenito Christo

*Martin Gedk, Dve Fadabmmonk Dhiried Buriohades snd der fride Putionn, Kicker Scheiten sur
Musiowissernadaft, |5 (Kassel Bisrnreiter, 1965), Ashang 111, pp 29233



limiting bis argument o the textual comparison of these sources, specifically
to the phrase “boesa voalumas,” Geck overlooks a sumber of fearures of the
Kahnau manuscripe that clarify the relationshap of the set of Lawder 1o Bach's
Magmificar.

As discussed above, the Kuhnaw set of Lavder was copied n Leipaig and
contains a continuo part written in the early hand of Jobann Andreas Kub-
nau. Active (xs carly ax 1718) as copyist for his unde, Jobann Kuhnau, as
well as for Bach, |. A. Kuhnau witnessed the end of one Thomaskamor's
carcer and the beginming of snothee™ The undisputed provenance of the
manuscripd, the use of the same four texts, the identification of Johann Kuh-
nau's textual coerections and dysamic markings in 1he vocal pares, and the
wentification of the hand of Bach's main copyist, J. A. Kubnau, in the coa-
tnuo in D major demoastrate a common, o mot direct, connection between
hese Loades and Bach's set. Thas coomection is firmly established despite the
missing score 1o the Kuhnau set of Lendes and the missing parts 1o Bach's set.

A direct comnection can also be determined batween the anonymous Mag-
nificat in D major (DS1B: Mus. ms. anon. 1535) and the Kubnau set of
Lasdes (IMBLpe: Ms. Becker 111.2.124): the presence of J. A, Kuhsau's carly
handwriting im both manuscripts indicates with certainty that this ancey-
mous Magnificat setting was nterpolated with the Kubaau set of Lasder, By
demomstrating the connection between these two manuscripes, we can fully
support Spitta’s conclusion that Bach knew the Kuhnaw set of Lawdes and
based his interpolations ca it, even though Bach's writing does mot occur in
the parts to the anonymous Magnificat as Spitta claimed.

In his article entidded ' Jobann Sebustian Bachs Einlagesitze zum Megef-
cal,"™ Tumger traces the texts of Bach's first three Londes back 0 those of
Seth Calvisius published in Erhard Bodenschatz's motet collection, Floile-
grum pelectisramaram contiosum (1603} He argues that Bach must have known
Bodenschatz’s edition of these settings because (1) the arder of the first three
incerpolatioes in Bach’s Magnificat follows the order of Calvisiss's motets in
Florilegiam (1603), as well as that of the printed texts in Natalitia Sacra (1652)
and the Kubmau set of Lawdes (2) there is a simalarity of melodic comtour in
Bach’s setting of “Frewt cuch und jubiliert™ and m Calvisius's setting; and
(3} the phrasc “bomna voluntas' occurs in Bach's setting of the Lead "Glosia
in excelsis Deo,” as well as in the settings by Calvisios asd by Kubnau ™

[t canmot be denied that the occurrence of these throe Lavdes in the same
order im works composed 120 years apart suggests a contury-old [inurngscal
tradition—a "' Leades formula™ —<that may have been observed in Leipeig,™
as well 28 in other Jocales dussng the 1 7th and carly 18th cemturics. However,
there 3 no docuanentary evidence at preseat to support Tunger's comclusion
that Bach must have had access 10 & copy of Flarilegivm selectinimanm can-
fiseaw (1603)." Omn the contrary, the second edition of Bodenschatz's motet
collection, Flarilogivm Pertense (1618), which is cited by Johann Schelle in his
catalogue of music in the Libeary of the Thomasschule (1678) and conlirmed
by Johann Kuhnas in his imventory of the music in the library (1701), is the
ecdition that was used by Kuhsau and, apparently, by Bach." There is no
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confasion over which edition was used at the Thomasschule during the ten-
ures of Jobann Schelle and his successor, Johann Kuhnaw: Schelle identifies
the secomd edition by its correct title (Flerilegium Portense) and by its corre-
sponding number of partbooks (9 Stimmen™).” [t appears that by 1729 the
copy had become so worn that it was necessary to parchase a new one for
Bach's use.”

Neither Geck nor Tunger mentions that Bach would probably have used
the score (mnissing), and not the set of parts, of these interpolations as the
maodel for has own sct, Moreover, baving learned these Christmas lieder as a
schoolboy, Bach could have texted them from memory; there was no need for
him to copy corrupted texts from a carclosdy prepared set of parts. All he
needed 10 know was which hymns or lieder were customanly interpolatod
into the Magsificat a1 Christmas in Leipelg. This information, provided in
the set of Lewdes attributed 1o Kuhnau, was readily avaslable 10 him in the
libeary of the Thomasschule.

We have soen that the custom of interpolatiog the Magnaficar with Retuler
or Lawdes can be documented from the mid-14th cemtuary. As part of the
lituegical refoems of the Evangelical church duriag the 16eh century, Retulee,
along with Kindlamuiegee—which carlier interpolated the Nunc Dimittis at
compline (Seckauer Cantional) - were transferred to the afterncon vesper
service and became attached to the Magnaficar, By the late 17th centary,
however, the custom was on the decline. . S. Bach's Magnificat in E-flay
major (P 38) s the last known settang, i a long historical wradition, 1o have
the interpolations notated directly nto the manuscripe,

Four Lawdes ("Vom Himmel hoch, da komm ich her,” “Freut euch und
Jubiticrt,” “Glonia in excelsis Deo,™ and “Virga Jesse Soruit’) recus in three
early 18th-century manuscnpts from Leipzig. These include the set of Lawdes
asrtributed to Jobann Koheau (MBLpe: Ms. Becker T11.2.124), the newly
relocated anonymous Magnificat in D) major (DStB: Mus. ms. anom, 1535),
and J. S. Bach’s Magnificat in E-flar msajor (P 38). The recurrence of these
same four Lawnder in all three carly 18th-century sources strongly saggests that
they were particularly favoced by composers from Leipaig, perhaps even part
of a “prescribed litargacal formula’™ in common use when interpolating the
Magnificat at Chrsstmas. This castom, still observed in Leipeig during the
first quarter of the 18th century, can be traced back 1o the camtorship of Seth
Calvisius in the carly 17th century.

The reemergence of the ancaymous Magnificat in D major and the identi-
fication of J. A. Kuhnau as the copyist of the Lendes and the comtinuo part
firmsly establiah the connection of this manuscript with Leigeig. We have
seem, marcover, that this Magnificat was imterpolated with the set of Lavde
attributed 10 Johana Kubnau. The occurrence of these same four Lawdes in
Bach's Magnificat in E-flat major testifies 1o Bach's awaremess and obwer-
vance of the Lapaig custom of interpolating the Magnificat at Chrastmas and
strengihens the belief that he not only knew the set of Lawdes attributed 10
Jobane Kuhnaw but also based his owa set on them —as Spitia righaly ob-
scrved over one bundred years ago,
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NOTES

*This stady m based on a chapoer of ary Ph ). dissertatson, “The Repersotre of Magsificans in
Leigeg at the Time of ). S. Back A Study of the Maruncript Sources,” New York Usiversy, in
perparation. The research for this stady was made pomibie throegh grants from the Destacher
Asdemischer Austwuschdicrat [DAAD] 1 abosld like o thask De Welfgang Goldhus, Eveline
Bartling, and other members of the s1afl of the Dewmnche Stastshbdiothek (Berlin), and Blles
Romner, direcior of the Mushbdliotek der Saadt Lapag, o thetr bind asbitance. I Goddhan
and Ellen Roower peovided e wish microfilow of the manucripe from their collectboos and
gave me permindon 1o reprodece oxcerpts B Baimile

My iaterest in J. 5. Bach'y Magraficat sican Som Professor Wiliam B, Kennel's Bach seme-
rae a1 Huseer College, CUNY. Prol. Kitnenel read an carlicr dralt of thin study. Bt & with
peokonend thanks thar 1 offer it in Ms memory

! Barbin, Devmache Scaauhidliothek (herealter DSaH): Mos, ms avsogr Bach 1* 3 (heveafier
P

T AMred Durr, Kebtocker Soch! 10 Magmjhoot, Johann Schastise Back: Newe Augabe shoi-
lxcher Werke (bereafier NBA), 1173 (Kusoel. Birenrciter; Leipeig: Destacher Verlag fér Mask,
1555, p. 33,

' Grar, Universsiasbabisothed: My 756, Folios 179-229 comgoise Be Cantionn] For a4 4
talled dencription of s concents, sor Wollgang Trambaud, “Das Sechawer Cantionarium vom
Jahre 1345 (He Graz 756)." Axhbs fir Musibudomachef 15 (1956), pp. 11640, exp. p. 118 and
ddew, “Die Weitnachtukomplet im Jaboe 1345 in Seckan,” Du Mesifinckoy 9 (1996), pp.
257462,

* The bymm sents are Goed dn Gaido Maria Decves, o, Cantiones of Madty. Lisder wnd Matotion
s Mineladory, Enie Flge: Contivans Naswlitiae, Parthoninr, Anadecta Hymmica madii sevi, vl 20
(Ralpaig, 1850 repeiat o, New York and Losdos: Johwson Repuios Corp, 1961 ), g 74 (" Parer
ngralin™), aad pp. 152 and 234 ("Sedla aova radiac”).

' Folio 185 "IN DIE N(AJTUVITATHS DIOMINE. .~ Irembkasd, “Dus Secksser Can-
tiomarsam wors Jahee 15" o 116

* One document, dhe Lopeig sown connil's order of 13 February 1702, which abolished the
Landes anvd Do Kindivimuiapen Troon the Magniicar, will be discunsed bedos (see 0 28], A naeniber
of wrners discuss the cossom of Kindloissiages i connection with Bach's foer Chriatmas interpe-
Larions o the E-flat major Magnifcar: See Aracld Scheving, Maslgoactiohy Lapoigs, I e J550
Me 172 (Laiprig, 192 repeine od, Berfin: Mereburger; Leipog Zentralantiguarias, 1974),
P 1% and Philipp Spitta, Johaue Srhasticn Bach, tranms. C. Bell and | A Fuller-Maitland, $ vola.
n 2 (Loodon: Novello, New York: Doves, 1951), vl 2, pp $72.73.

' A Dierer, “Welmadhis( Kindehwiegen:) Spicl,” Sammieny Sirfanefoin, vol 4 (1953), col
B75, (Cied alter Trsembaul “Die Weihaachambompher an Jahre 1345 0 Sechan" 9. 257, 0. 3

* Folio INT-107 Sor Drvenkasd, " Das Seckauer Cantionarion vom Jabor 15657 p. 119, 'ht
procedue for tropieg the Nusc DNmitcn is discused 1o Irsenkaud™s “Dic
Jadee 1345 in Sechan,” gp. 23762, lﬂnl.lmﬁn.cmd"’m-—au
ad “Resones in lawd iban™ are actondly beoser suised 1o the vest of the Maguifcar than that of
the Nusc Disuntls (p. 290, a. 10

* Friedrich Blume, rev. Ludwig Fiascher, “The Poriod of the Refocmation,” trara. F. Bl
witth Peterson, in Protasionr Classh Masic A Hutey (New York. WW. Nocson, 1974), p 18

* Wolfgang Proenkasd, “Backs "Magnifice!' wnd seine Verdinduog oo Wedisachion,™ Ml
wd Kool 24 (1956), pp. 238-30

"' Spites amplies that e covtom developed cut of the dramatic roactmene of dhe nasiviey
wory () £ ek, vl 2, pp. 172-73)

¥ Hume, Provasent (hanh Mo, p. 30,

* Oee characueratic featore of the services i e carly Evaagelical church was the Sexibliny
with which Latin asd the versacdlar were mixed. Scc Blume, Pretotont Chevk M, po 65

" U Es werden ach ok s viel Ovies 1o Weibmachien: Puer satus in Bethichem, and 1o
Ossrnc Servoce Chriatg bodir &, oo Plagasen: Speemes sann grathe, wd andere meks ge
wangen: Diowell aber die soutschon Vervcsd darrwischen gosangen werden, so kan doch die
gantee Gemeine abdens sutsiogen, wod abo verwchen, wan dic latcinis ben Worse bodeutet
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Maben. ™ Christian Gerber, Voo denen linennchen Lioders, die poch hin weed wieder gebewache
werden,” Chapoer 14 of Misserse dov Kinghow: Coromanion in Sackien (Deesdien and Leiprig, 1732), p.
9. The Krauth Mersorial Libeary of the Lutheran Theokogioal Sesminary. Philadelphin, tiadly
suppiiad me with & phosscopy of s Chageer,

U These techisgees are dacumed in Winlned Kineh, “Iie Verbiadueg won Magnifont ond
Welknachndiodern i 16 Jahrhundery” i Santoy® Medmath Oubatf sum 65 Gabartatage, o 1.
Holtnasn-Erbrecks and H. Hecke (Tutziag: Schoesder, 1981), pp 61-74,

* Booalas, Stadchibliothele M 8, oo 53 Ser Emil Bohn, M sasilalivhen Mosditnitvn dy
V1. wnd XV Jokvbundeorts on dor Stadibibliothol ox Bvvdden: Eix Sabag per Geukichie dor Munk om
KVT. ond XVIL Jobrbsndert (1830, repriee of. Hiddoabeim sod New Yock: Ofera, 1970, p. 30, (The
works cned in this catalogue were destroyed dariog Workd Wae 1)

' Beeslan, Stndibibdiothek: Ms. 12, 0. 67, Bobn, Dhe masilalinchen Handiohrilen . . . tw Bvorfen,
pwm

" Roownls ompeimds XET-XVN" siedan, o Veansois Lesure, Rigersswe inoernwtional des souroes
moucales, BT (Manich-Deisbeng: Heele, 19600, 1579, The soxx s cied alter Kaosch, “Die
Verbinduag voo MagniScat und Wahsachulicders im 16, Jahehandere” p, 62 (Iralics [wvine)
ndicate the troped soxt = the discant ] See alwo Martia Geck, ). 8. Bachs Welirachie-Mag-
eifical usd sem Traditioosuammenbang, ™ Mok snd Kicke 31 (1961), p. 299,

" Magnifical settings exemplifying Shese three gaodlibet techaiques may be fousd 1o W
foved Kiosch™s exdition, D Weilaachtomapeifon’ [Chiristmis settings of the Magraficat by Jobun-
wes Hahael (Gallbosden) and sncrymous compasers L in Dus Charwerk, wol 85 (Walleohinied
Mbacher, 1961),

* Spitta veggosts thar the mterpolations in Bach's Magaifcar were first sung antiphosally
from the organ ko above the chowr of dae Thomaskeche | J. & ok, voi 7, pp. 375-74), D,
boweves, doos not support Speecta’s hypodheus (Katacker Bamcle, NBA, 117 5, p. 54}

4.8, Bachs Weiknachts- Magnificar,” p. 263, The manascrpt in bated ia Bobn, Dv musile-
Sochen Mondschrifien . . oo Bwrlen, pp. 6588

¥ Neswlitng Sacrw, Oder Frorvtomins aller Tavie / Wolohe sn haweriebenden Heslpre Ferten | aly Weinackien
J Nowen jube wnd Nl doey Komige 6000 2n 52 Marsen soondl For: ols Nochoiliag [ Shals ver wnd mach den
Prodigun | s anch waser dov Communion mk prmagramer Bl JINUN slion mariiint werden. Za Gotin
Edvw wl Bofondomunge wobrer Andackt sum Dvack dbergrben. Lidwck | Godrakt by Munkcs Schmaliosts |
1622 The compleoe trxts ane reprinsed be Mastin Geck, e Bhtalmant Dutnch Sussbuder snd dov
Jride Poartvma, Kicler Schnfies 2o Muikwuoesachalt, 15 [Kauel: Birenreises 1965), Andang
UL pp. 230.37.

® Foe & modern efinion of these four Lendor, see Sethas Calvaias, Gestliche Charmank, od.
Albeechs Tumgee, Dus Chorserd alier Meiser, Redde [V, Ne 13 [Stetggart-Hobenheim:
Mhnssler, 1563),

= Samad Schelde, Galalule Kengorr, T 1T [1635), o Adams Advie, Werke, of. Gottlieh
Haoma and Chrwdhard Mahovshols, vole 10— 11 {Hamborg: Ugrioo, 1964, vl 10, pp. 90-94,

* Muskbitliothek der Stadt Leipaig (hereafior MELpa): Ma Becker 1182125, The mana-
script consiats of sevenseen parns, fousteen of which are = C magor: srempet |, 2; nmpans vidbin
1,2 (each doebied); vicla, cante; aleo; tenoe; bas; viclose; and er contiawo para {in C, twe in
Bltar, anad in I ) 1 have seen only & svicoafiim of (his masuscripn.

DS M. me anen 1535 The manuscripn, conskstiong of Rurmcen pasis, # mentioned
brictly by Specea (). £ Sack, wol. 5, p. 29). The rediscovery and description of this work waa first
anscusced i my paper, “Newly Redacovered Ascerymenn Magnficats and Their Relacionship
W] 5 Bach” presenied al the armual meetiog of the American Musicologacal Seciety, Boston,
Novessber, 1581 A detadied description of thn mamascrgt and (he Griwmnlances surrounding
s pedlecovery are dncssnd n my dissrtason.

¥ Thea excludes 8ch-commary copaes of the above Lasde, vach as H. Michel's cogy of | S
Bach'’s st two interpolations, “Voes Hirened bock™ and “Freet cuch und jubilion” | Bertia,
Staarshibliothek Preussischer Kelourbesite [hereafier SPR] M. o aatoge Back P 57). Tha
o aoript s discunsed i DNy, Kook Bevide, NBA, TES, pp 15407, The maotet, “Kindicch
oo lax das goonel ige Gelelmnds™ (BWVAmdang 161), sstribated 3o Carl Meinrioh Geaws, also
includes the firvt two of Back's inscrpolatioas, “Vom Hanmed hoch™ and “Frout esch wnd jebi
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liett.” The manuacript i missiog. See Dior, Knttohe Boret, p 24,

¥ 80 habwn wir . . . vor ndalich aageschn, dam mebr gomloe lorinesche Responsona, Antl-
phomae, Pulomes, bymsen snd collecom wo wel die 2ur Webisacht Zeit dbichen o grnaremn
Gotiesdiernte albicr weiter sicht gebraodiet, sondera an deren st andbchiige in denes Kir-
hen dieser hande approdre te trutsche Gesdoge Gebete uad Touse durchgehends ciegefihret wed
grbeaacher windes " Leigaiger Ratsaboen Th VITB S, G 120, a0 cited 0 Godk, ). S Backs

" . 268, For & parvad Englih trassiasion, see Spiira, J 5, fak, vl 7,
P32 s N4

* The reteseson of the Kindinmoupen “Vinga Jowse Scesit™ i the 1ich-omitury sestiogy, lacled-
g Bach's E-flat major Magrificar, is probably the rewalt of the wae of coly the foer haat verses
(s Albelusn) of the 1ext and ot e hullaby passage » German, “Same, liches Kindkin, Eya,
Eya, 2w Bethiehern Juda.™ An anveryinous setting of tis Kindinsadoges S CATE snd conlines
n praind in Vagelien's New Lapoiper Gosnghak (16325 0m p. 771 See Jirgen Granm, D New
Lapoiger Cosmghach div Garyrind Bpetin (Logporg 1GRT1, Bertiner Stedien our Musibwisserachalt,
14 (Berin: Mersebenges, 1969), pp. 19293, 570 The Sall oot iy pricsed In Spirta, £ 5. Sk, vol.
2, p 31, Spures notes that this Kidlnmudoger muont Rave bora i ordisary use i Lapog during
Bach's lifctiree, since it waa incleded in Vopelioa's Goonghack (e, p. 3720

*These colbections are discumsed in Aroold Scherieg™s “IDie alee Chorbeblioftiek der The
wassihele n Logen” Aniie fir Mastetnoshe® 1 (1918.1919), pp. 27533,

* T Baades wie st par Weynachas Zon ewischen denen Magndioatr gessngen weaden it &
Stimmen o od) lascrementes,” from Jobaan Schelie’s "Catalogus Liseorum Musioonim Scho-
lae Thomanse" (M), reprinsed in Scheriag, “Dhe alte Choebitdiohek.” p. 270

¥ Fooes Joharn Schelle’s Noctlau (1712, sepemied ie Schering, “Ihe alte Chorbiblioehek,” p.
284 The work is devigrated for Chrntmas in the catalogue.

" The catabogue is botaiod in the muni division of e Bayrrische Staatshildiotheh. Musich

" Thee caralogae s Jocaed (s Bhe ke divisbon of O Degtsche Staantibiionhek, Berlin

* Spiama sestracis the performance of Laom Sgural music, incleding osncoried setiags of the
Magnificat, in Leipaig, to the thove major feass of the Bourgical year, namedy Chrleoms, Fauer,
and Pentocont (1 5. Bah wol. 2. pp. 3659, 374, and vl 5, p. 26). Ginther Stiller, however, cies
carly |Bh-century documentary ovidence thae Latin figural muic, inclediag Latin scttiags of
e Magmifical, was oot restncied 5 the three mun feasts oF the charch year in Leipeig, bt was
perbormed oo Sundays and on the oajor feasadays B addition 10 the thiee man feas of
Chrmomas, Faster, and Pessecost—each of which was cddebeaiod on theee compecstinve days, »
tradithon that lassed well isto the 19th conmury —dhere were as leas the oo ocher mogor Srants
listed above. Ser Stiller, fohonn Sbanian Sact wnd du Lopoger petsndimatichs Lden soiner Tt
(Kassel: Birenrester, 1970), pp. 63-33, and 95, opecially pp. 65, 3081 The documents per-
g % Ge order of worship, liteegical practice, and performance of music ot the main
chvarches in Latpaig soe discunsed in Stilber's study. The mont ispentant seasoes incdode “Loip-
miger Kirchen-Staad™ (1710, “Lopoger Kichen-Andachorn™ (1454), Chrmoph Krost Soul's
“Neo sanalium Lipsicasiom Costiveatso I (1717), and Jobhaan Chriscoph Rowt's “Nachexcht™
CI76). These andl wther documenis are divcemed by Stilker oa pp. 2529, fell Glations may be
found in his bl lography on pp. 20551, Not 0ot of 1he alume Socuments bs presendy avadable
for stody scher in Gaodmdle or oo microfiln.

Thar concersed settings of dhe Latin MagniScat were performed on nemeross occasons dur-
iog Be livangcal year is fardher confemed by Johann Philipp Kneger's catalogue of works of
Forcign oumpumery performed ot Weissenfeh. Therty-twn Magrafscats performed oo 21 different
cocankers derag the hund year are oned, See the “Veraaichon der von | Phe Krweger in
Weisscalels aufpeflbraen Werke fremder Komponinen,” in jobens Masipp Kevger: 21 Asipendhlie
Kinvhonbompontionn, ed. Max Sciffert, Deskoniber Dioutacher Toakume, S55 (1916 rev. od re-
printed Wieshaden: Breithopd & Hierel, Grar: Abadempche Dirock- usd Verlaguamiale, 1938),
P Bl

* The marvascript s ositeed s the Sollowing batiogs of Kubaau's wocke: Bornd[ad| Fried-
rinh] Richoer, “Verreichna woo Kechesmusiken Johasn Kubosa's sus dea Jabees 1700
17207 Messtglv oo Maotl - Gesobiobie 34 [1902), pp. 17681, Robert Emner. “Kabwan, Jor
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hana,” Begraphoock-Sibdagrephickes Quellon Lavibon dor Munber sad Musidpebbosan (Logpeg: Boee-
Ropl & Hietel, 1900-1904), wol V, pp. 471-7% “Vorseichain der Kirchoahompositiones Joh
Kaboam,” i Srbastion Knipfr, fobone Scholly, fohans Kubnow Lupruwshit Kinhobontaive, od. Ar-
sold Schermg, Denkmbler Destscher Toskurat, 33% (MK v od. sepemied Wieshaden:
Beesthopl & Hietel; Graz: Akademinche Druck- und Verlagranacale, 1957), pp. sh-xhid

The masascript is cited s & cantats of Kaboau in the Sollowiog studiex Spitsa, [ 5. Sack, wol.
2, pp 3500, Schering, “Uber die Kirchenkansuton der vorbachincher Thomaskastoees, ™
Mok Jubvbaat 9 (¥912), p. 95 Johanses Mastin, Dy Kinkenlantaler Jobame Kubnons (Borna Leip
ng, 199), p. X Femdrich Wilhelm Ricdel, “Kubowe, Johaon,™ (A Mud i Goolubte snd Gopen:
wert (Kawwch: Bireoovier, 1955), vl 7, ool TERN. Evengetine Low Rimbach, “The Chanch
Carcatan of Johaso Kudnas'' (M D diss, Usiversiry of Rochesser, 1966), wi. 1, pp. 2016
Werner Newmaan, od., Stmtliohs se fohae Shaian Sock cormmar Yooy (Latpaig: Devoscher Verlag
fr Moasik, 1974), p. 253; George |. Boclow, “Kubmau, Jobann" The New Grosw Dictioncry of
Mk and Muncsew (Loodon: Macemilles, 1990, vel. 10, p. 300; Rambach, “The Mot of
Johann Kuboan,” Bak. The Quarierly Journal of the Riomenschaider Back Sutionse |1 (1580), p. 29

The mananoripe o aowibuted 10 Kehtay in e following soudies: Friedheln Krammadhes
e Cberivagommng dov Chusslbasshalungen in der fridhen smngriioghen Kasiesr, Berborer Studien rer Mo
siowisserchalt, 10 (Berlin: Monseburges, 19630, 0 332, Lisdwig Prastasch, “Dhe EcherAree snd
andere wymbolische uad volkontmliche Zige  Backs Welbnachisoramiaom,” Munk wad Kiroke
38 (1958), p. 224, 0 ); Alreche Tonger, “Johazn Sebassias Backs Endageaitae zum Magajicar:
Bechachingrs snd Uberiegungen 1u theer Herkult, " is Sactutndon: Fartschrgt fir Hebmat Wad-
o com B0 Gebariniag sberroiedt son acteon Schidire, od. W. Debabacd and G. Ricter (Frankfary
Main: Dvangelaher Presseverbund, 1978, p. 26,

A modern ofiam of Dhese Lander triy be Soarnd in Renbach, “The Church Cantates of Jobarm
Kubnws,” vel. 2, pp. 96943,

FUE S Bacha Einlagesdoae sum Magaghnr,” p. 27, 1 shonbd like 1o thamk De Khvus Hofmans,
deccos of the Jobane-Sedastian-Bach - laatiter in Ghtvages, &o bingimg tNs artide w wy
attention.

* Diirr’s Anos. A See A¥rod Dier, Zor Ohanclagur dov Lopoger Nobalwrts [ 8. Backs, 24 od.
(Kassel: Rireneewmer, 1976), pp. 21-26 and p. 163, a. 3 (hereafier Clranalagy).

¥ Facsimiles of ench of the five scribea” hundwriting sad 2 fall copy of J. A. Kubnas's costn-
wo part are incloded in ary deseriation.

= U Nachwort,” Johans Sebuotion Bach, Magaghoa! foe Sali, Oher wnd Onchesivr: Zaosie Fovang o
O Dar B8V N1, of. Wams Joachin Schalee (Lopeg Powns, 19790, p. 76 Kurt Michaclo
(Peverw/New York) kindly sent me copaes of e “Nachwort™ snd “Revisssaberichs™ (9 Novem:
ber 1982}

* MBLpe: M. Becker [1L2.021. | should hike 10 thask Hass Lenwenerg, mosc libeanan at
the University of Chicago, for perminion 1o soe the Sl of this manecripe o Chicago.

“n aleter of 2 July 1982, BElicn Rooser mformed me that i is indeed possile that dhe
wanermarks “AWT and “Adler” are actually o pair, that i, & watermark sod o cosotermark:
the papet bs all the same size, the same codor, and has identicel chaislioes. [The set of parts docs
nok contais & doshile sheet with bodk these wasermarks )

A soore of Jobane Kubase's Magrificar 4 3 i C major i the hand of Gotrfried Heineich
Soidecd (1650 1743, b peeserved in Berln (DStH: Mun. mo. assogr Kuboas, ). 1); e set of
performing parts o st extant. The handwriting o shontified on the Botoom of the first Sbso by
Georg Wichau, the peevious swner of the manusorips, with the Bllowing remarhs Voo der
Hand des Capeltonciunens Soliael—Gotha ™ A comparmen of dhe writing in this masumoripe with
that = the autographn of Seblee! (DS:B: Mun. me ausogr. Sellaet, G, H, 1-3) confirmed PI-
Dav's Meotlioation. For 2 modern adition of dhis werk, see Jobuan Kubnas, Mepngieat, of.
Evasgeline Risbach, Receat Researches i the Music of e Barogoe Era, 3 (Madison: A R
Edewes, 1900,

* Durmatadt, Homische Landes- und Mochachalbiblonek: Mes. ma, 430779 The maau-
wript consints of an swograph soore dased Decernber 1722, the st of perfoemming pacts o not
evtant. Friodrich Noack vtates that the work was componed for Leipaig and wan probably per-
Sarmed during Chentmas 1772 See “Jobann Scb. Bachs und Chrissoph Geauporers Kompunic
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thotwn pur Bewerbung v das Thesashamorst in Leigeig 1722257 Bah fobeback 10 (1913),
oI

Neoack's posicion & sepportod by the fact thas Graupaer spent Chalstieas | 722 in Lelpaig sad
bad the pares 10 hix andcion cancatas, “Lobet des Herm, alle Hoadm™ asd “Ass der Thelen
rufen wit™ (performed on |7 Jansacy 1713), copeod by Johana Andress Koheau sad Chentian
Gottheb Meimecr (Dirr's Anos. B), both soadents at the Thomanchele. Concerning the copy-
s of these purts, see Diire, Chomedapie, 3. 163, nn. 3, 4 and Chrisoph Woll, “Bacha Leipmiger
Kaoratsprobe wd die Aulfidrunggeschchie der Kantate ‘Du wabeor Gott und Dirvids
Sohw’ BWY 207 Back felvbeed 64 (1578), pp. BN, 93 (Tabelle 2), Becawse the parts w
Granperr’s Magrifiont are son extant, it s st possinle 1 desermine whether | A Kuhnas o
C. G, Malsuer beiped i ther coprying, A discussbon of Gravpeer's Magnificat and cogees of the
wascrmark/cosnmrmark (“TH en a plague/lion™) are included in svy dissertanion.

¥ “Newly Rediscovered Anosymoss Magnifican sed Their Relatiossdip w | 5. Bach™
p 2

" Spitta, L 5 Back, wol. 3, p. 29,

Y March 1980, o catalogue drawer containing cards B aumescas anooymow works was
Sand w1 the DISOR. Asvong the cards was coe foe (e anomyrooas Mageifcat in D major (M.
me anon. 13350 1 am indebiad 00 Eveline Barthins S gresenting me with these cands when they
were Soend.

* 1 bave Mencliod the soribes alfter INIT's Chsnedagie, | should like 3 thank Padla Morgan,
munc libearian at Princeton Unoversity, for allowing me 00 wudy dhe photocopees of dhe Bach
marcripts in the collection of the munic Bbeary

* The remainiog cleven parts, mesiurning 345 % 22 e, were copred at & later dase; they do
oot Contmin todications foe Lasdes. Thin segppests that the Landes were performed only st the
earlier performance and Bhar the second set of parts wis copied foe performance o1 & tiine other
thaa Chrintmas. An analogoes sesatkon occors wid Hack's E-flar major seonmg of the Magnili-
cat and D major revison. See Dy, Kook Bloole, NBA_ 117Y p. 9,

The semaining cheven parts ane copeed in the Sands of thrvee scribes. The hree cdariso parm,
tiespani, sboe | (*Quis respexs™ aad “Sacepit ™), violm | {“Deposuie poseates”), viela, and all
four vocal parts arc copeed by | AL Kehaau in s late scripe. Oboes 1 xad 11 (64 1) ase copued
by Carl Gotthell Gerlach in s late script. Folio 1°of dhe socond oboe i copied by an umidenti-
Bl svibe whane handeriting | dave foued in four other contomporancous mamucripes from
Leipeg (1) Trameesoo Mancied, Mageilicar (scose et 32 bars of “Quia fecn midi magna™),
DSaB: Mus. mu. 30 185, (2) Giancetind | = Johans Adelph Scheibe ), Magnificar {carso: fal. 1';
vielia [ and [1; viola: viskooe: fol. 17) SPK: Mus. ma 2491; {3) Goorg Mulipp Telemann, Meine
Seeke (wcoee), SPR: Mo ma. 21 745; (4) Ancaymoss, Magnaficat (onpase fol. 277, D58 Mo
ma anon. 1586

Oboe Il has e “BISTRIZMF” watcrmark; the remasang o pares have the “WELE-
NAVIS™ watermark. Facsienile copies of each scribe’s handwniting aod sarsples of the water
marks, along with & desaded discusson of this sanascnpt, may be Sound in sy Sasertation

¥ The Landos sov incloded i Alfred Dier's edinien of | 8 Hack's Mageybonr for 19e NEA, 1173
(Kansel: Birenrciter, 1955) and arc docsmcd in bis Keitocker Smcke, NBA, 1173, pp. 33, 3758

M INite, Kritioker Bericl, NBA, 173, pp. 3758

b, pp 1405

“lbd, p 3T, 0 29, (My wamslation )

¥ Sopeasca | and 2 aer In waiwan,

" The rocomatruction of his mterpolation may be found in the Sllowing editioon: Jobaan
Sebwstion Bach, Vige fow flon, od Alfred Dirr, Horten Masicen, 80 (Kacl: Biscerciter,
1551); Wiern, Magnifnr Eidee BWY 2004, od A Diirr, Missature Soore, 58 (Kassel: Bisensniter,
1950,

* Spitta, J. & Back, vl 2, pp. 90-20,

Yk, vl 3, p 29, Spitts svintook the writing of these Lando to be tharof J. S Bach; in facy,
the writing is that of s main copyise, ], A Kubnau

"1hd, wi, 2, pp ¥B-72

"lbed, wol. 3, p. 29,

* Dirr, Knocher Berelt, NBA, 1173, p. 2. Ax dicomed abowe (ser u. 47), the catalogue



deawer cortasning the card foe thin partioslar masuscript, as well as foe sumerous sy o
manascopts, lay hidden in a doset 2t the DStB from 1952, the year the manic division was
resovied, sntll i redisoovery de March 1980 Sece the munsic division was dosad from the
wioier of 196348 wentd ity ofhoadd recpening in 1957, the manssorgt actoally wins inaccesslile
for some 17 yeans
S Mk Kincke 31 (1960), pp. 25706
“lkid, pp. M348, A few cbuervations should be made heer concmming the settings of the
Magnifica: ischaded = thin Bhrento. The isssramentation for cach wction of the Magnficat is
tedicatcd i» e right-Sand columa of Geek's edition. See Geek, Die Bidalmarid Ik Surie-
fnden, Ardarg TTT, pp. 230 37 The setting for vespens on the fiest Feasaday of Chnstoas (Feria
1) b soored (pp. T32-33) S ten instroments (ewhadiog four violas) sed eight voioes: four
solosss, “Vocalu imme |, " (CATH) wnd Sour ripaenssts, “Capeli[a],” (CATE). The Londn are
dosgnated et A seoond setting of & Magndicat, though withows Lasds ("abaque lande
ban™), s clted (p. 234) Sor venpers om the secoad Feassday of Chirissmans (Feria 1), This Magnis-
cat s scored jor ten inmtruments with fve solote and five npiesisn. No Magnificat i lnted for
vespers oa the Feast of the New Year, sutead, there occoes a full program of ssusic sexied e
German. On the Fesot of the Epspbany, & Magnificat fr six isstrumeets wi cight solonts
(CCAATTEE) and six ripbenists (eniadeatified) s oned (p 237) o0 Lander are listedd, ind ating
that the Magndicat was oot imerpodatod. Abthough nome of these Magnificans has been sdeatis
Bod, the diflerent insmruomrniation for cach work adicatos that theee dutines coacersed settings
of the Magnéficat were sang = Lasm during the Chrstmas season.
Y Geck, ). 8. Backs Wednaches-Magnificac ' p. 268
“lbed, p 26
* 1. A Kubnao's carly hasdwritng sccurs m parts (o Johasa Kebmau's cantass “Nicht sur
alisin s froden Morgen”™ (MBLpe: Ms TTLZI21) componed in 1708 See Ham Joackin
Schvalie, “ Das Stick i Gobdpageer’: Ermitthungen 26 cnigen Back Alachrifion des friben 1R
Jahehundern,” Back fulvbect 64 (1978, p. W4,
= Batutndon, pp. 72-75, 535
¥ Cadvisian's four Chrisemas mosees are prinsed at the ead of Bodenachars's collocton of 8%
motets that comprise Flarilegiam selectiitmenen coafionsm (1601). These Londer, cach scored & 6,
inchade scttiogs of “Vors Himmel hoch, da bocern ich b “Frest each und jobilert,” “Glotia
0 oucekiis Den” and “Joseph, licker Joscph mein ™ Becasne they My cutsde the coment of the
collection, the Lavdes were oomited from Bodesschara's seviond editions of Fliwslogm Portone
(1618) and Mendagi masks Poesmas (16210 See 0, 77 below
* Tonges, " Joharn Sebaatian Backs Eislageddorr rom Moguihcer,” pp. 31-54
“ikd, pp. 3350
* Prautesch saggests that the anceymons set of “Landes for six voices and instruments % be
sang Betwoen the verses of the Magnioat st Christman™ (see i J1 abowe] (hat is cited in Johane
Schelle’s catabague of mvasic i the lilwary of the Thomusschale (16TH) coubd ponsibly have been
settings by Calvicies. Althosgh s seems sndiooly {the ancmyraous st of Lasder s soorod for wix
vouces and aix sutrsmens, while Calvigu's setcings are scosnd for wix usaccomspasiod voloe ),
Pravexsch has 2 potes whes be atases that Bach could Save becore aware of Calvision's settings
foven & manancripe source aned ot secessarily from the privsed edition of Flasdopten (1600), See
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Berlioz’ Roméo Symphony and
The Romantic Temperament
By Philip Friedheim

In 1821 the 18-year-old Hector Berlioz left his native town of LaCate
Salst-Andreé and moved 10 Paris 10 study medicine. His subsequent distaste
for Bis classes, bornhied reaction (o the dissecting room, joy in attending
theatrical performances, and argements with his family about his fature pro-
fession all contributed Duscinating chapsers to the composer's memoirs.

Esghtoen years later, in 1839, after the Shakespearcan actress Harrieo
Seithson had become Mme. Berlioz, the 36yearold composer completed
his Remdo of falirtte, a “dramatic symphony™ for karge orchestra, three chor-
uses and three vocal soloists. Many of the interpretive problems presented by
this work stemn from the fact 1hat it & conceived foe the concert haldl rather
than the operatic stage. The composition incledes a bewaldering varnicty of
scparate subsections which are in turn purely orchestral, then vocal in the
manner of 2 cantata o an oratonio, and even theatnical ia the manner of a
grand opera. Some scenes in the drama are transformed step by step into
orchestral progras music, such as the first scene, with the street fight and the
intervention of the primce. Others, such as the Capulets’ party, become more
generalized and avoid specific narrative details. Sqill ochers supply no more
than & starting point for the elaboration of a single mood, such a3 the section
markod Reeds sewl- Thistesse. An alto ania near the beginning turns out to be
A serting of & poem xbout the woaders of young love and, of all things, the
gemius of Shakespeare in captuning it so well in his art, Certain events crucial
to the drama do ot appear in the symphony at all (for example, the mar-
riage of the lovers, the deaths of Mercutio and Tybalt, and Romeo’s hanish-
ment), while others, much less important, are elaborated far beyond their
original proportions s Shakespeare (for example, Mercutio's Queen Mab
momologue, which Berlioz treats as an ania as well as an orchestral scherzo),
The symphosy occasiomally presents musical portraies of scenes that do not
exist in Shakespeare at all, for example, & fuseral procossn for Julbiet,
Shakespeare’s ending, the subdued reconcliation of the warring families
over the bodies of the kovers, s transformed ineo & triumphamtly heroic cho-
rus durieg which the two famalics swear cternal brotherhood, The Gnal line
of Berlioz" libretto, “awis powr togpeurs, "’ scems a far cry from Shakespearc's
"A gloomy peace this marning with it brings. / The sun for sorrow will not
show his head.™

What is anc to make of all this? Is Berlios™ Reewis o falierte perhaps not an
imegrated compasition at all, but simply a conglomerate of episodes moving
off i all divections, and esing Shakespeare as the merest excuse for a central
focal point? What we confront here is a very spodial woek, in which Berlboe
wems to offer not so much a musical parallel 1o Shakespeare as a senes of
personal reactions 1o it these assume different forms ranging from what later
In the century would be called symphonic pocm to opera. A goal of this
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article will be 10 suggest the motivation behind the various changes made
from the original drama.

In order to comprchend an operatic sceme addapeed from a play or noved,
an audience need ouly usderstand the language being sung. To follow a
purcly archestral paraliel 10 2 stage scene, on the other hand, the audience
has to know the story in advance, observe the changes in the musical pat-
terns, and relate these 10 some mental pecture of the original sasrative.
Thercfore, one must assume that Berlioz depended on his audience’s prior
knowledge of the drama as a poist of departure for an understanding of bis
symphoary; indeed he suggests as mach in his introduction 1o the published
score. Bearing this i mind, oae can procoed through the work and attempe
o interpret the departures he makes from the original as they occur

In his memoirs, Berlicz stated that in first planning the symphony, he
wrote down the words for all the vocal selections in prose and gave them 10 a
friend, Emile Deschamps, to versify.' Passages w0 be transformed into purely
orchestral music satarally needod no words, One sees, then, that much of the
original stracture must bave been set in his mind from the beginming. It is
also clear that, although the complete symphoay can be broken down into a
surpeisingly large number of separate selections, it still manifests at cortain
poinss a traditional four-movement symphonsc suracture. Like Beethoven's
Ninth Symphany, 16 years old at the time Romé of Jiliette was written, the
first three movements are orchestral, while the fourth includes voices. The
first movement of the “symphony” proper appears at the beginning of Part
Two, and consists of the " Grande Féte chez Capulet,” preceded by s slow intro-
ductson, “Remé sexd.™ The second movement, normally the show movement,
here becoenes the orchestral love sceme. This is followed by the thard move-
ment, the “Queen Mab" scherzo. The finale then becomes the sceme between
Friar Lawrence and the chorus of rival familics, But before and between
these four main umits, a series of intreductions, transitions, and interludes
expands im0 some half-<dozen additsonal movements that conssderably ob-
scure the comventional symphonic structure,

Preceding the four movements of the symphony proper, Part One, which
nchades the entire first thind of the composition, becomes an extended intro-
duction or prologee. Built around a recitative for chorus, it outlines the story
for the audience, and in so doing peefigures the prindpal thematic material
1o retarn later in the purcly instrumental passages. For justification, the
composer refers 10 the original somnct for “chorus™ that introduces Shake-
speare’s drama. Berlioz' chorus, however, goes into much more detall than
Shakespeare's, including specific references 1o the festivities of the Capulets
and the balcony scene. This is clearly dome 50 that the main themes of the
orchestral movements can be heard fiest in a comtext thar will enable the
audience to wentafy their programmatic intent later.

The prinapal structural problem encountered in the choral recitative
stemns from the fact that, while it purports to sussmarize the drama that
follows, it comtaies at the same time three completely self-suficient musical
pumbers that cither precede or are sandwichod between the narrative pas-
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sages. The symphony opens with a parely mstrumental ssovement paralicl-
ing Act [, scene | of Shakespeare’s drama; later we hear the alto singing ber
song on the joys of bove; fimally Mercutio delivers his tenoe aria based direct-
ly on the “Queen Mab™ speech. So despite the fact that Berlioz uses the
choral summary of the story 10 “clwe his audience in,"" as B were, to the
orchestral music that follows, he begins with an orchestral schection offering
oo choes ar all. This short movement, entitled “Combaty— Tamulte— fatercen-
tion du Prince, " opens with the staggored entrances of the various instruments,
a reflection of the increasing exctement on Shakespearc’s stage as a peivate
argument turss into a general riot, Then, in repeated brass chords and &
trambone recitative, we hear the prince sternly admonish the crowd. Fimally,
the fragmented return of phrases from the opening fight music suggess the
dupersion of the mob.,

Berlioz thus actually reverses Shakespeare's ariginal order, in which the
peologue precedes the drama proper, by beginning with a musical paraliel 10
scene | and then intreducing the choral prologue. It would seem thar this is
done in order 1o establish the eamity between the families as the backgrousd
agasnst whach the entire action will take place. He also begins with a strong
musical and dramatic gestare rather than the weaker and mose objective
recitation of the plot summary. But in making this choee, he dearly peesup-
poscs the audience’s prior knowledge of the drama, in which case one must
question why the choral prologoe is included at all,

When the outlining of the plot reaches the point at which the lovers meet
in the garden for the famous balcony scene, it stops and the alw sings her
aria about the wonders of young love, This song reflects a personal gesture on
the part of the compaoses, as Berlioz allows his emotions 1o flow in response wo
the story, The motivation foe ths “bonus’™ for the andicnce 1 in many ways
very Romantic, as it reflects the essence of the Romantic attitede: that what
is important is depah of feeling, and that order and logic, even the Jogic of &
plot outline, can be sacrificed to the imtensity of emotion, The fact that the
alto ana is irrelevant underscores all the more stroagly the fact that it lows
from the heart withowt regard foe dramatic momentum,

Immediately following the ana, the chorus tells how Romeo meets has
friends again, and Mercutio makes fun of km ("I see Queen Mab hath been
with you'"}. Thas acts as a cue Sor the next interruption, the temor arsa based
on Mercutio’s monclogec. A new set of questions arises: why take so much
time out of a plot summary to accentuate an wnimporant element in the
story, and, even more curioualy, why place the mosologue gfier the balcoary
scene when in the drama it precedes even the Capuliets” party?

The first question is particalarly impoetant in light of the purely orchestral
"Queen Mab™ scherzo 10 be heard later. Furthermsore, the two scparate
numbers devoted 1o this mischaovous lady during the course of the symphony
arc not even imterrelated musically. To assame simply that the monologue
attracied Berlioz because of s musical passibilities should not prevent one
from asking why be was attracted by them, Goumsad, in his opera on the same
subgect, also imchaded a “"Queen Mab™ aria for Mercutio, but in its proper
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place near the beginming of the work.

Berbioe” attraction o the “Queen Mab™ specch is fully understandable
only in terms of the Romantic view of Rames and Mier inscll. It has been
obscrved that every geseration fisds ssell in Shakespeare, and certainly he
was a preferred playwnight in the 19th contury, which saw i his tragedics
the essence of Romantic passion.” And for composers, no other work of
Shakespeare was more attractive than Reses end Wiet, Over a dozen operas
o0 the subject come from this period, even though today mast of these are
completely unknown,”

It would seem that one of the things that attracted the Romantic tempera-
ment 1o this play was the very thang often eriticized by scholars wday: the
clement of chance or accident. Shakespearcan critics frequently obsorve that
the tragedy does not evolve from the perscaalities of the characters them-
sedves but rather from a senies of enexpected accidents, any one of which, o
awoided, could have changed the course of the drama and made for a happy
ending. But thes same clement of the arbstrary, of an irrational fate or desti-
ny, apparently contributed to the appeal of the work, Accidental cGircum-
stances play an important part in 19th-century novels and dramas, and, of
comrse, operas (Verdi's I Treostore and La Forga def Datine both consmt al-
most exclusively of successioes of unlikely chance events).* This reflects a
basic view of life as essentially unstructured, neither rationally understand-
able mor intellectually controllable. Man can either fight 1o resist it or sur-
resder 1o the experience it offers. As & result, the dlement of the irrational,
the emotional as opposed to the intellectaal, can be soen most vividly m the
image of the fairy speite who flies arcund at night mischievously peovoking
people. 1 would suggest that the strangely dinquicting mixture of wnpish
playfalness and underlying unpleasantness that makes wp Moercutio’s origi-
mal speech became for Berlioz a symbal of the deivieg force behand the entire
drama. This force, later illustrated in the “Queen Mab™ scherza, provides a
basis for the instant and intense love Romeo and Juliet feel for cach other, as
well a1 for the accdents that contrabute 10 the ultimate tragedy. | will 1ry 10
show below how the orchestral “Queen Mab™ scherzo supports even more
strangly the thesis that Mab is a symbol of the iratiomal element that, at
least 1o the Romantic temperament, controls the action of the drama.

After the tenor arnia, the choral plot summary has reached oaly the middle
of the second act of Shakespeare’s five-act drama. Berlioz then dismisses the
rest of the tragedy in a few short lines, and hiy prodogec ends, 3o that even
thas short summary ultimately prosupposes the audience’s forckaowledge of
the story. Clearly, one must conclude that its main justification has been w0
present the orchestral themes from the sympbany 10 follow, and 10 peovide &
frame for the three set numbers just heard, Now the symphony proper can
begin.

The fst movement consists of a slow imtrodection followed by a loager
£ast section; these are entithed, respoctively, “Reomds sonl— Tristerse ™ and *“'Con-
cer! ot Bal—Grande Féte chez Capiet.” Played withowt pause, the two sections
are further integrated by the return of a theme from the introduction near
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the end of the party scene.

“Romeo alone.” Romeo never appears alone in the play, but Benvolio tells
Lady Montague that he has observed her son wandering alone in the woods
carlier that morning. Montague’s response, “Many a morning hath he been
there seen/With tears asgmenting the freah mornieg’s dew,™ suggests a char-
acterstically Romantic, even Byroeic, conception of the hero. Thas initial
tmage of Rosneo solated was made even moee vivid 1o Romantic audiesces
through the manner in which they traditionally saw the play staged. For
although Berlioz, by his own statement, had read Shakespeare in a French
tramslation,” what he saw om the stage when Harriet Smithson porformed the
role of Juliet in English (a language he could not understand ar that time)
was & version “with Alterations, and an additsonal Scene™ made by David
Garrick, the grear |8th-century actoe-directoe* In Garrick's version, Romeo
is seen foe the first tiene in “'a wood mear Verona,™ where be silently crosses
the stage and exits. As a result, one can safely assume that when Berliox first
witnessed the drama, he saw Romeo alone, and that his character porerain of
the socially withdrawn and isolated hero is a Romantic coloring of one cle-
ment in the play that had already been somewhat magnified.

The party at the Capulets is quite wild musically—not to give the impres-
sion of an upper-class fancy-dress ball {which it does not do ar all), but 1o
contrast the frenctic soczal whirl of the crowd with the semsitivity of the hero.
Owce again, Berliox seems to be reinterpreting the scene in a highly Roman-
tic manner. This would account for the musical climax of the movement, the
playing of Romeo's theme in counterpoint against the theme of the festivities
of the Capulets. Berlicz never offers us a masical reflection of the enost imn-
portant momont in this sceme, the moeting of the lovers, We hear no tender
episode in the midst of this otherwise frantic music, but instead the retarn of
the theme of Romeo's sadness. Apparently, we are supposed 10 envisage the
sensitive poet surroussded by the whirling vortex of life and usable 10 re-
spood to 0, At this point, if such am interpeetation is accepted, Berlioz has
left Shakespeare behind and is virtvally constructing his own play.

Further confirmation of this idea can be found in the scene Berlioz later
devised for the opening of La Dewnatisn de Faust (1846). Faust appears wan-
denng alose in the countryside responding sympathetically 1o the awakening
of mature in the spring, but his meditations are mterrupted, first by the simg-
ing and dancieg of peasants and then by the army marching off 10 war
Usable 1o find the solitude he longs foe, Faust retreats to biy dangy stady,
Owce again, no parallel to this theme of the semsitive poet isolated from
socicty can be found in Goethe's drama; indeed, in the specific passage on
which Berlioe' scene is based, Gocthe's Faust wanders bappily with o frimd
through crowds and comments on how he dentifies with all of humanity:
“Hier ist des Volkes wahrer Himmel. / Zufrieden jauchzer gross und klein: /
Hier ban ich Mensch, hier dasf ich's sein.” (“Here i the poople’s true para-
dise, when great and small rejoice together; bere 1 am, and may be, hu-
man.") Berlior” Faust, on the other hand, responds in & very differem
masner: “Oh! qu'il est dowx vivre au fond des solitudes / Loin de 1a lutte

105



humaine et loin des multivodes.” (“How sweet to live m the depths of soli-
tade, far from human strife and far from crowds.")

Following the Grande Féte cheg Capalet, the slow movemnent of the symphony
forma a musical parallel 10 Shakespeare’s balcony sceme. It begins with a
short mtroduction that, characteristically, turns into & scparate section. We
hear from the distance the offstage voices of the male chorus. Berlioz' title 1o
this part of the score tells wy that “the yousg Capelets, leaving the parey,
wander singing of their memories of the music of the ball.” Althosgh no
specific basis for this sceme exists in Shakespeare, the playwright has Ro.
meo’s friends calling for him. Once again, by juxtaposing the intimacy of the
garden scene with the vosces of the departing guests, Berlioz prompts us 10
foel the characteristic Romantic antithesis betwoen the molated hero, oe the
isolated lovers, and the more superficial society that serrounds them,

The love scene itsell has been the sublject of some disagreement among
scholars: is it solely a symphonic rhapsody or does 3t indeed follow the action
of the drama? To argue that it & pure music is, in any event, 10 judge a 19th.
century composer by a 20th-contury esthetic standard, muisting that mewc
should wltimately be selfsufficient. As scon as ooe accepts the promise that
the music reflects the action of the drama exactly & the cechestral incroduc-
tion corresponds to Act I, scene |, the sequence of events is casy to identify.

A calm imtrodoction suggests the quiet garden in the mooalight; this is
followed by some moments of tension as Romeo climbs the wall. One even
hears a short passage possibly suggesting his fear of discovery by the Capu-
lets. This passage would not seem particularly appropriate if this were simply
symphonic music. Shakespeare’s play contains no reference of Romeo's fear
His first line is addeessed contemptuously 1o the offstage friends who have
been tasnting him: “He jests at scary that mever felt a wound,” bat Berlioz
might well have seen an actor mamic fear at this point. Interestingly, David
Garrick oace again provides the explanation, not with a chasge of Shake-
speare’s saript, bue with his own performance of the part of Romeo. A con-
vemporary critke wrote of his entrance in the balcomy scene that “he comes
crecpang in upon bis 1oes, whaspering his love, and looking about him just
like a thaef in the paght.™ Indeed, there may well have been some tradition
extending into the 19th century based on Garnck's interpretation.

Later in the scene, one bears Julict appear on the balcony, the dialogue
between the lovers, the voice of the nurnse calling offstage, and ther parting st
the end. What one hears as the intrusive voice of the nurse also scems musi-
cally unmotivated if the score is assumed 10 be a general evecatson of the
feclings of love, and not a recreation of the specilic events in the play,

At this point, onc might ask why Berlioz opted to portray so many key
incidents in the story without using voices, since he did use a chorus and
soloiaes foe other sections. Why turn the balcony scene into orchestral music
when at the same time ome chooses to personify Mercutio and, later, Friar
Lawrence? In his intreductory remarks on the work, Berdioz offers two rea-
sons: he reminds s first that the composition is a symphoay, and not an
opera; he also comments that, considering how many kne ducts there al-
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ready are, and by how many great composers, be wanted to try a different
approach. There is a third, more plausible reasoe: that the initial impression
the drama made on him was nomverbal, & he coukl not understand the
language. This explanation is supported by the fact that the purely ceches-
tral passages of the symphany most often parallel the Garrick version, the
one Berlioz saw Miss Smithson perform. Then reading Shakespeare n a
French transdatson, he drew material for the choral peologue and the final
scene, using some of the text discarded by Garrick. The main scenes, howevs
er, were transformed into orchestral musie, not because Berlioe was writing &
symphony, but because it was not the Lngusge of Shakespeare that fiest
moved him, as his memoirs unequivocally attesc:

I may add thar at thar time 1 did not know a word of Esglish, 1 coukd
only glimpse Shakespeare darkly through the mists of Letourncur’s
trasslation; the splendour of the poetry which gives a whole new glow-
ing dimension 10 his glorioss works was lost on me, . . . But the power of
the acting, especially that of Juliet herself, the rapid flow of the scenes,
the play of expression and woice and gesture, ok me more and gave me
a far richer awareness of the ideas and passsons of the original than the
words of my pale and garbled translation could do.*

Clearly, with sech an attitude, why should he ever have wanted 10 put &
Freech transdatson of the words of the balcony scene into the mouths of two
singers?

Following the kove music is the “Queen Mab™ scherzo, one of the great
virtuoso performing picces for 19th-century orchestra. As suggested carlier,
the imsage of Queen Mab as the sparit of the srratsonal secms to lie close to the
center of this version of the drama. The basic problem posed by the orches-
tral schereo is that it folbows the kove scene instead of preceding the parey”

I think the scherzo's position is explained by the portion of the dramatic
action eliminaved from the symphony at this paint. For the scherzo o fol.
lowed by Julict's funeral procession. By means of this “Queen Mab™ move-
ment, therefore, Berlioz jumps from the balcomy scene to the simelated death
of Jubiet, which is to say, frons the maddie of Act 11 10 the beginning of Aa 'V,
thus climanating mo less than half the play at one blow. T would suggest that
the orchestral scherzo substitutes for the entire central action of the drama:
the sccret marriage, the killing of Mercutsa, Romeo's violent and instantly
regretted Killing of Tybals, the banishment, the sudden arrangement for Ju-
liet's marmage with Paris, the secret potion, and the incident of the friar’s
undelivered Jetter Theough the medium of the ascheren, all these incidents
can mow be soen a8 the work of the spinit of the irrational, one might say the
absurd, since they all ococur at random, some succeeding, others failing;
speeading confusion and reflecting the woek of a blind sparit of miaschief.

Fallowing the scherzo, the drama proper recommences, with an claborate
funcral procession for Juliet. The choras sings “fetez des Sewrs powr la slerge
expirée of suivel ex lombegu molre ssenr adorée.” (“Scatter flowers foe the dead
virgan, and follow our beloved sister to the tomb."') Neither the words nor the
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sceme exists in Shakespeare, although certainly suggested by the plot. Once
again, David Garrick's published scnpt comes 1o our asd,” as it includes in
an “additional scenc™ the spectacie of the procession and gives us the words
he wrote for the choir. Here is a sample of his stanzas:

Rise, rise! / Heart-breaking sighs
The woe-fraught bosom swell;

for sighs alone, / and dismal moan,
Should echo Juliet's kaell,

One critic’s account of an [Hth-cemtury production describes “bells soll-
ing, and a choir singing. Juliet . . . lies on a stace bed . . . guarded by girls
who strew Bowers, ™ This Last point is worth notieg because, unlike Berlios'
choiz, Garrick's sings nothing about scattering flowers at all, and Garrick’s
text im no way colncides with Berlice'. The explanation for this disparity
appears to stem from the fact that Berlioz saw thas scene, which most prob-
ably included the pantomime of girls strewing fowers, without understand-
ng the words, Onoe again, there 1 support for the thesis that the symphbany
is a recreation of Berlioz' own feelings about the drama, which are inexericas
bly bound up with his initial experience of the woek. ™

Following the fumeral procession, the orchestra takes over for the last pure-
by sramental “scene’ fram the play. The caborate tile foe tha section
suggests the incidents to follow: “Rawd ax Tombeaw dor Capalets. Inrocalion—
Revesl de falietie. Joie delivante, dbsespole; dermiéres ongolises of wort des dexx
sments, ™ The analyst must deal ence again oot with Shakespeare’s but
with Garnck's considerably altered version of this climactic passage. For
here Garrich has acraally added moee than 60 lines of his own 10 the scripe,
Now, just as Romeo Anishes swallowing the paison, but before it can take
effect, Juliet wakes up, and the lovers are momentanly reusited. Roeseo foe-
gets for a moment that he has poisoned hamaclf, and they bogan to leave, arm
in arm. Suddenly he falls. Garrick was famous for his dlaborate renditions of
agonizing death soenes, and presumably lengthenod (his part of the drama
“in order 10 exhibit bis Eamous skill a2 such things.”™ After a considerable
time, Romeo finally dies, Juliet faints over his body, revives, and then stabs
berseld,

That Berlicx prefesred Garrick's vorsion to Shakespeare’s, in which Ro-
meo dies before Juliet wakens, is unequivocally ateested 10 in his memoirs: 1
know 1hat Garrick's démouement 1o Romes end flier, which he substicuted for
the less striking end that Shakespeare wrote, was an inspired discovery, in-
comparable in its pathos.""" These changes, of course, coupled with Garrick’s
own less—chan-Shakespearean linguage, seem ludicrous teday. However, for
about 150 years thas was the death scene most theater audionces knew, and it
explains the exceptional violence of Berliox” music. Following Romeo’s gal-
loping to the wanb, and kis mournful monologue befare it from the moment
Juliet wakens, the music becomes so frantic that it o gengincly perplexing to
the listener who knows only the Shakespearcan version of the soene, Let us
assume that the reason Garrick’s alveration impressed the compaser o was
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because Berlioz could mot understand English,

Following the deaths of the lovers, the fourth and final movement of the
symphomy proper begins. This takes shape as a thoroughly operatic sceme
between Friar Lawrence, susg by a bariioene sobont, and the two choruses of
warring families. The lengthy movement is divided into a number of subsec-
tons, cach of which flows into the sext. We hear the crowds gather at the
cemetery as the news of Romeo’s return spreads, They discover the bodies:
“Ciel! morts tous des deux, et leur sang fume encore. Qud mystére, ah quel
mystére afireux.” (“Heavens! both of them dead, and their blood still smok-
ing! What a fearful mystery!™) The friar reveals the wree story, and demands
that the famibies umite in peace, but they refuse, shouting at cach other He
then peays, and as he does, a miracle occurs. The chorus sings, *Mais des
larmes du Cied 1oste notre Ame chasge.” (“By the tears of Heaven our soul is
transformed.”} The frar then begins his final ana, calling on everyone to
swear eternal beotherhood on the crons, and the symphony closes loudly and
triemphantly as the chorus repeats the cath.

Where does this ending come from, and why was it ased? Shakespeare, w0
be yare, has the families gather at the tomb and incdludes an explanatory
speech by the friar followed by a reconciliation, but the scene remains darkly
tragic to the very last moments of the drama. In at least ane |9th-contury
production, the friar’s entire part in this scene is reduced o five short lines in
which he assares everyone that he will clarify all obscurnities, but the audi-
ence witnesses neither his darification nor the reconcliation of the houses. ™
Hemee, with the exception of Berlioe' triamphant ending, the composer fol-
Jowed the vorsion of the play he read rather than the coe he saw. This ap-
pears to account for the actual use of words in the scene. Since he knew thas
part of the drama from the written French translation of Shakespeare, bas
musical setting became operatic. In the inreduction o the score Berliox
specifically stated, “Thas last scene of the reconciliation of the two families
lies exclusively in the domain of opera and oratorio. Since the time of Shake-
speare, it has never boen performed om any stage, but it is 100 beautifisl, and
100 musical, and crowns a work like this so well chat it would have been
smpossible for the composer 10 think of wreating st otherwise,""

But as it turms out, some of the events of this sceme, as outlined above,
fllow neither Shakespeare nor Garrick. Owne can understand why the com-
poner of a large choral symphony maght want 1o cnd bis work in & grasd and
heroic manner, and it may well be for purely musical reasoms that Berliox
added the prayer and made the fimal chorus so triumphant. But why did he
change the motivatson for the reconciliation? Why did he permit the familics
first to refuse, them only to acquicsce through the miracalous consequences of
the prayer? Did Berlioz ket his own religious feclings, whatever they may
have been, carry ham away? Dl he actually think a miraculous element
would be more effective dramatically? Did he wane to write an extra aria for
the friar in the form of a peayer?

In effect, since mothing less than a miracle overcomes the hostditios of the
families. the reconciliation becomes, like many other events in the tragedy,
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unmotivated. In Berlioz" new version, the families, if left to themselves, never
woukd have been reconciled, even alter the deaths of their children. The ond-
ing of the symphomy now resules neither from necessity nor from the person-
alsties of the characters. In the pseudo-religious miracle of this finale anc
detects another parallel to the figure of Queen Mab, that spirit of the irra-
tional which, in this version of the drama, costrols so much of the actica,

In summary, Berlioz” Remée ot fuliette functions in many ways as a mirror
reflecting attitudes characteristic of the entire Romantic period. The sus-
taned emotiomality of the subgect matser, the oatinual willingsess on the
part of the composer to allow digressions to imterfore with the basic dramatic
structure, the emphasis on the bezarre or the supernatural, the unselicon-
scioms manoer in which clements from Berliox' biography intervenc—paral-
lels 10 all these constamly recur in other musical and literary works of the
peniod. Even the fimal chorus moves beyond Shakespeare to evoke the image
of the brocherhood of Man manifest in Beethoven's Ninth Symphony (ban.
toese solo, choeus and all), which exerted an unusually siroeg influence on a
great deal of 19th-cemtury music, Indeed, Beothoven's composition can be
viewed in mamy ways as the godfather 10 Berlioz' very special musical child.
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Tonality and Gravity
By Exgene Glickmen

A good way 1o understand a picce of mvusic is 10 ask # guestions, [ you ask
good ones, the music will be forthcoming with answers. These will saggest
new questions, which can be asked and amswered in turn. As this process
unfolds, one delves deeper into a work and gains ever greater insights. In the
following essay, 1 will use this appeoach in connection with tosality and
gravity. My paint of departure is the metaphor “center of gravity,” Mamy of
us involved in the stody of music use it 1o describe the relationship of the
1onic 1o the other scale degroes. But 10 the best of my knowledge, no one has
explored the implications of the usage. Is there a connection between Newto-
nian gravity and wonality? I so, what is the natare of their relationship? Can
we discover anything abowt music, and the social matrix in which it operases,
through am investigation into such a relationship? This paper will explore
these questions in an attempt to broaden our understanding of the relstion-
ship between mausic and our culture in general.

Musicians tend 10 accept the fact that majoe-minor tonality—xs opposed
10 the prior modality and the subsequent atonality-—came into its own in the
latter part of the 17th century and lasted ustil the beginning of the 20th. We
know, however, that many late Remaissance paeces include mclodic and har-
monic configurations that already hine ar tonality, and we are familiar with
much 20th century music which has a tonal center. Nevertheless, there is
general agreement that majos-méanor tomality is both stylistically distinct and
historically well-defined, that it came into being after a more or leas Jengthy
gestation period and was ultimatcly overwhelmed by the centrifugal palls of
chromaticism.

This view, acoeptable though it may be, leaves certain questions hanging.
Were these changes inevitable? Why did they happen when they did, and not
earlier or later? Whale these questions are difficult 1o address, let alose w
answrr, | believe that a discussion of them provides useful insights. However,
10 gais these insights we must allow ourselves o thisk in ways whech may
not be costomary for musicGans—we must sec musac as only one of many
human endeavors interacting with all the others, Let us take as a starting
point the metaphor of De as the center of gravaty and explore the woelds of
music and mechanics,

Musicians are accustomed to speaking about music spatially, in terms of
movement “up”™ and “down,” although there is mothing intrinsic in the phys-
ws of music 10 justify this. The spatial metaphor is often coupled with the
gravitational: music tends to “pall down™ Yet, since v s not located in
only one place, but in octave duplications, the linkiag of the two metaphors
appears 1o be eversimplified, While the general tendency of music o 10 gravs.
tate downwards, the attractive force of Do is so powerful that it is able 1o
override this tendency, especially in the case of 71, 71, the leading tone (so



dovignated preciascly because it is unusual), s able to “pull up™ 10 D, Henee,
it is fair vo argue that the pull of De s moee powerful than the pull
downward,

It would seem, then, that there is a difference between musical and Newro
naan gravity, sace the latter always pulls down, 1.e., toward the cemter of the
carth. But this discrepancy exists caly if our perspective is carthbound. More
broadly, the formula & that all bodies attract, in proportion 1o their size,
without reference to “up™ or “down.” Thas, we are being pulled simulta-
neously toward the moon, the sun, Vesus, and 0 ca. 1t could be argued tha
these are not the equivalent of octave duplications of the same pitch. That is
true, but ome could also adope another way of seeing the scale: not “startng™
on Dy, but with Dy ia the middle and the other patches sarrounding it. In this
comtext, Ds is truly in the cente, its duplication is usnecessary and the other
petches pull to it (See Figures 1 and 2 bedow )

Clearly, a case can be made that there is a conmection between Newtonian
gravity and its musical application, Before comtimuing, however, some maore
comments are in order about major-minor tosality. The major and minor
scales are mon mere collections of notes, mor are they just the syntheses of
Cereain common patterns—arpeggios, scales, cadences, and the like, Rather,
they are the embodiment of a dynamic set of isterrelationships— melodic
and harmonsc—among pitches. These interrelationships include the polarity
between tonic and dominant, the tension between diatonicism and chromati-
wm, the interplay between the wese key and foreign keyva, and so an, These
varnous dialectics are expressions of the general dialectic between stability
and instability, which is inherent in music, a temporal art form. Vircually
every pioce written in the 18th and 1%h conturics afirms stability through
its uitimate celebration of the tonic—~the tonic pitch and ins 1riad.

One of the hallmarks of Western music is the imtegration of its harmonic
and melodic aspects into a single whole. In dealing with tonality we must
dart back and forth between these two imterrelated, yet distinet, musical
parameters, Despite the fact that the tonic triad includes pitches other than
Ds, it is percesved as the harmonic center of gravity, just as D is 30 perceived
in the melodic realm, In ther roles sy members of the tonic triad, the thard
and the fifth sieps of the scale acquire a restfulness not associated with them
melodically, through their harmonic relationship with Do, Sol as a member of
the domunant choed s an active petch, but a3 2 member of the tomic triad, it is
restful, In order %o unravel this apparent paradox, we must explore the es-
scoce of “tomicness” and “dominantness.”

The greatest points of tension in the diatomic scale are those associated
with the pitches on either side of the tomic—T71 and Re. When these two
sound simultancously in a measical comtext, they demand resclution in con-
trary motion, to De. But, since our harmomry i based upom triads, not dyads,
Ti and Re need another pitch for completion. The two candidates are Sol (the
pitch a third below T1) and Fs (the piech a third above Re). While the two
triads Sof-T5-Re and 75-Re-Fa are often interchangeable, thus desnonstrating
that “dominantness’” resides in the presence of 71 and Re, the choice of Saf as
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the oot of the dominant triad has 10 do with the root movement in fifths
engendered by the choad progressioa V.1, This exceedingly familiar root pro-
gression came into its own as tomality was crystallzeod, and it helps to ereate
Sal's ambiguity—active as part of the dominant wriad, restful as part of the
tonic. [Utilizing the same approach, we can snderstasd the subdomisant
function as residing in the two pltches on either side of Sol—Fs and La, or Le
in minor, The trisds which share these two pitches, IV and 1l—again often
used inserchangeably——are the subdominant triads.)

Both deminast and subdominant derive their essential qualities from -
cloding chord members which surround a particular scale degree—Ds s
surrounded by the dominamt pitches Ti and Re, and So/ is surrounded by the
subdominant pitches Fa and La (or Le). These surrounding pitches pull to-
ward the patch they surround, embodyiag dominant or subdominant ension
(the pull) and resolution (the arrival), Tomic, on the other band, cmbodics
tenssoalessiess. Therefore, "tonicness™ should be anderstood not as havieg
potches which surround another pitch, but as including withia icself the two
respective pitches which the dominant and subdominant pitches surround—
Do and Saf.

In light of the above comments, all the diatonic scale degrees can be un-
dersiood as playing distinet harmonic roles {see Figure 1):

z The dominant substitute
The dominant pitcbu<n }/m Gl cec
Sol

The tonic triad Mi (Me)

l.c (Le) Ihe subdomisant rad
it yuslomimung ""d’“< ]——m subdimiinant subaticle

Re

Figure 1
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Their harmonic roles are related to their melodic oaes (see Figure 2):

h .

Figure 2

While none of the noatonse pitches pulls uniformly in cee direction (such a
witwation would make music exceedingly dull), there are wsual and funda-
mental tendencies, represented here by solid lines, and less typical ones,
indicated by dotted limes, (Sol, Fa, and Be on the kower Jeft shoekd be under-
stood as melodic tendencies in the bass.) We can, then, conclude that all
dixtonic patches have a direct or indirect relationship with De, melodically
and harmonically. But the chromatic pitches also have a connection with De,
although & moee indirect ose. They pull directly 1o the diatomic pitches from
which they are a minoe socond distant; and, since the latter have a relation-
ship with De, the chromatic pitches’ link to Ds is through these diatomic
pitches, There is, then, a soet of hicrarchy of gravieational pulls. Those
pitches closest 1o Dy are the most attracted to it; other pitches are both maore
distant and less directly attracted; and the least attracted directly are the
chromatie pitches,

Autﬂuwﬂdmuandlmrmuyumnfutdmdwm
of “closely refated” and “discantly related" keys. In a prosotypical sonata-
allegro movement, the development section & framed by the dominane, a
cloacly redated key, while the body of the section traverses other, more din-
tantly related, keys. On the other hand, a typécal ritornello movement moves
through several cioaely related keys, whille eschewing more distantly related
ones, before returming to the oo,

From the above discussion, onc sces that major-minor tonality is a taghtly
woven system of complex tensions, all centering around and resolving to the
wake, The aature of the interplay of these tensions is an important stylistic
determinant. And the ways in which the tensions are worked throagh consts-



tste one of the avenwes by whach masic gives us aesthetic pleasure,

Before tarning to Newtonian gravity and its conmectson with tosality, bet
us examine briefly modality and atonality. Modal theory was inberited from
the Greeks, through Prolemy of Alexasdria. His works were paraphrased by
Boethius, who passed them om o the later Middie Ages. In the process, the
organal conception (and the modes themselves) were transmated. The medi-
eval modes began as four: Docian, Phrygian, Lydian, and Misolydzan, When
the division between plagal and authentic modes was established, the nam-
ber of modes dosbled; and in the 1618 centuey, with the addition of lonkan
and Acolian, in their authentic and plagal forms, the total number of modes
grew o 12, Duaring this epoch of changing modal theoey, the relatonship
betwoen theory and practice was often tenwous,” Therefore, one must proceed
with caution.

While each of the modes has its own unique pattern of whole and balf
steps, they all share the same musical universe, the notes from A 10 g° (fonian
brings the high note ap to (%), and what distinguaishes them from cach other
primarndy is the finalis. The attitude of the theorists was that a single piece
remained throughout in a single mode; yet from Josquin anward, many com-
posers made use of imternal modal change. Another deviation between theory
and practice could be found in the “secret” chromaticism, which went far
beyond the accepted use of ficta to create cadential badf sieps. Togethes, these
tendencies began to escape from the theoretical imits of the modal system
and move in the direction of major-minor 1onality. Finally, there is evidence
that the use of lonian and Acolian predate their formal imtroduction into
Glareanus’ modal system.' Since lonian and Aeclian are actaally approxi-
mations of majoe and natural minoe* Glareanus’ attempe 10 integrate them
into the old approach was foredoomed, as the fact that has ateempt was short-
lived testifies.

We see, then, that after the 11th-century codification of the modal system,
maodality beld sway for several handred years. It was followed by a two-
century period, starting <. 1500, during which modality became peogressive-
ly weakened as major-minor tomality grew more pervasive, In spite of
Glareanus” attempe w0 incorporate major and minor into the modal frame of
reflerence, the whole enterprise was dropped and major-minor tosality sup-
planted modality.

A simillar sort of transitional period, although telescoped, took place in the
latter part of the 19th century and the early 20eh, 23 chromsaticism became
increasingly pervasive. Finally, Schoenberg drew “the logical conchusion™
and, making a virtue out of what seemed 10 him o be necessity, wrote music
without a tomal center. As Corelli’s music in the 16805 marks 2 watershed in
the evolution of tonality, so has Schoenberg’s Opus 11 (198} come to be
regarded as a turming point in the history of the beeakup of major-mimor
woality—the poiat at which composers began 1 recogncee the need to re
thank tonal relations.

In fundamental ways tonality and asonality are in opposition. Although
this is inherent in their very namses and @ widely accepted, it s usefild 1o spell
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out same of the ways. Tooality operated within the confines of a recognizable
set of intermal dynamics, which applied in all pieces; in atonal music there
wis 50 such comsistency, When serialism was invented, the generation of a
wnique row for each piece led 10 a situation in which the picoe developed its
own imternal dynamacs, applicable 10 that plece alone, The audsence, which
had been able o listen 1o tonal music mot caly in the present, but retrospec-
tively and peospectively as well, bad 1o give up its ability w predict. The
musical sniverse of cach pacoe had to be imvented anew. In addition, while
tonality was able 10 cosstroct & musical architecture based upon modulas
tios, atonality relied upon symthetic devices, such as the row, with its [, R,
and RI forms. (Prioe to the adoption of these, Schoenberg had found it im-
possible 1o ereate atonal pioces lasting more than a few minwtes, unless they
were settings of a text.) Finally, while tonality implies stability (a dynamic
stability, but stability nonctheless), atonality implics imstabalicy, This insta-
bility manifests itself not when one stadies the masic with the cye but when
ome listens with the car, This 1 due 1o the listener’s imability o follow the row
theough its vanious permutations, while they arc readily accessibile to the eye;
thus, the perceived lack of prediclability. And o the norm is a negative one,
mamely the absence of tonality, the dialectic of temsion and relaxation amosg
pitches is missing. With its ahsence, music cannot achieve inevitabalicy. And
without this, stability cannot be attained.

These three constructs—modslity, tonality, and asonality —embaody three
distinct attitudes toward tomal relations, They parallel to a great cxsent the
three perspectives theough which we in the Western woeld have uadersiood
cosmology. In pliysics these three appeoaches have been associated with their
leading propoacnes: Prolemy, Newton, and Eimsiein. Let us explore these
beicthy

Clandius Prolemy (2nd cemtury AD.), the same Prolemyy whose writings
so infloenced modieval musical theory, also developed a comception which
dominated astronomy wntil the Renaissance. 1t was based on the apparestly
common-sense sdea that the earth is the center of the sniverse and all other
heavenly bodies circle around it.” Prolemy's Almagest (¢, 150 A D) was trans-
lated inso Latin during the latter part of the | 2th cenvary and it dominated
European thinking, although it came under increasisg scrutiny, umsl New.
ton's Priscipia (1687) superseded it.

The first major challenge 10 the Prolemaic system came from Nicolaus
Copernicus (1473-1543), who alfrmed that exch sort of matter has 2 dis-
tinct pall which bewngs it toward the cemter of its parent body. He aluo postu-
lated that the earth went around the sun, rather than the other way. By and
large, his idexs were ignored umtil Johann Kepler (1571-1650) expoused
them in 1596, joined shortly thereafter by Galileo Galiles {1564-1642), Bat it
was not until Isaac Newton (1642-1727) that the new onentation was codi-
fied in & way which withstood srgument,

During the persod betweoen Copernicus and Newton there was increasing
scrutiny of the heavens. This close observation, coupled with astronomers’
greaver ease im secing the heavenly bedies through the use of more and more
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sophisticated telescopes, emabled them to predict with great accuracy such
phencenena as eclipses. Since their findings did not tally with the Prolemase
schema, scientisty were foeced 1o come up with the notion of epicydies—
modifications of the circular orbits, designed 10 explain, or explain away, the
dilference between Prolessaic theary and observation. But all these attempts
were imadequate. What was neoded was & new symthesis which would deal
adequately with the evidence. After Kepler and others developed the concept
of the elliptical orbit, it bocame possible for this new symthesis 1o be devised.

The Newtonsan conception held sway until the beginnang of the 20th con-
tury. By them, as in the 16th century, cbserved evidence had begua to be
perceived as inconsistent with the accepted model. One of the first distarbing
lindings came from an expersment condected by Albert Michelson (1852~
1951) and Edward Morley (1838-1923) im the 1880s. They split a light beam
in sach as way a8 10 make the beamlets go at right angles o each other
Newton and his followers had postalated an invisble ether through which
light moved. [ts presence ought 1o have caused one of the bramlets to move
more slowly than the other, resulting in & difference in the interference
patterns each generated. This did not ocour: they had travelled at the same
speed. Other dificulties also arose, centering around the Newtonian cther
James Maxwell (1831-1879) developed a “hiekd theory™ o explain certain
deceromagnetic phenomena which did not square with Newton's laws.
Such problems perplexed physicats until the twin discoveries of guantum
mechamics and relativity by Max Planck (1858-1947) and Albert Einstein
(1879-1955), respectively. The mew formulation was codified in Elsstein’s
Special Theory of Relativiey (1905),

Consider the parallels between musical and physical thought. Proenyy
provided ihe groundwork for both the cosmological and musical systemm. His
work was tramslated woto Latia in the [2th century; the codification of the
modes ok place in the | th, Pralemy’s cosmalogy came usder ateack by
Copernicus in the 16th contury; during the same years his near-contempo-
rary Josquin was writiag in an diom which at times hinted at major-mince
waality. Kepler lemt credence 1o Copernicus’ assertions around the turs of
the 17th contury; at the same time bis comtemporaries the English madnigal-
ists were composing music which often seemed sonal rather than modal. As
the Prolemaic cosmological system was forced 10 adopt ad hoc approaches
(epicycles), so the modal theorists were compelled to enfarge the number of
modes from eight to 12. Newtoa's Priscipis was published in 1687; Carelli's
Opus 1 appeared in 1681, Newtonian gravstation and majoe-manor tosality
both dominated umtil the latter half of the 19th century, when cach was
weakemed. Einssein's Special Theory was published in 1905 Schoenberg's
first atooal poeces appeared i 15908,

These coincidences of date, while suggestive, are not conclusive, In order
to establish a moee meaningful connection between the successive systems ol
weal relations and the successive coamologics, we mast explore further; we
must seck for similanities in their philosophical underpinnings. Looking at
major-minor tonality in this way, we can see that De corresponds 1o the sun;
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the other diatonic pitches are analogous to the plancts which orbit the sun
and are atracted 10 it directly; and the chromatic pitches stand in the same
refationship to De that the moons of the vanious plasets do to the sun,

These similantics also obtain in the refationship between the Prolemaic
cosmology amd the modal system, and between Emnsteinsan celatvity and
atomality. Prodemy’s universe s directly analogous o modal theory, Since
acodentaly, excepe foe B-flar, are unrecognized theoretacally, the Latter deals
with a limited amount of pitch material. This pitch material is also limited in
range, both in termn of the ambitus of a single mode and (s terms of the 1ol
number of pitches available in all modes. This “limited universe™ is akin to
the Prolemxic conception.

We must admit the lack of correspandence between modal theory and
peactice. How are we to deal with the discrepancies between them? For one
thang, the workl-view of the time was based upon deductive rather than in-
ductive reasoming. This scholastic mentality saw no need %o square theory
with practice; indeed, it often made no attempe 10 compare (he two, The
exhaustive medicval discussion of the monochord—an unused, nonmusical
instrument—i bul cme example of the theorists” frequent lack of concern
with musical practice. Furthermore, the difference between the vivaaty of
the peactice and the constraines embodied in the theory can be accounted for
in part by the composers” understandable preoccupation with real music,
which takes the form of real sounds in a real world. There is reason 10 believe
that folk mussc of the Middle Ages and the Renaissance was often in majoe-
misor tonality. But since the guardians of “high culture™ did not prize this
music—indecd, they ofien condemaed —maonst of it has been loat, Among
the few examples preserved (such as the Cherry Tree Carel and Swwer i o
In) we find many that are tonal rather than modal.” Composers making use
of tonality were thus writing music stylistically related to that of the lower
classes’—a profoundly subversive enterprise!

Let us turm mow o the dedline of wnality. The standard explanation for
the phencenenon has 1o do with the increasing encroschments of chromati-
cism which eventaally became powerful enough o Gast wosality aside. This is
similar to the situation in which dassical physics found itsel. As more and
more inexplicable evidence came 10 light, it became increasngly mecessary 1o
wchwuphmchmphmmnamawbollymm The new way in masic
was atomality; the new way in physics was relativity. The indetermanacy
principle, articulated by Werner Hessenbery (1901-1976) in 1927, ssseris
the essential inability 10 know the momentam and the position of a sub-
atomic particle at the same time. It is based upon the realization that the
observer’s attempt o calculate either the momentum or the position acts
upon the particle saelf, thus preventing the second calculation from being
made, This corresponds closely with the atonal componer’s viewposnt that
cach pitch is an isolate and has no dentity beyond itself, except as defined
by the composer, in 2 tone row of his or her own creation which is unique
for cach piece. But the human mind strives for structare. The concerss in
muasic and mechanics over the last 50 years can be soen as attompts to come
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to terms with the abandoaments of major-minor tonality and Newtonian
mechanics through the search for mew symtheses.

The histories of both coamology and music, then, are characierized by
alternations of periods of stability of orientation and periods of radical
change of the fundamental concepns. Near the ends of the stable cpochs
the obd approaches become imadequate, causing mew ones 1o be sought. As
we have soen, there is a rusning historical parallelism between music and
mechanics. While this observation still falls shoet of formal proof that they
spring from cosmmon causations, it should be regasded as more than merely
suggestive. In order for w8 to accept the thesis as proven, these must be
documentary evidence. Although there may be no such evidence, the thesis s
convimcing” The parallel developments im these two areas of human though
apparently derive from a common causation that resides in our hastory. The
rest of this paper shall explore this thesis,

Both music and mechanics are creatsans of the human mind. In the cen.
turics-old debate about the origins of thought, ome viewpoint asserts that
seas lead independent “lives of thear owa'™'; anceher artivade holds that owr
braans are matersal objects and that we receive osr thoughts and mental sets
from the outside world. These rwo perspectives ought 10 be seem as comple-
mentary. Theoughout life we are bombarded by stimuli and our thought
patterny emerge from our interaction with them. On the other hand, some of
these stimali come 10 us as the ideas of others. As | seek historical causation,
my perspective is based upon this complementary view of the isteraction of
the material and intellectual realms,

The feodaliam which domenated durisg the Middle Ages was predicased
oe a pyramad, with the nobility on top and the serfs at the bottom; in be-
tween were such groups as artisans and merchants, The medieval Church
provided ideological support foe this socsal arrangement; and it too, had its
hicrarchy on carth (with its Pope, cardimals, bishops, priests, and laymen)
and in heaven (with its God, angels, archasgels, and saints). It is well known
that the Church attacked Galileo for his support of Copernicus’ heliocentric
theory and forced his recantation. This is understandable: if the earth is a
mere savellice of the sun and the sun s only one of many stars, the figure of
Josus can become dimimished in ssgnificance, Why should the Soa of God
waste His time lving and dyieg in such an insignificant place? And of the
central figure of Christianity can be diminished in stature, what docs this do
to the seatus of Ha relighon? Galileo™s affir manion of helsocesiriam cast douba
upon some of Catholicism’s tenets, But those very tencts provided an sdeo-
logical justification for fewdalism. Therefore, his assertion was profoundly
unsettling —both foe the Chureh and for the social oeder. These threars 1o
the stalus quo occurred at the same tame that capitalissn was arsing. As
R. H. Tawney (1880-1962) has said, Catholicism was a frudal religion and
Protestantism a capitalist ome.” One sees, then, that the Prodemaic cosmed-
ogy was appropriste for Catholiciam and feadalivm, and that a threat w i
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The religaous music of the time was another support of the church, and
therefore, of feudalism. Part of the essence of thas masic was its argamization
into the “Church modes.™ Their replacement by majoc-mimor tonality was
the musical oquivalemt of the ssbstitution of the Newtonian foe the Prolemaic
world-view and, in its sphere, oqually threatening to the feudal social order.

On another level, the developments in astronomy during the Renalssance
reflected the needs of the merchants. Mercantilism depended upon trade,
which required explocation, in turn relyisg upoa the skills of the mapesaker.
Magps bad to be accurate, or clse the explorers and their crews faced death,
and their employers, great material kas. No ose could afford o rely upon
pecsumption; verification and predictability were necessary. These sciemtafic
attitudes few in the face of Church doctrine, which was based o the accep-
tance of received wisdom, [t was for good reascn that the Church perceived
the scientific approach as a threatening ome.

The previous music was based upon the old, Church-deminated mental
set. Almost all of it imvolved the setting of Latim toxts— Mass, motets,
hymas. Latin, the eternal, unchangeable language, expressed the ideology of
Catholicism, and its employment in music constituted a musical salate 10
Church orthodoxy. The new music-—the music of tonality—tended to create
an archatecture whach did not rely upon wards, The concereos, an outgrowth
of mercantile Venice and other Italian trading centers, are a reflection of the
new secular arsentation. Their use of moreello foem, with its succession of
modulations, was symbolic of the overthrow of the Church modes and all foe
which they stood. When composers wroee music with a text, as in opera, the
text was often in the vernacular, as the theologians of Protestantnm advocar
ed. And the plots of the operas were based upon the adventures of pagan
gods, not the Passion of the Christian God.

Now we turn 10 the period in which the downfall of sonality wok place.
Despite the growing importance of composers from other parts of Europe,
Germun-apeaking composers comtinued 1o dominate the musical scene in the
late 19th contury, The center of German musical culture was Vienna—the
home of the Viennese Classicists and several leading Romantic composers,
fram Schubert to Mahler. [t was alvo the hose of Schoenberg, his disciples
Berg and Webern, and Krenek, During the half-century peice 1o Woeld War
I, Vienna was in its last moments of glory as the capital of the Austro-Hum-
ganan Empire. But under s glittering surface, that empire was crumbling.
As 1 ofien the case, the arts of the period reflected the crisis carlier than did
the headlines, One of these reflections is the chromaticism of late Romantsc
music; Freod's work on hysteria and Kafka's writings, in nearby Prague,
were othens.

On a larges level, it was not only the Asstro-Hungarian Empiére that was
tottering, but all of Exsropean society. These traumatic yeans witnessed, in
addition 1o the mass slaughter of the War, the bieth of the Soviet Umion and
threaty of revalution elsewhere, incdhuding Hungary, Munich, and Italy, and
the emergence of noe-Earopean nations such as Japan and the Usited States
as major powers. Simultancously and as a parallel manifestation, there was
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turbalence in other aspects of Ewropean oulture. Joyeran prose-poctry, ab-
stract art, and hypermodernism in chess are only three examples of the wide-
I pervasive phenomenon, The crisis of European soGety was reflected n a
multitude of artistic and celcural trends; the death of wnality was one of
these,

The philosophical revalution engemdered by relativity was another sign of
the cnsis. Bath philosophers and laymen were bewildered by the failure of
the Newtonian cosmology. It had appeared to be so beautifisd, so logical.
Relativity Jeft one with no foundations and few, incdluding the specialists,
could understand ie. But if relativity meant anything to the layman, it meant
that 2o one approach sullices to explain the world, The ethnocentrism which
dominated Europeanm thinking uatil that point could no leager be main-
tained. Ioterest in non-Western music foreshadowed the end of European
politscal domination over Africa and Asia, just 2y the relatindty of the phiys-
ical perspective foreshadowed the validity of working-class perspective as
opposed o the previously unguestioned bourgeois perspective. In view of
relatiaty, all previously settled questions had 10 be rethoughet. And this re-
orientation, which s both exhilarating and Mtemng. continues 1o doms-
mare our lives, in sclence, in politics, and in mussic.

1 have attempacd to demonstrate an this paper that the evalution of muss-
cal tonality was a process connected to another evolution—that of mechan-
ics; that both of these peocesses were parnis of ever-evolving changes in
phalasophical and social viewpoints, and that cach was refloctive of and con-
tributory %o the changes. While this is admittedly a grandiose theme for a
shoﬂpnpa. I bedieve that one must begin scemewhere, and that this essay is a
start in a profitable direction. It also soems fitting that such a beginming be
presented in a Festicknf dedicated 10 the memory of William Kimanel, since
be Bad an extremely wide-ramging mind—one which sought {and found)

comnections among music, philosophy, psychology, and ethnomasicology.

NOTES

* Botrewing cvncepts from anether sphere of havnaan exitence and apphing them o music by
analogy bs w0k restricred 10 phoysios. Tane “oodon”’ and msical “osexnure” are ewo odher examples.
Thowe extramasical meaphors are helplfal i charscsritiog as aspect of swncal reality

' Aicr citing contradiction between theory and powtace in the Middhe Ages, Donald Jay
Growt conchadies that “ihe correspondence of thoory and practice is no more exact for medicval
modal mebedios than for any other type of actusd mvesic in any perwod. ™ A Hutery of Mistere Murn,
3rd ed (New York: WW. Norson, 1580), p. 59

'As Grost pomts out, Sor inmtance, the Miss Coput of Obweche, who died in 1505, coreain
section in the lomsan mode and one portion in 1he Acolian, Op ov, p 189,

* Mince, with ity inherent instability of pitches (La, Lo, ax well s T3, T, canecn be nendered
with the seven pinches in Asodian mode

S verh circke™ I 10 be maloen Hierally, Ovbies were alleged 10 e circelar, e & Circle wis
wapponed o be porfece. In the same wary, the cedics is Phiipge de Vitry's saetric modes ind icate
riple maeter dhe perfodt meter, by Mscciatbon wil the Towminy.

' Paud Henry Lang wrices: “The oldest documenty of popalas instramental mvesc estify 1o the
vague of 3 mace-minor concepexn of tonality among Showe sisple syascians, & Lo which i« an
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oxceprion with the st e of the period. Mediewnl mvasioal schenoe was compemptuonly op-
posed 1o thene somalitien, agamnt which it ced the doctrian of the anciesis. Iy sook masy
cesturies before the learned scholars and theoreticans bowed % the nateral lmaoc of oves-
Claes aned codified, in the stuseeneh century, widespeead practices which were s old as their
chvilaathen " Muke in Wastrn Chlicaton (New Yorkh WW Noeton, 1981), p 127,

" T New Grws Dictivniry of Mask ond Musiians (Loadon: Maomifan, 1990} comams masy
discasions wpporting thin fact about folk muse. Soe, for example, vl V1, pp. I83-84, o0
Engloh folk muic; vol. V1, p. 765, on Forach; vob. VIL p. 283, cn Germaa; and vl IX, 3. 354,
o0 Nowthers Talian

¥ Gasewve Reese describes the treatise of Jobanses de Goocheo, who sepports this poiae, m the
Fellowing terms. “This treatise i usigue in W tiese, it departs froon seadiion by eophasicing
ot e windomn of antiest wrisers bt raher he comemguonry svascal soenwe o Paris. I s
unrvaled a8 2 source of Informarion on secular mresic before 100" Faerwan Classks of Mase
Liswetson (New Youk: The Liseral Ares Pross, 1957; reprine od. New York: Da Capo Prew, 1990),
P I8 Cort Sachs writes Shat “aa carly an aathority 3 Johasoes de Grocheo (¢ 1500) had
warnod his ceaders agaimt boolng foe charch modes in secular tvasic. Nem snim fer domem sogwer
dimar coniem snlperem " T The Rise of Musk s the Ancionr Wield, Koot and W6 [New Yook WW
Norwe, 1943, p. 296,

* People, after all, accept 1he universaliny of deash, in spune of the continung exiurnce of those
who have oot (yer) dwed.

" 1 Relipion end the Rise of Capetaliom (1925, paperback ed New York: Meotor, 1954), Tawney
wiites! “Toacllocoually, [modacval] religions opision endorsed 1 Bhe Sall the wistie view, which
regandod the sockal ooder as 2 hing umalierabie, w be aocepaed, non w0 be smpeoved ™ (p. 350 on
the other haad, “Calvinem nsod, in short, not caldy ke a sew doctrine of theology and poclesias-
twcal goverammene, Son for 2 new scale of moesl valees and » sow ideal of socal condua™ (p. ).
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The Sonata Design In Chopin’s Ballades
By L. Michsel Grigiel

In the 191h century, composers who contimued 1o use the waal system and
the structural dessgns of their Classical and carly Romantic predecessory
were faced with the need 10 adapt these musical orientatsons o their own
modes of expression and compositional purposes, Continual updating of as
malleable a design as the sonata-allegro can be ohserved in a multitude of
scares by the Romantics, Often this revision meant that certam of the logical
and symmetrical coanections of the pares of a sonata form that were custom-
ary in the Lute 18th centuey had 10 be sacrificnd, so that Romanticasts coulkd
express themselves individually, more subgectively and emotionally. Their
fascination with famtasy, the exploration of the anusual, the unrexl, and the
unexpected, Jeft its mark om all of the musical structures they had inherited
from the immediate past—primarily the binary and ternary forms, theme
and variations, rondo, and the sonata-allegro. OF these, the sonata form of-
fered the greatest opportunitios to wiislize most of the compositional devices
of the time and also to explore the myriad possible relationships among the-
matic ideas and key areas. Further, sonata design afloeded the most conven-
iemt opportanity of working with a large number of contrasting musical ideas
and moods.

In examining the masic of the Romantic period, one discovers repeatedly
that composers experimented with the sonata form by rearranging the var-
ous parts of the design that they could observe in works by Classical and
carly Romantic composers, and that they could also read aboat in treatises
by such writers as Card Czerny and Adolf Bernhard Marx.' The relatbomships
of the parts of the sonata form 1o cach other and to the whole constantly
underwent chasge. Such experimentation added years to the life of the weal
system, as the reordenings and combanations of vanous melodic ideas, key
areas, tempos, and moods, all of which were still tied o the drumatic siscces-
mon of events that comprise somata form, scemod linvithess and cternally fas-
cinating in the cardy decades of the 19th century.

The woata-allegro can be found as a structural basis in 3 wide range of
I%h-~century compaositions, for example, absolute pieces with the actual title
“Sonas," such as Franz Liszt’s B-minor Plaso Sonata (1852-53); program-
mati works, like the outer moverments of Hector Berlioa's Harold in fraly
(1834); and character pieces, siach as Johannes Beahms's Rhapsody in G
Miscr, Op. 79 No. 2 (1879), and Frédéric Chopin's four ballades (1831-42).
Certainky, none of these composers” sonata forms behave just like their imme-
diate prodecessors”; thes again, Schubert's forms do sot behave like Beetho-
ven's, Becthoven's like Mozart’s, nor Mozart’s like C.PE, Bachs, The
somata form results, after all, from an appeoach toward the treatment of
thematic material which perenits some balance between variety and unaty,
and this helps to explain why composers bave refashioned it so oftem, even
from one work 1o the next, depending on the expressive content of the themes
contamed therein.
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No doubt Chogin {1810-1849), master musician that he was, understood
the sonata design. His schooling and performances as a pianist, including
recitals contasning early- and middle-penod Beethoven somatas, support
such an assertion. Moreonver, Chopin's own prano soaatas have first move-
ments in a full-flodged sonata-allegro dosign, as one finds it used by Haydn
or Beethoven, replete with double bar and repeat signs at the close of 1the
exposition. Chopan's ballades, on the other band, do not announce so clearly
that they 100 are examples of socata form; yet a careful examinatson of them
reveals that indoed they are. This findang is contrary to much of the Chopin
literacure, which indicates or implies that one or even all of these pieces lack
the minkmnal requiremnents of somata form. lo the lute 19h century, the bal-
ladles were peroeived as formbess or free in design. One life-and-works stady
of Chopén dating froms 1892 asverts, in fact, that the bullades were able 10
“Nlourish in all their luxunance” because they were not encumbered by
“such fetrers as those imposed by . . . the Scaata form."" Incorrect though
this assessment may be, Chopin fares oven worse in an 15888 study whose
author contends that “in almost every woek in the lasger foems we find him
floundering lamentably,'™

This unfair picture of Chopin was turned arcund o some extent by the
eminest masicologist Hago Leichtentriet in 1922, in his Asalyee son Chogring
Kigrierwerke.! Im volume 2, Leichtentritt devotes a 41-page chapier 10 a de-
tailed sirectural analysis of the four ballades. Their comnections with sonsta-
allegro form arc described cleardy; however, be regards only the First and
Third Ballades as sonata-form compenitions. Leichtentrint's first steps seem
10 have generated litthe further advancement im the analysis of Chopin's larg-
er structures, with the notable exception of Glinther Wagner's excellent
chapter on the ballades—montly a stylistic and formal analysis of the First
Ballade—in his 1976 book on piano ballades.” Leichremtritr, Ganther Wag-
mer, Alan Walker (in The Chepin Companion), and the present writer, it would
scem, are amoag the minority who see Chopin as a master architect withia
the somata format—a manority which rejocts Alan Rawsthorne's admonition
in The Chapin Companion: “'But, of course, it would be foodish 1o regard these
poeces [the ballades| fram the poist of view of sosats movements, s spite of
certain resemblances,'™

In Chopin's four ballades (Opp. 23, 38, 47, 52), composed over a time
span of some eleven years (183185, 1856-39, 1840-41, and 1841-42, re-
spectivedy), he overbauled the sonata form o accord with his Romantic na-
ture. Each ballade is a single movement in the sonata-allegro design. They
are mot mereldy sonata-dike or quasi-sonatas; they are, in terms of the 19h
century, with #ts own set of criteria, actual sonata forms. Chogpin adjusts the
clements of the somata form to suit his own purposes. This paper ala o
examine how the composer sculpted his works wsing the flexible sonata de-
sign.” Furthermore, it attempts to demonstrate the ever-increasing agility
with which Chopin juggled the pieces of the design in moving frem the First
o the Fourth Ballade,

126



Each of Chopin's ballades possesses those features which constitute sonata
form. These indlude the following:

1. the peesentation of a first theme im the tonic key and of a second theme in
a comtrasting key during the expasition;

2. the comnection of these contrasting themes through a transitional mecha-
mism involving modulation;

5. the presence of a developmental section in whach such compositional op-
eratsons a3 modulation, fragmentation, and recombination of 1hematic
fragments ocouar;

4. a build-up of tensson during the development section, with a climactic
peak leading directly into the recapitulation;

5. a recapitulation of at least ome of the main themes from the exposition
section; and

6. a special closing section foe the movement as 2 whole, which one can
salely call a coda

To this list may be added the existence of some type of intreductory matenial
in three of the four ballades (all except No, 3),

The ballades exhibit four different ways of opesing a sonata movement,
No. 3 im A-flat major, Op. 47, begins immediately with its first theme (mm.
1-352).* Yet the regiscratson, rhythen, and harmony of the opening 8-measare
phrase—featuring a domimant pedal, Jong pauscs on final notes of sub-
phrases, and darchbrochone Arbelt- ~communicate the same kind of pensive,
non-propulsive, temtative mood that is present n the intreductions of the
other three ballades. Ballade No. 2 in F major, Op. 38, opens with a seven-
fold repetition of the dominant note, C, in the tempo, dynamic level, and
pastoral § rhythm of the ensuing first theme. Surdly this is no formal ntro-
duction but only a kind of intonatson; yet sts iambic rhythm and scheme of
repetition are significant motivic elements of the picce. Also beginming im the
main tempo of the work is the Fourth Ballade in F minoe, Op. 52, but here
ane 1 faced with a full-fledged introductary section, seven (lingering) mea-
sures long, which plays an important structural role in the movement that
follows. Such istegration of introductory remarks s the main tempo into the
organic unfolding of the sonata form is not unaquely Chopinesque; an carlier
example that speisgs 10 mind is the opening B-bar phrase of Franz Schubert's
Unfinished Symphony (1822).

In the Ballade No. | in G minor, Op. 23, there is a 7-bar, formal, common-
time, Largo introduction, separated from the frst thense (in m 8) by a dow.
bie bar. This opening passage is questionsngly rhetorical, with its arabesques
rising, twisting, pausing, and falling, and with its dissonant last chord, As in
Op. 52, Chopin's opening measurcs here are integrally reluted o the move-
ment about 1o unfold.” The introdaction’s arabesques contain intervallic and
harmonic relationships, as well as melodic shapes, that generate the themes
of the First Ballade. The opening A-flat (Ratted supertonic) arpeggiation
suggests the composition’s primary motive of the appoggiatura, 3 sepwise
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descending twoenote figure, as does the unresolved suspension with which
the istroduction ends (2 hanging E-flat in m, 7, the 9 of an unhnnhed 98
suspension over the I in m. 7). In this way Chopin presents the motives that
govern the entire piece a1 the outset of the compossthon, just as carly as, for
example, Boethoven does in a work like the first movemsent of the Pano
Sonata in D major, Op. 10 No. 3 (1797-98). Both Beethoven and Chopin,
m their reapective eras, employed the most fragmentable of melodic lines
for the same musical structure, ripe for thematic development, mamely, the
somata-allegro,

1= the expositions proper, all four ballades enfurd a lengthy first theme in
the waic key, a transition 10 a secondary key area, and a highly contrasting
theme in that new key. The G-mimor Ballade's first theme opens penvively,
with a slow melodic and harmosic thythm. As it begins to move oward a
climax, its rhythan becomes more active (mam, 24-23), chromaticism in-
creases, and a first crescendo anses, In such ways Chogan builds climaxes.
Yet, especially at this early stage of the work, he takes time o savor the
lyricssn of this (heme and imitiates an expansion of it by means of what Rey
Loogycar has termed *'tonal parenthesis."* And so one finds the Romanti-
cist perched between has own inclisation toward tuncfulsess and coloe and
the woata form's demand for momentum, Yet these arc not mutually excla-
sive. On the comtrary, the dynamic properties of the sosata form work well 1o
strap ies song-like themes of their usual reguianty, rosndedness, and closure,
though not of their beauty, thereby establishing and utilizing for dramatic
efiect the anththesis between x song’s wanting “to be' and the sonsia’s want-
ing “to become.” Ultimately, Romantic composers have the best of both
worlds: the poetry and repose of a song and the momentum and conflicr of
sonata form.,

In a sonata-form exposition of the Classic-Romantxc tradition, a first
themse can be said 10 be over when it reaches & cadence, A second theme can
be said 10 begin after a new key has been established. Then, logically, what
happens between these two events is considered the trassition or bradge sec-
tian, Heidges stress modulation, which indicates harmomic motion, and they
tend so emphasize mobality, too, for they are designed 1o instigate change,
and change is more noticeable when it occurs quickly The harmondc modu-
Ixtion may occur early, or late, o, as in the brxdges in most Clasaical reca-
pitulations, not at all; yet all the while the bridge section, or beadge theme,
an be emacting a change of mood, registration, texture, expressive content,
and/or thythmse relatianships. [n muse, in any case, move 1he piece along; M
cansot be static, Chopin’s bridge sections in the ballades, just like his devel-
apments, work out some of the potential of his themes and propel the music
forward. Where, for dramatic purposes, litle or 8o bridge i desired, Chogan
minsmizes of climinates i, ax in the Second Ballade. In this attivade, Chogun
w, again, the heir of carlier composers, like Schubert, who provides tiny
bridges in the large first movements of both his Unfinished and Great (1825~
26) Symphoeses.
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In the light of the above, the music following the cadence at me 56 in
Ballade No. | should not be regarded a comtinuation of the first theme. Rath-
er, as it serves 1o develop that theme, it ought 10 be beard as the commence-
ment of a Jong and secticmal beidge, divided o three portions: mom. 36-43,
44-55, 55-67, The first part of the bridge presents an expressive crescendo,
extended by the sccond portion, in which the appoggiatara figure is moce
Bgodly accentuated and the sempo quackens. The fisal section of the biidge,
beginming squarely on the 1onic G (note that Chopin has mot yet begun bhas
key change), achoeves a calming effect on the music and fisally a modulation
i preparation for the next theme. The domanant of the relative majos {soom
to be denied by the submediant) is reached as all wones excepe F and C
evaporate, the F and C lingering in the listener's cans during 2 3-mexsure
mterval. In this termination of the bridge section, all sense of forward drive
s crushed; as at the threshald of the first theme, the bistener expects and
awaits an important thematic event.

I the warks of Chopia, as in much other Romantic mussc, first and second
themes often comsist of & series of thematic dlements arranged &= their ouwn
recognizable design, uswally in oee of the song forms (most commonly A B
A) but possibly also as & theme and variatioss. For instance, in the openiag
movement of the Plano Quartet No. 3 in € minor, Op, 60 (1855-73), by
Johannes Brahess, the second themarie section is a ser of vanations on a
theme. Responsible for sach thematic devign, mo doubt, is the Romantic in-
clination toward lyricism and cantabile melodics. By using vaniation tech-
naque or a song form, the compaser & able to linger on a tunclial theme for a
longer time before relinquishing i o the contrasting appeal of onganic
developmens.

The Third Ballade presemts an example of the first theme iman A B A
design, in which the loog B-section behaves like an expositional bridge, w
the potat of achicving a modulation. However, the return of 1he A-section,
nearly doubled im length, reverts to, confirms, and extends the original tosic.
In his essay “Chopin and Musical Stracture: An Analytical Appeoach,”
Alan Walker explains the thematic redationship of the A-section and B-scc-
tion of the first theme." The paint added at present is that because Chopin
employs the B-section of this theme im the manner of a bridge, it later sullsces
for ham to connect the first and second themes with nothing more than a
common-tone modulation. “Bridge behavior™ has been moved from after wo
within the first theme of an exposition,

Like Op. 47, Op. 38 presents an opening theme in a song form. This tsme
the design is A A B A, but the general interrelationships among the parts of
the theme are quite similar 1o those foand in Ogp, 47, even though the expres-
sive bevel in Op, 38 5 far more restrained, 3o that the approaching second
theme (im A manor) will seem all the more starding. The formal tramsition 1o
the second theme is achieved agais in Ballade No. 2 by means of the prolon-
gation of 2 common tone, whereas the tomal relationships and connections
between the two key areas of the exposition (1 and i} are presented in detail
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during the B-section of the fisst theme (mm. 17-26). OF special interest in
Ballade No. 2 is the fact that the secondary key area is worked into the fiest
theme rather than ovolving after it (in a beidge), for the composition will
ultimately become possessed by and terminate in this mediam key. It is be
lieved from a comemnent made by Robert Schumana that Chopen changed his
mind about the ultimate tonic of this ballade (from F major to A minor).”

The structure of the Fourth Ballade is complicated by the use of a theme-
and-variations approach in the presemation of the opening melody, both in
the expesstion and in the reprise, As in the Secosd Ballade, the first theme of
Op. 52isim A A B A form, and again the B-section behaves like a bridge, this
time the key chasge asrving quickly and exsily on account of the burmonic
constroction of the A-theme, However, for the first time in the ballades, Cho-
pén adds to this ternary formas the element of avording a final cadence (at m.
71} and compling that evasion with an exciting, dimactic passage which
achieves the various functions of an expositional bridge, including thar of
modulating to a sew key. Thus, Chopin provides two bridge areas within the
exposition of the Fourth Ballade: the B-section of the ternary form (mm. 37~
57), whose final Assection is demied harmonic closure, and that final A-sec-
tion, itself, whose expansson drives the masic redentlessly toward its second
theme (at m. 84).

The dynamic continuity at the disruption of the final A-scction (in mm,
7072} prevents the lissener from hearing one stroctural event as ending and
another as beginming, The notion that the first theme has concluded and a
beidge bas simultanecusly begum at m. 71 or m. 72, or at any other specific
point, would seem arbitrary. Rather, it appearns maore reasonable to regard the
bridge section as starting at m. 58 with the varied return of the A-section,
whence it pushes forward, uaimerrupeedly, until reaching the major sub-
dominxnt key of B-flat major for the emergence of the second theme, There-
fore, the return of the A-theme functions not only as the ending of the AAB
A song form. Because it sever reaches harmonic chosure, it alwo serves as the
commencoment of the bodge. A phenomenom such as this might best be
called “structaral overlapping™ and it s common in Romantic music. In the
same way that one phrase may begin at the precise msoment when another
ends by means of harmomic elision, one strectural unit may start just as
(“clision™} or even before (Moverlapping™) amother ends. Musical events
overlap quite maturally. A beidge can be beginaning while oe befoee & fiest
theme finishes; & development may be at work even before an exposition is
termumated.” When harmomic closure is denied to a theme, the listener may
be at a loss 1o pinpoént the exact mament at which that theme changes gears
and becomses transformed transitional or developmental music. [n dealing
with Romantic somata form, one must enlarge one's notions of piver and
clision w0 include more than parely harmosic events: there are structural
pivots and elisions, 1o, Harmosic and structural elaions alike, in the music
of such composcrs as Chopin, Berlioz, and Lisxt, paved the way toward the
establishment of the unending flow of non-cadencing music that s now most
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often associated with the name of Richard Wagner Keeping n mind the
Romantic penchant for the avoidance of cadence, one becomes semsitive to
the wrong-headedmess mn trying 10 define cach strectural snit of a Romantic
sonata in a moso funciosal manser. The structural overlappings in the
Fourth Ballade cover the seams of its sonata form quite thoeoughly. The
forces of the bridge section engull the lyrical A-theme, and it s really those
focces that prevent the theme from cadencing,

Turning vo the second themes in the ballades, one discovers that all fowr
are distinaly different medodies fram the first themes, even if motinvic coanecs
tions are strong, The secomd themes are in the keys of the submediant, me-
diant, major submediant, and major subdominast, respectively. Chopin's
motion from F major to A minor i Ballade No. 2 & the same as, say Schu-
bert’s move from C major 1o E mimor in the fint movement of the Great
Symphony. And Chopin's medulation from A-flat major 10 F magor in No. 3
represents the same move as, for mstance, Beethoven's n the recapitulation
of the first movement of the “Waldstein'" Sonata (1805-04), where C major
moves o A magor, Again, in the treatment of the second theme, the Fourth
Ballade breaks more with tradition than its predecessors by moving from F
menor to Bflar major. Pechaps for this reason, this second theme is prefaced
by fowr measures (mm. 50-84) that define and confirm the untraditional,
umexpected secomd key arca”

In the First and Fourth Ballades the second theme is a luirly shory, expees-
sive, and lyrical passage providing a serene respomse to the more plaintive
first theme. In cach an 8-bar theme is repeated with barmonic variation.
IDistissct from these shart themes, the second theme of the Third Ballade (in
the major submediant) has its own A B A form. The three portions of this
sccond themne relate o one another very much as the three portions of this
ballade’s first theme did. That is, the Busection (at m. 65) is loog, complex,
sectional, elimactic, and modulatory. It stresses F minoe, the parallel minoe
of the sccond theme, in which it ends firmly. As in the fint theme, Chopin
negaies the newly-reached key i order to return 1o his Avidea.

The most dramatic change from first o second theme occurs in the Second
Ballade. The " Presto com fuoco™ in the mediant A minor is a stormy, impas-
sioned antithests 10 the pastoeal Famajor theme that preceded ™ In this work,
which omits a devalopmental bridge section, the sccond theme iy the area
that generates the first emotional climax before the music regains its compo-
sure and—an the mstance—serenity.

When the tempest subsides, the original key of the first theme, F major, s
restored, The listener most likely feels that the fimal A-sectiom of an A B A
compaosition has been reached, as in a nocturne. However, afier six measures,
the pastoral theme i cut off by rests and & fermata (m, 87). An ellipsis
climinates most of the themne, which resames (in m. 88) with sts closing por-
tioe. However, the awaited tonic cadence is thwarted, and Chopin begins a
harmonically restless developmental treatment of the first theme. Intne
gonghy, a passage which at first appeared 10 be the final part of a large
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termary form (F major-A minor-F majoe) is overtaken by the development
section of a sonata-allegro movemnent. What really occurs at m. 88 i the
intrusion upon a reprise of a first themse by a development. In facy, this devel-
opmnent separates the rocapitulation of the first theme from that of the second
thepse {ar m. 140).

What Bappens in the other ballades afier the second theme concludes” In
the First, there is a dosing theme im the same key as the second theme, the
submediant E-fat majoe, and it is patterned motivically after the first theme.
When this idea concludes (m, 90), there s a 4-bar transition so the develop-
ment section, during which the rhythmic and harmonic stability of the sec-
ond and chosing themes evaporates. The composer settles on the remonedy
refated key of A minor for the start of the deve

I the Fourth Ballade the second themse in B-flac major is followed by what
sounds like a closing theme in its relative minoe (m. 100), Howeves, when
this new sdca is repeated a wholestone higher and them a motivically-related
passage begins o tonicize various key arcas, one understasnds that the work's
development section has commenced. A would-be dosing theme has served
0 bring is the development. Thas section reaches ies dimax in the Ballade's
relative major key, A-flat (m. 125), with a transformation of the B-scction of
the first theme. This passage, dealing as it does with the reiteration of a note
and a stepwise descent, beisgs 1o fruition the promase of the Fourth Ballade's
scven measures of introduction, Astoundingly, that very introduction roturns
at the apparent conchusion of the development section (at m. 129) 1 mark
the beginming of the recapatulation, albeit only a thematic reprise at this
point. As the thematic events of the opening of the compasition start to recur,
& cadenza on the final choed of the recapitulated introdection brings the
short but imtense development section 10 a trec conclesion,

The recapitulation of the first theme begins in the mext measare (m. 135),
bt there is as yot mo returm of the tonic key, sinoe the effects of developenent
still seem o be present. This is indacated also by the canceic imitative nature
of this mew variation of the first theme, Dramatically, in the Fourth Ballade
developmental forces pash their way into both the exposition, whore a clos-
ing theme is cut off, and into the recapiiulation, where harmonic ambiguity
and contrapuntal isricacy govern the return of the fiese theme. 1o this way,
expasition, development, and recapatulatson follow one another excoedingly
smoothly; the formerly disparate sections of sonata form begin to coalesce in
Op. 52

Ballade No. 3 reinforces this notion of coalecence. When the socond
theme ends (at m. 115), the same common tone, C, that linked the first and
second themes carlier reverses the tomal direction back w the wonic, A-flat,
and a1 that point the developasent begins, However, the mew theme ane hears
at this poant serves also as a closing sdea for the exposition. As in the Fourth
Ballade, however, this apparent closing idea is so expanded that it mast be
redefined as the beginning of the development section.

The development of the Thisd Ballade is loeg and multi-sectional. 1t con-
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tains a glittoring passage in sixteeath notes (at m. 124), the fragmentation of
ihetmes, a resatement of the Awsection of the second theme, now i the tonic
Aflat (m. 144), and of its B-section, here i C-sharp nsinor, the enharmonic
misor subdominast (m. 157). Becoming extremely intense, this minor-mode
section leads 10 a climactic ontburst (m. 173), and five measures lacer a
soquential descent unravels the melodic and tonal integrity of this theme,
which is thus squelched in midstream. A cacsura follows (m. 185).

One's expectations are raised for a recapitulation at this point. The devel-
opment has reached a tense climax calling for & strong response. And, in a
sense, Chopin provides a feeling of recapitulation in the following moments.
He tcdescopes medodic reprises of the fiest and second themes by alternating
essential fragments of them, in reverse order (second theme at m. 183, first
theme at m, 189). This sense of reseatement and summation notwithswand-
ing, the abwence of the tonsc key and, cven more, the failure of any given key
10 take hold of and govern this modulatory music weakens the notion of
recagatulation here, Only with the setting in motion of an 8-bar dominast
pedal (im m. 205) does Chopin prepare for the tonal recapitalation, which
arrives at m. 213 As in many an older sonata-form movement, the dominam
preparation for the rocapitulation creates the fnal great teasion of the devel-
opment section, tension which is at last relieved by the return of the opening
theme im the tonic key, As in the Faminor Ballade, then, the recapitulation
arrives in stages: first there is melodic reprise and soon thereafter comes the
revarn of the tonic key applied 1o the first theme.

In the manner of Franz Liszt, Chopin transforms his first theme in the
recapétulation. The hesitancy and mystery of the opening eight measures are
gooe, and in their place is & passbanate, Sowing, richly-textured sumsation
of the theme, The incxorable intensity and confirmation of the tonic at this
paint (m. 213) give this recapitulation the aura of a coda, just as the last
section of the development possessed the awra of a recapstulation, When the
apotheosis of the first theme ends in m. 231, the thematic idea which had
earlier chened the exposition and initiated the development now serves both
to complete the recapitulation and to serve as a full-fledged coda,

The development section of the First Ballade moves from a mysterious and
troubled versson of the fint theme an the manor supertonic (A menor) (o &
climactic transformation of the second thome, now in A major (m. 106).
Such transformatsons of thematic character im Chopin (as witnessed also in
the Third and Fourth Ballades) represent one of his greatest achievements.
As in the Third Ballade, there is also, later in the development of the Fine, a
glittering animated, scherzands section (at m. 138), in which Chogin further
develops the motives that govern the plece, especially the melodic twist first
beard in m. 3 of the mtroduction (notes |-5 of m, 3 = notes 7-11 in the
right-hand part of m. 138). Virtwosity prevails in this development section,
uhmmndwelapwudmu-&mnmmmuhtbc
Sweeping arpeggiation and scales peepare Sor the return of the second wme

in its oniginal key (E-8at major). Thus the reprise begins,
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Reverse recapetulation, that i, the restating of the second theme before the
first, is ot uncommon in the Romanic era, i general, noe in Chogun, in
parvicular” In Op. 23 the first theme in G minor is presented after the sec-
ond; again, the Brat theme is troubled and mysterions, just as it was at the
beginming of the development. In the reprise, this section is even marked
“Meno ewsso.' Another instance of structural elisiom is at hand, for this
recapitulation of the fint theme may be regarded amultancously as the first
phase of the coda of this ballade. The main part of the coda, marked “Presto
con fixoco,” is a vehement assertson of the 1onsce G minoe. Rhapsodic rhesori-
cal gestures in the cpilogue-like final 15 measures, referring back 1o the ques-
tiosing arabesques of the introduction, being Op. 23 wo a conclusica.

In the reprise of the Fourth Ballade, the canonse vanation is followed by a
highly embellished vanation, demonstrating Chopin's genius in melodic and
rhythmic coloration. Unwilling o relinguish the momentums reached here
(m. 162), Chopim bridges this ormamental variation directly to the second
theme, now in the submediant key, D-far majoe (m. 169). However, as in
previous instances, Chopin demies this theme its fimal cadence in the reprise
and draws it, instead, in1o a volcanic dimax, taking the composition back o
its sonic key of F minor for the relentiessly passiosate coda that ends this
work.

In the development section of the Second Ballade, the composer realizes
the motivic potential of both thenses from the expositiom, The contrary mo-
tiom of the hands, featared in the sccond theme, s brought back bere in
octave passages whach accentuate dimsinished-seventh chords (at m. 107),
also stressed earlier in the second theme. The climactic fortissimo chords of
mm. 11114 and mm. 136-39 are derived motivically from melodic frag-
memts in mm, 4-5, Such music, which s furthermoee in tomal flux, since at
beast six keys (D-flat, G-flar, E, C, and F major, and G mimor) are strongly
wnicized in the space of 45 measares, surely merits the designation “devel
opment” of a sonata-form movement,

As in the Ballades in G mimor and A-flat major, the emotional peak of the
developenent section of the Femajoe Ballade is met by the recapitulation—in
this case, the continsation of an interrupted recapitulation. Also, as i Op.
52, the recapitulated theme's original tonic is achieved only after several
measures, At m. 136 Chopin, avoiding harmonic closure for the second
theme, bogins his preparation for the coda with further developement featur-
ing a long domimant pedal, around which there Gireles a motive from sam. 3
4 of the first theme. As in Op. 47, there is a coalescence of first- and second-
theme clemsents 10 thas transition 10 the coda.

Ome finds, them, that in the Second Ballade the recapitulation of the first
theme commences immediately after the conclusion of the exposition; that
this repeise is interrupted by a development section; and that the recapitula-
ton resumes with the secoed theme after the development. The first theme,
having beon somewhat stranded before the developoent, does, however, have
the final say in this péece, for the fary of the coda ends eight measures before
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the close of the work, at which point the first theme, prefaced by the reiterat-
ed 1ones of man, 1-2, brings 1he Second Ballade to it fimal cadence,

In summation, Chopin updated the sonata-allegro form in the four bals
lades. Three of the works have same sort of introductory comments, and all
four have expositions with at beast two very important thematic ideas in
contrasting keys. They all possess 2 development section which lacks none of
the subtiety, techmical skill, or expressive vaniety of a master masical archi-
tect. Furthermore, cach ballade recapitulates one or both of the exposition’s
main themes as well as one or both of its mam keys. They all end with a coda
replete with vietuosity and excitement. Song-form themes prevadl in these
works, allowing for relaxed hricisen and much tonal and thematic contrast,
Overlapping of structaral units, brought on customarily by the demial of har-
monic chosure for & given theme, conceals the divisions of the form and peo-
pels it forward.

Comparing the four ballades, one finds, in movisg from Op. 23 o Op. 52,
that they become increasingly remote from the sonata designs of Chopin's
predecessors. The First Ballade is the most straightforward, having first,
bridge, second, and third themes in the expasition, fllowed by a develop-
ment, a reverse recapetsdation, and a coda. In No. 2, two themes are
ed, and then a development section splits apart the reprise of the first theme
fromn that of the second. In the Third Ballade we find the foroes of the devel-
opment pushing their way isto both the exposition and the recapitulation
areas, as the scams of the sonata form become more veiled than before. And
Ballade No. 4 not only does all this but also camouflages its sonata design by
SUPCTVMPOsInG 3 varation treatment on ity masn theme,

Lamentably, the subject of somata design in the music of Chopén and other
Romantic composers has not been treated adequately in the musicological
literature. This cssay merely begins to scratch the surface. It is boped, how-
ever, that same questions about the ballades have been dlarified and that a
helpful approach to understanding such musical structures—on their own
terms——has been suggested.
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Aspects of the Creative Process in Music
By Sawl Nevack

Music & a phenomenon mvebving both the ear and the mind. The simplest
mclody heard by a young child can be stored in his or her memory and
reproduced almost at will. The adult has the capacity 10 recognize large,
complex musical works and stybes. Trained musicians idem iy rechnical de-
tails such as istervals, rhythmac patterns, or coatrapuntal and harmonic
characteristics. They can Jook at a musical score and, depending both on
their musscal background and 1he score’s complexity, realize in thelr mind
the nature of the sounds as though they were in the process of heariag the
work. Beethoven is the noblest example of inner-car creativiey.

Lay people cannot use words 10 describe what they hear Most likely,
they are able 10 articulate their impressions of a musical work, they will be
talking about themselves. The difficultics are farther increased because mu-
Abe is & time-are. 1t i bard, even for the trained ear, 1o grasp and integrate the
unfolding events in a composition because of the time factor. Every moment
has mecaming not in itself bat in its immediate context which, in turn, can be
understood caly by ies relatsonship 1o the whole. Just as mathematicans
must use symbals 10 comvey their concepty and meanangs, muscans must
use notes, the symbols of pitches and thewr durational values, 10 discuss ci-
ther their own Meas o their aralytical consments om & musical work. Words
are necossary, it is true, but their use primarily is to comnect, clarify and
embellish what already has been expressed in musacal notation.

The car-mind and mind -car connections are complex. The creative pro-
cexs involves both in varying degroes, Only on the basis of the cvidence of a
composer’s outpat can we begin to formulate any valid judgment about the
roles of ench or the order im which they functioned. There are numerous
examples in the creative experience of the composer in which formulation of
a musical concept in the mind 1ok place before the ear became involved,

In the largest sense composers choose their procedure in advance. The
form, or genee, i selocted by them, The choter superimpases both general
procedures and details, determining, for example, the nature of the compos-
or’s initial themartic material. The effect of the choice is obwious. The imitial
theme of a fugoe s radically different from that of a first movement of a
sonxta of a comeerto, Likewise, medium is important: Haydn's opening msasn
themes im the first movements of his keyboard sonatas differ raclically from
the correspomding themes of his string quartets, and even further from the
opening themes in his symphonics.

Histoeically, abstract form icsell stemmed primarily from two sources
which lay ostside the realm of pure music—poetry and dance, The poctic
forms of the trouvéres provided musicians of the 13th century with specific
types of texrual and foemal repetitions, and out of such concepts were born
the first musical genres——rondeau, ballade, and vieela. The mosophonkc
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versions of these as well as of other forms became the models for subsequent
polyphonic realizations, the so-called “foemes fxes.” The lualian trcesto
composers found their own poetic forms for musical realization. Much cardi-
e1, text repetitions in Gregoeian chant were translated into musical repeti-
tions such as the three-fold Kyrie eletson— Chrirde eleisan— Kyrie eleisem, or the
symmetrical Iatroit—psalm verse—Intro@t, or the hymas. In dance, the
consequence of people’s biped structure was the concept of paired accents,
resulting im balanced groups of pattarns and thar reiterations. Again, the
1 5th-century dances reveal clarity of form, projected with regularity of time,
and with grouped rhythmic patterns reflecting plysical motion. The fixed
metrical ordening of poetry and its frequent pairing through rhyme some-
timses were combined with the repetitive shapiag inherest in the dance-for
example, the romdeaw as a song-<dance with a refrain, or the later 16¢h-cen-
tury Italian balletio with its charactenstic “fa-lada™ refrain, so apdy and
succesdully adopted by Thomsas Maorley and his Elizabethan colleagues.

The medieval isorhythmic motet is an achicvement of a different but most
extracedinary character. Here, in one voice, the tenor usually, a fragment of a
chant melody, peobably performed instrumentally, is stated in long extended
tomes while the upper voices move more rapidly. The tenos fragment s itself
broken imto units, each one stated in a repeating rhythmic pattern, and the
individaal tones are of such length that the ear would find 5t most difficalt 1o
identify the units and the patterns while the other parts are in motion. Fur-
ther, when the entire melody » repeated, the rbytheic and melodic group-
ings do not necosanly cotncide as in the preceding statement, Such
manipulation of feles and codor most likely was mot intended for the listemer. It
was 2 speculatnve and absiract advesture of the mand.

The Ronaissance view of ordered onganazation is best exempliied by the
cantus-forous Mass. Before any motation ook place the composer knew which
melody, secular or sacred, would serve as the constructive basis for the entire
Oxdinary. Most frequently, the imdividual sections, begimning with the Kyrie,
contained at least one complete statement of the priss fotes melody, geserally
in Jong extended tones, and often confined 10 one voice, the tenor, These
melodies sometines were projected through vanous types of canoss and oth-
or spectacular artifices.

Perhaps the most overwhelming examples of mind.oriented art are o be
found in the lute compositions of Johans Sebastian Bach. Four assounding
works represent what may be the pinnacke of musical thought commencing in
the mind and realized in the car. They are: (1) the Canonic Vanations on the
chorale-melody Fooe Hivve! Boch; (2) Die Kawt der Fage, (3) the Arka with 30
Variations (“Goldberg™); and (4) Macikalischer Opfer. These works are 1o
wrll known to require description. Particularly arresting in the Goldberg Faris
ations i the oeder of canons in every thard vanation at successive intervals,
commencing at the unison {Vanation 3) and proceeding to the tenth (Vars-
atios 30), maintaining in cach of these vanations the canca of two of the
woices while adbering faithfully to the vanation principle. In Mankalisches
Opfer the puzzle canons onghe “royal theme™ defy the imagination. Each one
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is conceived with a different artifice such as mirroe, imversion, contrary mo-
tion, perpetuum, and angmentation, It is impossible for the car to recognize
the unfolding of these canoas undess the mind has been instructed through a
study of the score. The complexity noswithstanding, the work is absorbed by
the ear within the sormal context of Bach's contrapuntal-barmonic style.
The opeming and closing ricercan for three and six voices, respectively, and
the internal trio sonata, all based on the same “royal theme,” intenady the
mosumental character of this work as a representation of the superimposi-
tion of a conceptual framework onto a musical composition.

The sources of ideas external 1o music itself are numerous and have had
conssderable influence on the course of creative comnception. The composer
may be dealing with hybrid genres that demand concurrent paraliel consad-
crations. Attention already has been imvited 1o the fundamental and relative-
ly simple effects of poctry and dance oo musical order. More complex
rclationships occur through the antistic extensions and developments of each
of these. The development of dance into the realm of ballet requires the con-
sideration of the visual representation. On the one hand, the choreographer
may take an existing musical work and use it xx the wemplare for formal or
paychological representation, tramslating musical motivic gesture into phys-
ical gesture. This procedure does not concern us. On the other hand, and
moee germane 1o musical creativity, is the creation of & musical work psitable
for representing ideas that arc essentially expressed through physical ges-
ture. Thus Stravissky's Le Secre ds printemps, & landmark in 20ch-century me-
sic, cannot be divorced from the imitial purpose for which it was istended. By
referring to this work as both “architectonic and anecdotal,” Stravinsky
characterized ity dual nature. It has the capacity 10 exist both on s own
internal, musical terms as a work of art independent of its source and as a
representation of an acsthetic world extermal 1o the puredy mvusical utterance.
The bold concepts of dissonance progected in irregudar rhythmic forms and
patterns, combined with radically mew contra-Romantic orchestral sonon-
ties, would never have been Created without the chorengraphic theme repre-
seRting a primativistic rive.

Opera & a more complex lusion of visual, dramatic and musical forces.
The emphasis given o cach of these components, as well as their celative
balances and imbalances, have varied in music history. There was abways,
however, an external viewpoint assumed by coenposers before beginning 1o
wrste the music. They aither adhered to the stylmtse norm of thar tame, oe
they modified it to suit thair views, or they rebelled, eventually evolving a
completely different style. The choice of a libretro, its subject matter, style
and structure were essential prerequisites, Calzabigi and Gluck, Lorenzo da
Ponte and Mazart, Bosto and Verdi—all exemplify differemt relationshaps
and articulation. Hamdel, the greatest master of Neapolitan opera style,
knew that cach aria would demand the representation of & dafferent emotion,
and be proceeded 10 set 10 music a libretto already desagned o serve the
doctrine of affections. The result was a series of affects—arnias of love, hate,
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revenge, unrequited love, suspacion, mourning, and so om. In the actgal com-
position, howeves, the unfolding of the melody, the harmonic and contrapuns
tal realizations and ther intsmate relationsbips 1o tonal structure and foem
all had 1o follow musical dictates and principles. But the creator's mind was
compelled 10 fusction simultancously 10 meet the roquirement of the “affect”
both as a matter of style and of convention. The Bnale of Ace 1 in Mozart's
Dyn Grocenes is & magrificent musical realization of a dramatic idea. Mazart
uscs therein three instrumental groups, cach one performing its own music
for dance in an indivadual and different mseter and rhythm. The three sepa-
rate rhythmic-metric dances perojected simultancously correspond 10 three
different character groups. Here again it is the imernal musical structure
that holds 1egether the external conditions of the drama.

The delincation of the internal and external forces is again cearly seen
such a work as Verdi's Ovells, i which the librectise, Boito, while remaining
reasonably Githful 10 Shakespeare, altered the drama 8o make it repeesenta-
ble through music. Thus, for example, the original lago, man of intellect who
carefully weighs human foibles, i transformed into the personification of
ovil, lago's “Credo™ i Act 11 of the opera expresses this characterization
perfectly. The motivic transfoemations and the unified tonal strecture, eco-
nomacally concise and enhanced by the beillzant sse of the orcheatral paletie,
create & marvelously seccessfal musical means of characterization. Delineca-
tion of functson s more difficult in the music of Wagner, whose concept of the
Geramtbanstoerk suggests an indivisible amalgam of the dramatic, visual, and
musical forces. All the same, it would be a mistake 10 conclode thar they
scrve equally, for the archestra still remains central and domimant. Wagner™s
sense of contimuiry and integration through an expanded musical sirecture,
still traditionally wnal, trasscends the very secomdary referential role of the
Leizmati. While the cosmic view in the Ring Cycle is the organizing external
frame for the musical drama, the ultimate arnsuc realization lies in the
musacal forces.

The examination of the mind-ear nature of musical thought processes s
central 1o the undersanding of manic as intcllectual hissory, Thus far conad-
eration has been given to some of the different types of creative activities that
ariginate in the mind, either from within or from without, before the compos-
er commences (he act of putting together wees through the symbol of the
written note, [t has not been difficult to give some represemtative examples.

Turning now to the other factor, the ear, 1w examane the process by which a
contineum of musical sound expresses a umified whole, 4 Gestall, we, of
course, find that there are greater difficulties. The ear is one end of the
mind -car axis. Compaosers do their thinking by movieg aloeg this axis freely,
and as they choose. The gamut of mind—car, or ear-mind, o the wiality of
the nternal world of music,' The musical thought process requires the un-
derstanding of the relationship of each twee not caly to the tones that peecede
it, bt 10 those that follow, as well as 10 thase that exist at the same tisne. To a
barge extent, curvent procedure for such usderstanding is concerned with the
sdentification of umits, sometimes called melodics or themes, and their subdi-
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vislons, with attention gives to the symmetrical or asymmetrical divisons
and spatial refationships. Smaller identifiable and repeated fragments are
called motives. The procedure is descriptive rather than analytical, serving
mainly to identify the successson of melodic events,

Thus it is valid o say, for example, that the first movement of Beethoven's
Fifth Symphony begans with & motive that serves as the speisgboard for mose
of the melodic events in the entire movement, On a more sophisticated leved,
it s not 100 difficalt 1o trace entries of the main subject of a fugue, especially
because of its usencumbered monoplonic statement at the openang, and to
poant out in the coarse of the fugue the subject’s partial, imverted, or aug-
mented appearances, and even the use of stretio. A layman with a minimal
music-reading ability ean be led aloag such personally rewarding patha,
These observations, nocessary and fundamental as they may be as a first
stage in perception and evaluation, bie within the realm of music apprecia-
thoes rather than anahais. On a more techmical level similae limitatsons are
st in the procedure of so-called “harmonic analysis,” whereby every chord
i identified and labellod—even, if necessary, with roots which are not pre-
sent—this grammatical view igmoning voice-leading, contrapustal linear
motion, dircction, and the shape of the whole,

Music is a time-art. A musical composition has a beginnang, a middle, and
an end. The event as #t unfolds has meaning a1 any given moment only
through its relationship 1o what has happened before and will happen afier.
The contineous flow of time and through tisse must be integrated by the ear
o the composition is 10 be an expression of oneness, i it & (o form & unificed
totality. As a musical work unfolds in time, the largest blocks of time exhibit
similarities and differences in their divisions. We refer o such laurge divishons
a3, for example, two-part or binary form, or throe-part o ternary form. If
wach sections or divisions take place in relatively equal time umits, they are
balamced, or periodic. The equalization of reiterated sections at the begin-
ming and the end of a componstion creates different degrees of symmetry;
unequal lengths of various ratios, asymmetry. Thus we borrow from the visu-
al experience 10 describe the aural experience. The determination of such
cuter form alome offers a imited and skeletal view of the compositional peo-
cess. Far more difficult and challenging is the perception of the imner strwc-
ture, the understanding of the imternal coanections of the 10nes, one w
another and all wo the organic whole.

Before the begannings of polyphony one already finds a3 very fundamental
procedure for involving the car in a definabde unity of a secoession of tones.
One wne stands out as more important than any other in a successiom in-
temded to form some kind of unie, This is the essential notion of ronalicy. It
can be x very simple syatem of relationabips based om a few tanes, or it can be
extremely complex. The sale is the abstract ordering of the tones imvolved in
such a concepe, but it docs mon reveal the system or schema of the tonality.
Almoar constantly, the examples in the Liber Usaelis reveal an orientation
toward tonal centrality. A cemtral tone in & chant melody sxserts stself as the
referential tome so which all the others are in some way subservient, The
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1onal orgasization of many chants is not dificult 1o discern. In the recation
of the Pralms, the patterns are self-evident. In many other chants, divisions
of the text are coordimated with discernible tonal motions that profile the
relative impartasce of the wones. The last wae, or fisalis, becomes the ulue
mate resolution of the motion and the toae whach gives the chan ity designa-
tom, o leews, as it s significantly called. The implication of prolongations of
medodic fifths and thinds, and sometimnes of triads, & that there is oftaimes a
considerable sense of protean tonality, Sach a motion is not far-fetched, as we
have been led w believe. The &fth degree frequemtly assumes an sm

by suggesting the framework for the melody, and the third degree i sulli-
ciently stressed to add to the prosence of a triad, In a number of examples
repeated patterss outlining the triad, particularly in descending form, offer
strong evidence.” It s not suggested that all chant melodies lend themselves
0 such reductions, but a sufficient mumber do, and thercfore this concept
cannot be dississed.

The first excursions into polyphosy after the mitial and rather sestative
thrusts im the 9th throwgh the 12th centurics reflect the medieval art of orna-
mentation, the embellishment of the laurgical chant paralieled by the liter-
ary adormments resulting in the writing of sequences and tropes, Indeed, the
first ventures were experimental, as the ear of the anceymous liturgical com-
poser sought & new dimension in sound & 4 musical trope or ornamentation
of the chant. Since two difforent voices were to sing difforent tomes at any
given moment, an acsthetic basis had to be found o justify the choces of
e sancs. At first the componee’s car was guided by the obwvious selection
of the unison and octave as a begimning and an ending, but within the chant
the filth and fourth played equal roles. In effect, this was carrying nto prac-
tice the musical theories of the Greeks &3 known to the medicval theorises. An
event of singular importance took place at the beginming of the 12th century,
one destined 1o play a primary role in the history of Western music. The fifih
became the primary interval Sollowing the unison and the octave, while the
fourth assumed a subservient role. Although fourths still appeared frequent-
ly after this, chewr role was passing in navare.

In time the selectivity of tones became more critical. In the art of the two-
wiced polyphoay of the School of Compostela in morthern Spain, the Jower
voice was ornamented by the upper voice, the lower voice, carrying the chant
melody, providing the foundation for the interval structare. The cax, seizing
upoa a fundamental characteristic of nature, brought into practice the dis-
covery of the Greeks that 2 fundamental tone generates overtones of hagher
frequency. In actsal practice, them, the lower voice became the basis for de-
termiming intervalbic critenia—in effect, comsonance asd dissonance. The
lower woice alvo became the basis for the construction of the triad, and foe the
determisation of tonality. The composer of Compostcla went oven further. In
the ornamentation of the upper wice, the fifth became subordinate to the
octave and the unison, and these three intervals became the framework for
the chain of the small groups of crnamentation, Fisally, the third emerged
frequently as a significant tose in the framework of the fifth,”
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Shortly aflerwards, in the so-called Schood of Notre Dame, the two-vowce
relationship was given a mew dimension. In very Jong sustained tones, the
chant melody was still carried i the Jower voice, but the time dimensions
were considerably expanded, giving greater space 10 the podyphony. The clar-
ity of the apper-voice motion was enhanced by durationsl organization. The
various rhythmic modal patterns of lomgs and shorts began 10 emerge, shap-
ing the upper voice above the sustained lower 1ne into rvythmic-melodic
fragments of discernible shape and form, progecting the motion of the upper
voioe with an emaphasis on the role of the octave and fifth as intervals playing
& stroctural role, These intervaly not oaly cocurred a1 the significant begin.
ning asd ending of each toae in the kower voice, bt they were alvo outlined
in the motson of the upper vosce during the prolongation of the lower tome.
The shapes of these fragments became more important throwugh repetition.
Furthermore, these repetitions coincided with tonal motions. The interme-
diary role of the third in the filling in of the outlimed fifth was asserted re-
peasedly, The triad as an organizing force for tonality had indeod arrived *

In the later three-part motets of the Notre Dame School, the triad comes
into being as a sonoeity. Both as a simuleanaty and in linear owtline the
triadic conoept is unoquivocal, though the tonality & in a shape which s not
as yet fully formed. There are many sections in the works of Leoninus and
Perotinus that reveal clarity of motion i the unfolding of the triad in the
uppermeost voice. [n the expansion of these practioes in the throe- and four-
woice settings of Perotines, the chant-melody fragments chosen for poly-
phonic claboration occasionally are themschves centered on a sngle wee,
resulting in a projection of one tosality for the cutire srgonum.'

The path from this point oo was & direct one. Composers devised various
techaiques of voice-leading and counterpoint that, in combenation with the-
matic material, made the sense of a vonal center even strooger. The various
types of cadences emphasized the arrivals &t intermediate and Enal poists,
but the motion and direction of the voices throughout the composition con-
tibuted to the overall insprasion of weal focus. During the course of the
13th amd 14th centuries, poctry and dance began to exert a conssderable
influence oo form: in dance through the repetition of step patterns; in poetry
through the arderimg of the text in vanous ways. The comdithons of triadic
tosality, however, became a vital part of the strecture of such compositions,
thus revealing the true meaning of form as a fusion of tonal structure and
design (melodic) repetition.* It is not difficult 10 comvinece the ear that these
examples were structured by an usderlying tonality according 10 which the
polyphonic lines moved.

The Renaissance ushers in compaositions of widdy diverse types. On the
one hand, there appear direct and easily grasped compositions such as the
French chansons, Ialian frotiolas, and madrigals, especially the English
representatives at the end of the 16th century. Om the other hand, there are
the usually very complex and lengthy lirurgical compositions—masses and
motets. Simple or complex, they are all bound sogether by two important
developments im the prolongation of tonality cmbracing a complete composs-
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tiom. First, is the discovery 8y the ear of the Sth relationship whereby the
lowest voice i a polyphonic secting leaps the interval of a Sthe—a leap dictat-
od by a principle other than wice-lcading. And sa, for example, when the
Jowest voice moves from G 10 C, it articulates a motion from the first over-
tone 1o the fundamental tone from which it speings. The motion from the G
chord 1o the C choed in the key of C results in an affirmation of the centrality
of C ibrough the Aermonic process which we sdentify as the dominant-tonic
relationship, the most fundamental principle of chord succession learned by
the student of harmony. From the |1 5th century anward the literavare reveals
» comtantly imcreased use of this relationship as well as other Mih-degree
motions that add 10 the harmonic resowrces. Henceforth the harmonic fume-
tion joins the contrapuntal function s the articulation of unfolding tonaluy.

The sccomd importamt development is the gradual modification of the var-
ous modes so that by the end of the 16eh century the major and minor
become virtually the exclusive modes in use, remaining unchallenged to the
end of the 19th century. In carly polyphony, and even to some extent in Gre-
gorian chant, stipulated chromatic changes of tones regularly ocourred with-
in the traditional church modes. In common performance practice
throughout the Middle Ages and the Renaissasce, such changes were made
by the performer even when not indicated in the music. Through masics Acte
and stipalation the modes, save one, were modified, ultimately 1aking on the
characteristios of cither the modern major or manor scale, Only the Phrygan
mode did mot yield 10 these changes, retaising its identity through special use
and particulasly affecting the manor mode through the employment of the so-
called “Neapolitan™ device and variations thereof,

The perception of the relatsonship of mode 10 romalicy &s eritical and essen-
tial. No matter what a mode may be, it @ capable of organizatson through
the projection of a central tome, and in pody phony, through the lincar, contra-
pustal and harmomic peoloagations of triads. Thus, for example, identifica.
tion of the key of E significs the tonality of E. E docian, E phrygian, E mayor,
E miscr, and o on, are all ihe sanse wonality in different modes. The peevail-
ing view that modality and tonality are different systems, and that tomality
commences at the begimning of the 17th century, is incorrect and a distortion
of music hstoey. The majoe and misor were the surviving and enduning
modes only because the car discovered that these two had the capacity w
project tonality i a more convincng and imtensive fashsom than the others,
Even during the period of domisance of the major and minor modes, their
use was by no means pare, Modifications, exchanges, and bocrowings were
characteristic. Within a single compaosition there were frequently not only
mixtures but also exchanges such as C majoe o C minor, and viceversa,
These were not changes in key—oaly changes in mode,

In light of the above, the changes from the 16th century imto the 17th
century were predomsinantly changes in style—a revolution n aesthetics,
The evolution of mesical structure, however, was contimuous and uninser-
rupted, The Baroque era reflected a new view of time-space. [t was Blled
with identifiable thematic units, in fragments and in larger sections. The
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divisions of longer compasitions were large, and the sense of form became
chear through repetition and contrast. Themes attained character and form
through the recurrence of rwihanic figures, The role of 1onality in these new
comcopts was intimase and primary. The Mentifiable themes had internal
structures through their fusson with tanality. They had 1onal shape and form,
Furthermore, the role of tonality increasingly clanified the divisions of large
spatial umities. For example, in two-part, or binary, dance pieces, tonality
was likewise divided into two parts, frequently moning from the tonic to the
domanant in part 1, and from the dominant 1o the waic in part I1. There
were other divasions of onality which could be readily recognized. Daring
the course of these basic motions which defined the fundamental barmonic
relationships in the tonality of the plece, other tonalities were peolonged tem-
porarily and in passing. Prolongations of this kind are usually identified as
modulations. [t cannot be emphasized strongly enough that such labels are
descriptive rather than analytical, for all these temporary tosalities play a
subservient role in the all-embracing single tonality of the composition as a
whole. A great achievement in the Baroque era was the mew way, oe actually,
many sew ways, of stating and peoloaging thematic unities within a greater
expanse of space. These new dimensions were embraced by an unfolding
weaality which drew the motson toward its inevitable, final resolutson, Thewe
complete wnitics frequently formed a part of a large, composite instrumental
and/or vocal work, such & saite, COOCETID gronsd, oF Oratonio.

The delincation and clarity of tonality as a stractural force reaches a high-
point in the Classic era. The shaping of a theme, well-controlled by the ever-
present hackground of the triad, is based on its pitch comtour not anly for it
own istrimsic quality but also for its potential. Themes and sections are sup-
ported by harmonic progressions which provide a tonal framewoek. It o
much more than thematic gesture and motivic vitality and contanuity alone
that give the mussc of this style its intnnsic quality of pervasive unity. Tonal-
sty plays & pesmary role, nit only by provadisg & structural framework, as it
had in the music of the past, but also by achieving its goals dynamacally and
dramxtically. Thas s most obvious in the sonata-allegro movements of the
womata geares (including the symphony), the so-called somate-form. In thas
setting our attentson is drawn toward areas of great tonal motion. The term
“development™ i emploved 10 characterize thematic fragmentation asd re-
shaping as a basis for dramatic continwity. The thematic-motivic life of 2
composition is given further imensity through the intermal sonal motion. In
the sonata-allegro movement it is particularly emphasized i lts largest di-
menasons in the section following the double bar which concludes the exposi-
tion. Most often the goal of the tomal motion is the dominant through which
the recapitalation, in the weic, u regained. The 100al path can be simple or
camplex; it can be direct o it can contain detosrs or circuitous toustes, The
possible paths are infinite. The tonic~dominamt ~tonic framework and ocher
similar patterns characeermtse of the banary focms of the Baroque have been
expanded coosiderably in the Classic pensod and enhanced thematically and
dramatically, but the basic toac—dominant~tonsc harmonic background
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peevails, Within this harmonic [ramework the various paths of tonal metion,
now expanded, add new space and dimensions to the unfolding of a single
tosality, The one weaality of 2 work from which all the emergy springs and o
which it is compelled to return is still the all-cmbeacing tomality, the Gestalt,
All other areas of 1ooal peoloagations which lend themselves to description
as “modulations’ are temporary and subservient, and they must be under.
stood comtextually. As applied to this music, the stylistic designation “Clas-
sic Era" i appropriate 10 the nature and fanction of its characteristic tomal
structures, They are ordered and directed, maintainiog a matsal inserdepen-
dence with their thematic-motivic life; the whole revealing a perfect balance
of structare and design resulting in & clarity of foem, simple 1 Ws outer
shape, complex in its inmer nature,

One camnot generalize the wrends in the 19t century after Beethoven. On
the onc hand, composers continued the path of constant expansion of both
the el and thematic facets of fore. These increasing dimensions of time
made corresponding demands on trisdic tonality's dasity of centrality, par-
ticularly as the tonal motions became further removed from the tonic-domi-
nant-tonic framework, During this period new sonoeities evolved, the
succession of dissonance and consonance becoming more complex as a rosalt
of the increased use of chramatic wice-deading. On the other hand, compos-
ers bocame more conscious of the explicit offect of the pature of sound, and
were therefore increasingly concermed with a mew aesthetic, the sonority of
the chord. 1t would be erroscous (0 assume, as has boen done ia the case of
the “Tristan chord,™ that such practices represent the dissolution of the to-
nal process fog, as is the case in Wagner's now symbalic opening 10 Tristen and
Isslde, such chords and passages can be undorstood within the background of
& basic and dear raditional harmonic framework.’

The close relaticaship of the basic tomal structure a8 background 1o a
much more complex and expanded foreground can best be seen in the short
forms and genres of the 19th cemtury—the pecludes, ctades, nocturnes, bals
lades, and various character pacces by Chopan, Schumann, Liszt, Brahms,
and others, as well as in comtemporancous Lisder. Mast often the ardenng of
these compositions o quite foemal in large-scale repetitions and sections.
Despite the frequent complex chromaticism, fandamental harmonic struc-
tures still serve in suppoct of the form. The rapidly expanding tonal space is
compeessed into tight framewarks capable of being heard as unities because
of the relatively briefer time dimensions as well as the wsual danity of the

It is not mecessary 1o detail the conditions leading 10 the breakdown and
gradual dissolution of triadic tonality that occurred at the end of the 19th
censury and carly part of the 20ch centary. This was the end of the uminter-
rupted historical continuity of a system. It was replaced by other systems,
although sonality still survives mn altered forma.

The foregoing bricf outline of the evolution and history of triadic tonality is
the history of a system, one based on the natural phemomenon of overtones
consolidated and expeessed in the trind, compeomasing with matere's exact
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frequencies for the purposes of art. The Bistoey of triadic tonality & revealed
as a comcept which was born in carly polyphomy, evalving by the beginming of
the 16eh century &3 a system governed by both contrapuntal and harmonic
principles. Compositions are an unfolding of the triad in time. The process of
unfolding constamtly expands spatially and tonally ustil the trisd as back-
ground to the composition no longer can be effectively perceived.

The study of riadic waality’s history is the study of the creative peocess. It
was the car that gradually selecied and refined the critenia for the back-
ground of this process. As has been shown, the ear discovered the wriad, and
it was this triad, cither major or minor, that was proonged i tame. In the
beginning these time prolongations were fragments. They were gradually
expanded. Design elements grew out of the tradic impulse and became part
of the wexture undolding into larger umits. The ear operated withan this sys-
tem. Thus the creative hearing peocess became a thought process. The world
of the car i the world of pure musical thosght. From its bogmnings until the
end of the 19th century 1onality became the springboard for the thoughe
peocess, selecting tones which in their succession and combenxtion fulflled
the creative drive for the organic whole. The history of triadic tonality is the
hissory of a system of the ear.

Returning ance more (0 the ser-misd axiz, ome realizes that these two f(ac-
tors of the creative process, the mind and the car, operate with wtmost vari-
ability. The creative peocess, may move alomg this axos in cither direction
from one polarity 1o the other, depending upon a varcty of conditions, A few
variations of the axis are suggested here:

1deas of the mind aperate sithin the cyrtem of the sar. To this group belong loems
and genres stemming from extramusical sources such as word and dance, as
well &s special procedures, vach as cantus-frmus settings, canon, fugue, and
rando,

ldeas sf the wind and ideas of the eor sivallaneonsly eperaie withen the system of the
car. To thas categoey belong the types of composations in which external and
internal chements cxist at the same time, and the totality of the work is real-
lzed within a musically angasic whole, This applics to settings of poems, but
the isterrelationship of text and masic varies with composers and styles. The
previous discussion of opera s germane to this category.

ldeas of the ear sperate within the syviere of the mind. Schoenbery evolved the so-
called twehve-tone procedure, or system, in stages. In the process of his stylis-
tic development, he fnally became aware of the fact that his car had led him
10 a point at which be could express his ideas as bound by a systemanic
peocedure, Serial procedure requires the ordening of the toaes, the order, or
tome row, becoming the basis for compositional procedure. The system lies in
the mind. [t can be traced throughout the composition. The existence of this
systematic procedure does not ensure quality of composstion, just as the use
of acceptable harmonic and contrapuntal procedures in preceding centuries
did not necessarily resalt m firstorate masic.

Ldess of the var becowse idrax of the mind, botk anfldig within the system of the cov.
This is a balanced refationship. The line of separation is a1 times o indis-
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timet that it & difficult to discern the direction of Sow—from ear 10 mind, or
from mind to car. External evidence sometimes finds the due. It is known
thar Mazare had the ability 1o conceive an entire organic whole before wrie.
ing onc noae, and that once he had begun, he wrote at a feverish pace. The
act of writing the work was virtsally post-compositional. Every tone had its
meanang, and a musscal structure of profound quality and unity may have
been oreated. In the case of Beethoven, however, the sketchbooks reveal how
carefully he maolded and reworked his musical ideas, and the final works
demonstrate the distance between the initial ideas and thar nal realization,

Two additiomal variations are suggested: (1) fdeas of the mind operate within
the systems of the mind; and (2) Meas of the rar end/or the mind operate coithout syriem.
The reader may wish to explore the applicability of these categories to scene
facers of postariadic music. Each of the foregoing categories can be broad.
ened and given greater detail and refinement, and cach offers fertile gromnd
for analytical and aesthetic stady.

We recognize that the stady of music and the study of music histary are
complex. Systematic musicology outlines for ws the various divisions and
areas of specialization, each of which requires great concentration. The area
which s not clearly defined & the stady of enusic a3 a syatem, or systems. The
study of music theory and masic hissory provides the necessary preliminary
for this study. On the contemporary music scene analysts, and frequently
composcrs themselves, have attempeed to develop detailed procedures to rep-
resent current systems of musical compasition. Their consciousness (and in
some cases sell-consciousness), risiag out of the formalation of new systems
whosc internal characteristics cannot be grasped readily by the ear, has led
them along the path of analysis and exposition appropeiate and sggnificant o
the works examined.

For an understanding of music as a creative process, we must come (o
grips with & comprehension of the system of the caz In the case of the system
of wriadic tosality, analytical approaches camnot rely on aesthetic formala-
tions or descriptive technigues. They must be abde 1o present a Gestall view of
a composition rather than a dissection and dismemberment of sty vanous
parts. In understanding the system we will begin to understand the creative
process. This process is intellecrual hiscory, and our study of it must begin
with the mutic and must end with the music, [gor Stravinsky, when asked by
a border offical vo identify his profession, roplied, 1 am an investoe™ This
is the essence of the creative spirie. The giants of compaosition from Perotin 1o
Stravinsky were all great thinkers who pondered the nature of the woeld of
musical sound, and created froe that workd timeless moouments of thought,

NOTES
"There are oatmerous facets of musicological sudies that offer valuable and seconary contri-
bratiotes bownrd an allombeatmg view of the workd of i, The vicwponis presemiad in this
cunay anr oot inteaded 30 provede Bhe sole crieria for the undenaading of the nateee of muske.
¥ Several of the cxamples dacumed i the succnad ing foctnotes have bees sclected froem Davi-
som seodl Apel™s itwricnl Anihology of Muose (NAM], vod, 1 (Camideidige, Mass. Harvard Univers
oy Press, 1946), a5 & matner of convenience, Lo, ready scoomiblliny. The Respossoriom Libwa we
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[Example 16, p. 12) s an carly oxample of resporsonal sagiag, wih ity altereanion of dhorss
and walo, and repetition of the s muscal phrases (bascally, he rondo prmople). The char-
scorrmticn of somality aev dermonurated sce oaly in the predossisance of the startiog 1one, 1, and
the ermphasa ghven thas wae in the vasioss text pheases, bat alw In the chear eatablishonent of A,
2 & above O, wecagprhened on two cocaskons by the oae of 2 stipelased £5 ax 2 seighber wae,
s well w in the sngortace role of Bhe tae &, The D mmer triad s wosogly sugpested o »
shebetad bachground 8 the ualobing melody

! 5o Enample 270, Canctipotons pomsior. WAM, p. 75 Mot of the pheases cuthine the Sth and the
acnave, i el cane pescdving 1o the wnison or actave, The mpor tance of the Jed dn cach of the
profongatiens s chveous. This example dearty demonstrates Shar the lower vokor commands the
mtervallic sdanosdhipe, acting as the fucror Sor the cutlicing and proloagacsn of the S¢h, oc-
tave, usison, sad, in pasdag, the Sod, for cach of the tonen.

' The peovunce sepame, Exarple 28, HAM, p. 24, illestrates the corphuasis given 1o the trind
alanve O for sertings of sylabies Mo, oo, and oo The outlining of the D minor trind is chearly
onposed 0 each of dhese umine

* For an excellens anadyvacal soudy of Peronsmu, see Follx Salier, “Tonaling o Early Madieval
Polyphomy: Towards 3 Hasary of Tosality™ T M Forem, vol 1 (New Yook, 1967), pp. 35—
98, wirth particular aticaticn to the dmcumxcn sad graphic asalyes of S cepanem Allgo
Powwi, commencng oo p. 86

* Two rewarding oarly exareples in JAM are cited: dhe mosophonic rondess Ea s doww (00
PR g 17 and Kaphih Dusie (e #0¢), p. 53 Karly as they are (10ch continy |, they alsrady
reveal lsoer form, Lo, spatial groapings reflecting. on the one Aand, the seax and, on the oeber,
the paived effects of Soddy mation. a the lacser example, the dance squivalest of sert and s is
grven tonsd defnition dhrough the delay of the il 10 the mam wae, F, m the dee of each sepeatod
et

" See William . Maechell, “The Trisan Prelude. Techaigues snd Srwciuoee,” The Mask Fors,
wi 1, pp 162-203.
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Mozart's Seductions
By Rickerd Stiefel

There are three ducts of seduction in Mozart's operatic oeuvre: Doe Gio-
sawmi, No. 7; Cesi fax tatte, No. 23; and Cori fam twite, No, 29. (See Appendices
A, B, and C foe the texas.) In the eyes of at least one of the characrers in-
wolved in cach of these ducts, an intimate, passionate exchange takes place—
one in which the characters progress from oppasition 10 union. Mozarnt's
settings of the duets contain music that is appropriate 1o cach character and
1o the feelings he or she is expressing; in addition, they reveal techniques that
bear specifically on the evolving relationships betwoen the characters,

In crder 1o discuss these techniques, one ought to define a common basis
for the dramatic and musical aspects of the dwets, Any relationsdap between
two {or more) people or dramatic characters involves their being in a state of
agreement or disagreement. The development of their relationshap frequently
invalves movement between onc and the other of these states, cither in re-
sponse 1o clrcumstances from without or as the result of the indtiative of one
and the yielding to that initiative of the other. Music is as much a question of
relationships as are heman affairs and their dramatic representation. All of
music’s aspects and technigues work toward the creation of relationships
among smultancous and successive sound events and amoag patterns of
sound events. Any two musical evenits are either the same or different; every
musical event either initiates a pattern or else repeats, continues, or alvers a
pattern already established,

In an instramental work these musical relationships are ends in them-
selves—what the work is about. [n an arz they may seeve 10 underline the
progression of ideas and feelings being expressed. In a duet {or larger ensem-
ble), musical relatsonships are apportioned amsong the characters mvolved
and thus may serve 10 underline the dramatic relationship betwoen the char-
acters, This is cee of opera’s greatest capabalities; the techniques by which it
can be accomplished arc among opera’s greatest resosroes,

Deset texes may be oeganized in one of two ways: woeds for one character
may altermate with words for the other, or words may be shared by both
characters. Many duet texts consist wholly of one or the other of these ar-
ramgements, bat meost combane them.' A further distinctson is useful for somse
duct texts—that betwern loager and shorter alternations of sext between
characters. A rypical duet text comsists of an alternation of four lines for cach
characier, fllowed by a few shorter altermations of one line each, and con-
cluding with four shared lines (the number of lines for cach section i typecal
and, of course, variable). These alternations are usually similar in versifica-
twom (and rhyme scheme), giving the composer the opportussty of setuing
them to the same music, or at least to parallel musical structures. More than
2 quarter of Mozart's duet texts are of this type, probably because of its
serviceabality.” Tt lemds stself particularly well 10 ducts of persuasion and se-
duction. One of the threc seduction duets has thas text form; the others,
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variants of it

Mozart’s seduction duet texts progress through the following stages:

1. Male character: proposal;

2. Female character: refusal, hesitation, evasion;

3. Male: persuasion, encouragement, ungng;

4. Female: weakening;

5. Female: surrender;

6. Both characters: union, cclebration, release of tension,

Not all these stages are artsculated in the vexts of each of the three duets, bur
those that are not are nonctheless present by smplication, In addition, one
may find the characters commenting on what is ccourring.

Each of the seduction ducts begins with the womsan already aware of the
man’s interest in ber, and already interested in him. Zerlina and Dorabella
do not put up much resistance. Guglicloso must work harder thas Don Gio-
vanni oaly because of the wager im which he is invollved: by this time Dora-
bella is willing enough 1o succumb to Gugliclmo's supposed desire, but then
she is reductant to offer the necessary visible proof. Fioediligs, om the other
hand, really struggles to resist Ferrando.

These differences account for the varsatsons in the length and stracture of
the three duet texes. The text of the Don Gisvansd duet is laid out simply: one
long exchange, two short exchanges, and oae shared passage. Zerlina's utter-
ances follow and balance Don Giovanni’s. The first part (lines 1-16) of Casi
Jom tutte No. 23 bas nearly the sanmse steacture; but the need foe peool meass
that the process of proposal, refusal, and persuasion—in this case acted out
more than sung—must be repeated. Hence the additional exchanges and
shared passage. In both of these ducts the men take the initiative and retain
ir. Throughout much of Cosi fan nutte No. 29, Fioediligi has the indtiative and
Ferrando attempts to wrest it from ber. Their exchanges are usequal and are
varied in length. M&mshuedpnuage(linu 17-19) is not part of the
main procoedings but is, rather, a comment an the progress up to this prant
and a foreselling of what is to come. Several more exchanges are required
before Fioediligs yiekds and the two can celebeate their coming together

For our purposes, the aforementionmed six stages through which these duets
progress can be grouped as follows:

1. Initial relationship: opposition (sos. 1 and 2 above);

2. Change of initial relationship (nos. 3, 4, and 5 above);

3. Fisal relavionshap: unson (no. 6 above).

Table 1 shows this division of the sexes. All three duct texts define the
mitial relationship in the first cight lines. In Dewn Gissamni No. 7 and Cesi faw
fatle No. 25 these eight lines consist of two parallel quatrains—one for each
character. Cori fax twite No. 29 begins with two quatrains alwo, but they are
apportioned to the characters so that Fiordiligi & given the first and half of
the second, which Ferrando imterrupts and completes. The duet vexts also
devote & similar amoust of space 10 the final agreement. It is in the central
portion—that of persuasion and change—that the ducts differ markedly,

Table 1 provides basic information about the music of the duets under
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consideration. The relative lengths of these duets reflect something of their
place i their reapective operas, Dew Gissamai No, 7, labelled “ducttino,” is
onc among several musical numbers that show us who Dan Giovanns is and
how be operates. The Cosi fax ixtte ducts, both labelled “duetto,” are of cen-
tral importance im their opera, as the plot hinges on them '

Mozart's favorite key for duets and alvo for musacal nembers concerned
with love is A major' What is most striking in Table 11 is Mozart’s use of C
major as the secondary key in Cosi faw sntte No. 29, 1t would appear fram the
table thar Mozart has thus brought this duct into tonal alignment with No.,
23, but actually he has dome more: he has related both deets 1o the C major
tonal axis of the opera as a whole.! He makes this refationahip explicit by
quoting directly (and ironically) Cosi Gn mite No, 3.° the C major trio in
which Ferrando and Gugliclmo plan optimistically how they will spend their
winmings from the wager with Doa Alfonso.

As to tempo and mcter, Cosi fon tatée No. 29 is the most vanied of the three
duets—not surprisingly, considering the fiercemess of Faardiligl's ressstance
and the vanety of approaches Ferrando adopts, Mozart's preference for an-
danie as the tempo for seduction, and his use of some kind of wripde meter in
the course of all three ducts, are alvo worth pesnting out.

OF the throe stages of the ducty—opposstion, change, umion—the last has
the greatest degree of uniformity. Lovers had been singing in parallel thirds
and sixths loeg before Maozare began writing operas, and they do so here,
wo. They sing as one, with just enough separatencss 1o provide harmony.
Where the voices depart from this texture, it is caly 10 return to and confirm
it, Dorabella and Gugliclmo never depart from thes texture when they are
singing the same words. Zerlina and Don Giovanni do so once (mm. 65-72):
they take turms sanging the woed “asdiam' 10 the same rhythan, with cach
having a chance to initiate and 10 conclude a cadential progression.

Twice while singing the final four lines of their dwet Fiordiligi and Fer-
rando depart from thesr parallel siaging, The fime time it s for two besef
imitative passages 10 the words “abbracciamci o caro bene™ (mm. 111-15).
The second tinse they stop singiag in parallel sixths begins on the word “so-
spirar”™ and consists of a seriey of three overlapping ochoings of Frordiligi's
phrases by Ferrando (mm. 121-25). This is then repeated, but with Fere
rando taking the lead and ornamenting the second and thard phrases (mam,
126-30), Like Zerlina and Doa Giovanni in the previous example, Fiordiligi
and Ferrando sing essentially the same thing, reversing the order of their

We have seen that the fimal, agreement section of these ducts carresposdy
to the singang of the same words to exsentially the same music—monstly w-
multancously, sometimes in chose alternation. The first section—thac of the
indtial oppasition between the two characters—may be defined as the first
verbal exchange and the music to which it is set. Mozart opens all throe
dwets with a fully stated musical theme. Don Giovanni and Fiordiligi sing
these opening themes in their respective duets. Beyond learming that these
characters bave taken the mnitiative by singing first, we must wast for what
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Table 1
Divisios of Seduction Duet Texts According w

Relationship Betweon Characters
State of Line sumbers (Tomal sumber of Boes i parcoabeses)
Rearamship Don Glospni No. 7 Codl fon new No. 73 Casi fom et Now 29
Opposition 1- 8(8) 1- 8{8) 17-18(2) I- 8 (8)
Change 9-1209) 9-1204) 19-27(9) 9-30(22)
Union 15-15{3) 13-16{4) 28-31(4) 31-3¢ (4)
Table 11

Seduction Duwets: General Musical Charactenstscs

Chasacieristac Den Guocnsd No. 7 Cowd flan st No. 23 Cost fou tathe No. 29

No. of Measures 82 120 142

Key (Subord. Key) A (E) F(C) AC)

Tempo and Meter  Andante 24  Andante graz. 3/8 Adagio ¢

Andante 6/8 Con pi moto ¢

Allegro ¢
Larghetto 3/4
Andante ¢

154



comes next before the initial relationship berween the characiers is esab-
lished, Not w0 i Card fon it No. 23, Here, both characters contribute so
setting out the opening theme, so that by its end their relationship has been
established,

Table 1 sets forth information regarding the structure of the opening
melody of Cesl fax twtte No. 23: Dorabella’s reply 1o Gugliclmo is a continu-
ation of the melody he has begua. It consists, as does Guglielmo's opening, of
four two-measure phrases, and it deals exclusively with the motivic materal
of Guglielmo's first phrase. The implication is that Dorabella is ripe for the
picking, as indeed she . Her words, however, are refusing Gugliclmo’s
request.

Table 111
Cari fox iatte No. 23: Musical Structure of Opeming Melody

Meas. Nos. 12 24 46 6-8  8-10 10-12 12-14 14-16

Characrer Guglielnso Darabella

Phrase No. 1 2 3 ' 5 6 7 8

Lnph(mess)2 2 2 3 2 2 3 2

Phrase Groups 4 + ‘ 8

Motne a b a ¢ a' at s at

Harmony® PRIV Vol 1V IV V-V IV IV-1® 1A
(C:VE1)

* First and last Barmonses only are given for cach phrase,

The fermatas that end two of has phrases and three of hers suggest an
clement of coyness—a feeling of leading the listener (the other character) on
with deliberate ambiguity. This ambiguity is found also on the barmonic
bevel. Gugliclmo's first pair of phrases ends with a cadence on the tonsc. His
second pair of phrases moves away from the tomic and ends on the dominant,
preceded by its domimant. There are two possibilities at this point: this ca-
dence can be regarded as an imperfect cadence im a mew key, the dominant,
or as a balfcadence in the tonic key. Gogliclmo, having initiated & pwonve
away fram the tonic (m. 7), seems 10 suggest the foemer. Dorabella ¢hooars
the batter, ic, not to follow him here. She remains in F, cancelling his B-
natural with a B-flat almost immediately (m. 9}, and using his opening idea
i & sequence as a means of getting back 1o the tonic pitch (m. 14), which she
emphastecs by & fermata and by arriving at it again at the lower octave (m.
16). Dorabella’s opposition to Gugliclmo's request is not great. That it is
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established by this sebde interplay of tonal implications is confirmed by
what folkows: Gugliclmo sings in C magor, without so much as & modulation,
and Dorabella mow joins him in that key (men. 16-24).

Mozart sets the second eplsode of opposition (ar m. 49) that Dorabella and
Guglielmo enact very concisely, The briefl exchange consists of cach character
singing the same two-measure phrase; Dorabella echoes Guglielmo, with the
only difference being in ber last note. In another context ome would take this
close musical relationship 10 be one of agreement. But the sequel shows this
difference of one note 1o be significant: Guglselmo lesists on his ehythm,
repeating it to vanicus melodic intervals and in the process modulating back
o F major. Dorabella fnally does accepe his rhythmic lead, although in ber
confusion she imverts the melodic direction. (See Example 1)

As mentioned eartier, Don Giovanmsi and Floedilag initiate the melodies of
their respective duwets; the characters” imitial relationship, however, is not
established until the sequel. In Dox Gistamni No. 7 this consists of Zerlina
singing ber version of Don Glovansi's melody—exsentially a repetition of it
but with telling differences in detail. By singing Don Gaovanmi's melody,
Zerlima is declaring her willimgness 1o take him up on his proposal, Some of
ber departures from his melody suggest her cagerness and excitensent: her
sacenth-note upbeats (man, 8, 12) and ber sudden ascent and extensson at
what would have been her cadence (mm. 16-18). Others suggest her reluce
tance and indecision: her dotted rhythms (mm. 9, 13) and the appoggiatura
B she inserts before the E ending ber second phrase (m. 12); the temporary
avoedance of her cadence just mentioned may also suggest reluctance. Her
opposition 10 Don Giovanni hardly deserves the name, but such as it is, it
ressdes in these lutter departures from his melody’

When Fiordiligi has finished her opening melody, she begins a new period,
modulating o the dominant. After she has sung two phrases of this, Fer-
rando beeaks in and completes the period for ber. His melody is based on
motives Fiordaligs has just susg, but be changes 1o the minor mode. These
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Table IV
Cori fax tuite No. 20: Musical Structure of Opening Mclody**

Meas. Nos, -2 23 35 56 67 79 %11
Character Frordiligi

Phrase No. 1 2 5 4 5 6 7
Length (moeas.) 1 l 2 1 ! 2 2
Phrase Geoups 4 + 4 + 2
Motive {Rhythmic) a b ¢ a' al d ¢
Harmony* Al A e U A O L L o G 5 |
Meas, Nos, 1H-13 1315 15-16 16-17 17-19 1921
Character Frordiligi Ferrando

Phrase No. 8 9 10 " 12 13
Lengh(wess) 2 2 )} L 2 2
Phrase Grougs ‘ + 4 + 2
Maotive (Rhythmic) < f * g g
Harmony* Al

E- V-’ Vial Vi ™ g™Vl a™a
*First and last harmonies only are given for cach phease that comains moee
than a single harmony,
**Phrases in vertical alignment coerespond structurally.
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are the primary elements of their initial relationship, and they are illustrated
in Table 1V,

Having defined the portions of our three duets that presemt the initial
relationship between their characters and the relationship at the end, we
have, by implication, delimited thoir maddle portions as well—those devoted
10 the chasging of the characters’ redatsonship from one of opposition 1o one
of agreement. We arc now in a position 1o expand Table | o include the
musical settings. It is evident from Table V that the length of text for each
section bas little or wo relation to the amount of musse for that section. In
Den Gisvanwi No. 7, as the number of lines for cach section decreases, the
number of measures increases. In this duet and in Cosf fae tntte No. 25, the
undom of the Jovers is given the greatest promimence. Becasse of Fiordilig's
determined resistance, the middle portion of her doet is its loogest.

Table V
Division of Seduction Duets According to
Relatsonship Between Characten

Stare of Dwn Giwwwnss N, 7 Casi fan ik No. 29
Relstionship Linex* Measrer® Lo Mrawures
Opposition 1- 8(8) 1-18{18) 1- 8 (§) 1= 21(21)
Change 9-12(4) 19-4%(31) 9-350(22) 21-101(8))
Agreement 13-15(3) 49-82(34) 31-34 (4) 101-142(42)
Staie of Cosd fan i No. 23
Ketarcarhp Lisex Meawares  Liom Moaiioes
Opposition I- 8(8) 1-16(16) 17-18(2) 48- 52 (5)
Change 9-12(4) 16-28(13) 19-27(9) 52- 829)
Agreement 13-16(4) 25-48(21) 28-31(4) BO-120{41)

* Toral mumber of lines and of measures in parentheses,



These middle sections contain myriad techniques that give the impression
that the characters are comang together. Three of the maost praminent will be
discussed here. One is samply that of bringing the voices closer together in
time—of altering the rhythm of their alternation so that they follow one
another more rapsdly and at times overlap. While the duet texts contain
longer and shorter exchanges, Mazart is mot dependent on the text in this
regard. In Dva Gassamni No. 7 Mozart takes it upon himself to bring back the
text's beginming (m. 30 &) and this time sets it with aleeraating sengle lines,
These lines soon begin to overlap, first slighdy (man. 37, 38), then more
obviously (mm. 40-43).

A similar coming together of the voices, again resulting from Mozart's
manipulation of the text, may be found in Cesi fer tntte No. 23, Guglickmo and
Dorabella sing their exchange of lines 9-10 and 11-12 to identical four-mea-
sure phrases (mm. 16-24). They then sing identical two-measure phrases 1o
limes 10 amdd 12, which are extended by word repetition: “Perché batte, batte,
batte qui?/Che mai balza, balza, balza I (mm. 24-28). Finally, they sing
these words simnultancously (man, 28-30).

There are two examples of this technique in Cori fex ate No. 29 in Mo-
zart's treavment of lines 25-24, Fiordiligi’s “Ah, noa son, non soa pid forte!™
altermates and overlaps with Ferrando's “Cedi, cara™ four times (mm. 65—
73); and Fioediligi's line 29 is intermingled with Ferrando's lines 27-28
(mms, 91-99),

Another technique that Mozart uses in the middle portions of the duets «
show change in the relationship of the characters is 1o bring back thematy
material heard previously in the duet, but with something n it or in its mod
of presentation changed. The example given above of the retarn 1o the oper
g material in Den Gieosnsd No. 7 exemplifies this technique as well, Anothe
example s Zerlina's winding, chromatic phrase:

Example 2b

159



then follows Don Giovanni into A major:

SR 5 P R S S - ————

At 58 o S N for M canser pal R 1, oo 3o il e,

Example 2d

The rhythmic motive characteristic of the opening theme of Cosé for it
Na. 23 returns several times n the course of the duct. In its Grst retarn (m.
36), both characters sing it simultancously in parallel thirteenths. Later, in
what secms like a recapitulation of the theme, horn and Grst violins sound
Daorabelia’s first version of the motive and are echoed by Gugliclmo (mm.
65.72). Dorabella coerects what he has just sung, bringing bam back 1o his
own openang version, which he then concludes (mm. 73-78). In short, Gug-
lielmo now sings what Dorabells had ceiginally sung and vice versa, Finally,
thas theme is sung several mare times simultancously, with the ambiguous
fermata leading to an usambégeous toic cadence (mm. 9098, 106-16).

The melody that Ferrando quoted from Card fan &xtte No. 3 in a determined
manner;

Lo

-

Gogeel for-re & foa Moo

Example 3a
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is heard later sung by Fioediligi in a desperate, breathless D minos:

i
Fwen b

Porpe-16, o me o Ao - a7

Example 3%
Then she sings it twice in A munos as a balting descent of & minos seventh:

Fardiy
A% s, m% pi !

Example 3¢

The last example 1o be discussed here of the ways in which Mozart indi-
cates change in characters’ relationships is unique to Casd fan tarte No. 29, at
Beast as far as these three seduction duets are concerned. Mozart's intermin-
ghing of Fioedilig's line 29 with Ferrando's lines 27-28 (mm. 91-99) has
already been mentioned as an example of his bringing woices closer together
mio rapid, everlapping alternation, This passage & also part of a larger-
scaled technaque. As bis final words of persuasion, Ferrando begins a new,
extended largherte melody (m. 76). Thas melody comes 1 a tonic cadence
after four four-measure phrases, then it continuees for another oxght measures
in a self-sufScient manner; bur 1o this comtinuation Fiordiligh joins shoet
phrases of her own, which anticipate, echo, and work in soquence with Fer-
rando’s, Her phrases are responsive, not assertive, Ferrando lets ber provide
his melody's final cadence, which she does as she surrenders, with the wards
“Fa di me que che ti par” (man, 100-101),

This melody, with Fiordiligi's acquicscont joining in, is the last of three
steps im which she progressively Joses the indtsative in this duet. She began
the duet with a melody that Ferrando abeuptly appropriated after filteen
measurcs, 100k into the minor mode, and concladed (mm. 1-21). Her reac-
tion, after an equally abrapt move to C major in recitative (mm. 21-23) and
a change in tempo, was to strike out ancw, with a new medody (mem, 24-26);
but Ferrando took thas from her, too, after only two measures, Ferrando's
largheito melody mow completes the reversal of the original relationship: he
has the initiative, and Fiardiligi, in joising in, submies 10 it

Some of the ways in which we have scen characters take or keep the initia-
tive are: singing first, interrupting, taking the kead in an imitation or echoing



passage, modulating—ar bettes, abruptly emstering 2 new key—changing
mode of tempo, introducing a new mckody, insisting om onc’s own versson of
a motive, movieg ko recitative, and singing for a (relatively) loag pericd. It
is by such musical means that charactons perssade or rovist being persuaded.

There are two other masical numbers in Mozart’s operas that are con-
cerned with seduction, Des Giccesni No. 15 is 2 seduction duet from Doana
Elvira’s point of view, and a pretended seduction duct as far as Doa Giovanna
and Leporello are concerned; their true purpose is scenething quite diflerent
{as is Gugliclmo’s and Ferrando's purpose in Casi fom iatke). Le mazzr di Figaro
No. 16 seems 10 the Count to mark the imminent success of his efforts to
soduce Susanna; but it is Susanna who is doing the sedwcing —enticng the
Count into believing that she is at last surremdering to his advances,

This Figers duct leads us o a maore general type of doet—that of persua-
won, La fls gisrdiviera No. 27 is more a duet of peryuasson than of seduction,
since the characters have been in Jove since before the opera’s beginning.
Sandrina desires that they separate, tthamuhMthqmleolhdrlow
More by inaction—failing 1o leave—than by action or words, be persuades
Sasdrina w yield. Le sozze i Figare No. 1 Is also a dwet of persuasion. The
fWo participants expect to be man and wife soon, All that is at isswe s wheth-
er or not Figaro will cease his measuring and admire Susanpa’s hat Far
removed fromm considerations of love, o1 10 mention seductson, is another
duet of persuasion— Die Enffikrang aur dem Serail No, 14, Here Podrillo cajoles

All of these movements have in common with the throe seductson ducts
discussed in detail above the facts that they begin with some degree of oppo-
sition Between the characters and that one characier takes the initiative and,
by persuasion, encouragement, threat, or insistence, eventually brings the
other character into agreement. In all of them Mozart uses motivic, themat-
ic, harmaonic, modal, contrapuntal, and rhythmic techniqees that are like
those found in his three duets of seduction.

The erotic impalse was a prevccupatson of Mozart's era and figures in all
of his operss, Seduction is one of its mont direct manifestations, Nowhere is
its operation more concentrated than in Mozart's dects of seduction. The

by which he translates human relationships into music and
beiags them 1o life are nowhere more vividly appareat.

NOTES

' Filfbeen of Moeart’s 44 opera ucts consint whelly of aliersation; focr comint wholly of shased
woods (all of dhe Latter are Do lase operas ),

¥ In Moesrt's carbier operas—partioslarly apov svie, where thare 200 few, if aory, ensenbies
ducts sometinnes end acts, providing a poton of climax. A dect ia which cach chancter n given a
Bance 1o dng alose, i wiich 1he soceleration of Dheir exchanges provides increased vocal—
nox always dramatic—eaxciiomese, and which is capped by sharal tanores smging i paeticslardy
well suited 1o this climactic Sancticn.

" Monart first ased (he term “doctting” i Le socor &t Figen, all of the doets of which he s
Labeliod Fach of s larer Tradian opevas contaim ooe duetiino and moce than onc ductsa. If
e s Mozart's critenion, he doos et apply it consissmntly wind Casl e dir (where e o
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makes the distnction betwees teraettino and terpette).

* There are twelve ducts = A major. All of them have at keaat cae sopeano; half of thern are for
two soprasce. The hey lerds ielf wrell o bedliant singing at the high end of the soprane’s range.
Some 25 of Maxsat's 3% cperatic pambers in A mugor have to do with kove.

As Janon Lichwer has written of this opera. “the actual Bappenings, snd, even more so, the
poychologecal manifestation, of decisive sgnificance in the drama, as well an the virious mo
tives of grnersl moral, doslogionl and phiosopdiionl messages, are mosty i the Dase sonaliny
Magwrt o the Soage |New York: Pracger Publishers, 1972, p. 200,

This refanonship Between A sajor and C major goes beysnd Conl fan ndte. Dian Glasans No. 13
shoupcly Juntaposes these two beys (mam. 55-36, I1), Le sozie & Fgow Noo 16 may abe be
mwntioncd in this cornection; this ix cmoatially an A-magor duee, bat the portion of it is which
C mugoe = abrupedy mtroduced (s, 10~ 11, ) & in A minoe Both of these movereents bave 2
do with seduction.

* Compare mm. 2530, Codl for tate No. 29, with mm. 58, Cod fan & No. §.

T Zedlinn i sheging 10 hersell here, oot 10 Do Giovansd. Not sntil ber “andiam ™ does she sng
00 Bim. Perbaps i is wivy ahe lets Dersell be so frank.

* Compare this with Zerlisa's desornd ing mioor sevendd melody o nearly the same wonds 0
wn, 42-46, Des Guvsssi No. 7, shown above s Example 2d.
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ix 1
Dywe Gistamai No. 7: Text

Do Gionvanns Both Zedina

I Lk a darem la mano,

2 B oo dirai di si;

3 wveds, mon & lomtano,

4 partiam, ben mio, da qua.

5 Vorrei, ¢ nom vorres,

6 mi rema un poco il cor;
7 felice, & ver, sarci,

8 ma pud burdarmi ancor.
9 Viesa, mio bel diletto;
10 Mi fa pictd Masetto;
11 5o cangierd tua soree.
12 peesto non son pil foree,
13 Andiam, andiam, mio bene,
14 a rstocar e pene
15 d’un innocente amor.
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ix 2
Coui fan tatte No. 23: Text

Gildmo Both Docabella
1 1l cure vi dooo,
2 bell’ idolo mio;
5 ema i vemteo w' anch' 0o
4 via datelo a me,
5 Mel date, lo prendo,
6 ma i mdo mom vi rendo,
7 mvan me'l chiodete,
4 pill meco ek non &
9 Se teco non 1'hai,
10 perché batte qui?
1 Se a me e lo dai,
12 che mai balea i?
13 E'il méo coricino,
4 che pilh nos & meco,
15 € VERNC & Star teco,
16 ¢ batte cosh.
17 Qua lascia che i) metta.
18 Fi qui non pud star,
19  Tmtendo, furbetea,
20 Che f?
Noa guardac
21 (Nel petto un Vesuvio
2 d'avere mi par.)
71 (Ferrando meschino!
20 possibil non par.)
25 L'occhictto a mi gira,
0 Che brami?
Remirs,
27 se meglio pud andar.
28 Oh cambio felice
29 di cort e 'alferns!
30 che nuong dileits,
3 che dolce penar!
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Appendix $
Ceai fan tatte No. 29: Text

Ferrando Both Frordiligi

Fra gl amplessi in pochi istanti
giangerd del fido sposo,
sconoscruta 4 lul davant:
in quest” abito verrd,
Oh che giofa il suo bef core
proverd nel ravvisarma!

Ed imtanto di dolore,

meschimello, lo mi mornd!
Cosa veggio? Son tradita!
Deh partite!

SOCNOv#u»-

11 con quel ferro di tua mano
12 questo coe tu ferirad,
13 s forza, ob Dio, noa hai,
14 jo la man ti reggerd.

15 Taci, akime! son abbasmnza
16 tormentata od infdice!
17 Ah, che omai la sua'mia costanza
18 a quei sguardi, a quel che dice,
19 incomincia a vacillar
0 Sorgi, soegi!

Invam lo creds,
21 Per pietd! da me che chied?
22 1 wo coe, 0 La mia moete,
pa) Ah, son son, non som pid foree!
24 Cedi, cara.

Dei, comsiglio!

25  Volgi a me pictoso il cighio,
26 in me sl trovar e pece
27 sposo, amante, ¢ pid, se vool,
28 idol mio, pil mon tardar
b Giusto ciel! Crudel” hai vinto,
0 Fa di me quel che ti par.
31 Abbraccama o caro bene,
32 ¢ un conforto a tanie pene
33 sta languir di dolee affetio,
KL di diletto sospirar,
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Musical Historiography and Histories
of Italian Opera

By Elsidio Surien
Traxslsted by Ruth DeFord and Dong De Sanctis

For more than a century, mech has been written about the history of op-
cra, but explaining it soledy as a history of stylistic and formal evalution,
dustinguishing here and there 2 so-called “masterpiece.” Such research can
only be based on acsthetic prggudices and pretends a critical objectivity that
cannot exist if the musical object is divoecced from every context actually
operating in the history of soGety, In other cases, the hastoey of opera has
been understood as a narrative that is not distinct—to speak somewhat ab-
stractly—fram the scheme based on the biographies of composers. The re.
cent, umprecedentedly compechensive Storia dell'spers,” for example, does
nothing but perpetuate the historiographic misundersiandings that have al-
ways conditioned the comprebension of a form of art so heterogemcous that it
requires a radical updating. Long overdue, a new concept of opera’s histoni-
ography should be based on the most advanced work now being done in
other bumanistic Belds, under the influence of the social sciences, both those
based oo quastitative data and these based on sockology and anthropology.*
The hastoriograpbac backwardness of musicological studics of opera can be
attnbuted primandy 1o certain habits of thought that do not lend themselves
cassly to modernization. These attitudes determane the way in which celture
w transmitted from one generation of hastorians o another

The music historian’s principal object of interest until now has been the
foem of biographical research born of extrense romantic subjectivism, of the
philosophic and aesthetic cult of supreme individualism, and of a belief in
subjective creative genbus: all concepts that were an integral part of the
philosophical ideology of the 19th contury. This ideology, a direct ostoome of
the theoretical peinciples of the Berlin Athondum (1 798 1800), kater found, in
the lnerary writings and musical works of Richard Wagoer, its msost natural
and devoted exponent.’ The new criterion of artistic “onginality” likewise
developed in Germany, in parallel with the show formation of a modern mad-
die-class socicty, whach adhered largely to the belsel n havtorical progress
(material and intcllectual) inspired by the positivistic theores of Auguste
Comte and Herbert Spemcer. 1t ks this philosophical currest that has created
a bridge between the satural and humanistic sciences. And if art is analo
gous to scienoe, them it shares with it the characteristic of “progros™ and the
ideas that “new’” and “successive’’ mean “superior,” that historical facts are
cannected by rigid laws of casse and effect, and that there exist usiversal and
wnvariable “laws."

Sech an interprecation of art was perfectly swited to the dogmatic vision
that Wagner had of opera. In the final analysss, one can say that is order o
legitimize and spread, through his own writings, the “corroct™ concept of
Mausibdrams (according 10 which the aria and the closed forms were anti-
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dramatsc, thematic invention and polyphonic development must reign su-
preme, the total submassion of the public was necessary, and the closest
relation between woeds and music could be had only if the composer himsell
were his own librettist), Wagner changed and misrepresented hissory in that
be established two milestones inevitably predestined to determine the course
of operatic hastory: Gluck, who bad rebelled agaizat the comventions and the
“corrupt” Ttalian opera of his time, and Wagner himaell* This pequdical
assamption cast & shadow that conditicesd and continees, consciously or
not, 10 condition stedies of opera, the majority of which reflect that vision of
opera transmitted by Wagner.

Explaining the history of opera—and the history of music—on the basis of
the unilateral Wagnerian view {(which is comcerned with identifying the “per-
soeal” characteristics of the compeaet in the context of the comventioes of the
time, and thas interprets the history of opera as a history of greater and besser
“stars,” of personalities cager or reluctant 10 accept “new” developments)
was cortainly switable to the German founders of musicology, dedicatod as
they were 10 discovering the “great™ geniuses of their past. They contnbuted
therey to the devedopment of cultaral consciousmess and natsonal unsfica-
tiom, which the cducated dasses and the maddle and upper bourgevisie of
Germany needed at that time, and a1 the same time opened up new and
profitable apportumities for the music-publishing industry,

The new system of lithographic reproduction, patemted in the dosing
years of the 18th century by Aloys Senclelder, became an efficient snstrument
for disseminating musical products, used by music publishers throaghout
Europe after the beginniag of the 1%th century, The process offered nueser-
ous advantages, especally with regard to the speed and simplicity, and the
low com, of producing prints from the same matrix (made of & calcarcan
stonc), These advantages had vast consequences for the diffusson of musical
works and imaugurated the modern era of musical mass peodection.” Tr was
Germany, more than any other country in Europe, that was in the vanguard
of music publishing during the 19th century. Leipaig and Berlin were above
all the seats of numeroas and very active mussc-publisking houses.* These
cities were alo centers of imtense musical activity and focal posnts in the
general diffusion and renovation of German mwasical life, since many concert
and choral socicties were founded there, as well as some celebeated music
schools that later became models for similar imstitations im other coumtries.’

The enormous expansion of the music-publishing industry helped 10 sup-
port the peoliferation of music periodiscals, which were thed 1o the interests of
the masic business, Numerous literary jourmals and even mewspapers also
established regular columns devoted to mesic.® The critical writings of Rob-
ert Schumann, cn whose methodological Bases a large pottion of modern
musicology is founded, were, for example, closcly allied 10 his policy of pro-
moting artistic products in which be wanted 10 interest music publashers,
thereby assuring also the spread of his own works. Schumann carnied on bas
own advertising campaign, which heavily influenced the formation of Ger-
man musical taste, especially through his numerous analytical essays (deal-
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ing for the most part with piano music), which celebrate the ideal of the
purity of art and the need to defend it from mediocre practitioners, ic.,
[talian opera composers and Meyerbeer i particulac In order o appeoach
a work of are, Schunsann decroed, i is first of all necessary 1o consader the
form (the various parts, the periods, the musical phrases), then the composi-
tional technique (harmony, melody, style), and lastly the specific idess that
the mutician wished to represent, which allow has artistic persomality to

emerge.

The music business profited from the exaltation of German musical cul-
ture by placing the necessary onitical-scientific 10ols on the market, thas initi-
ating the process which led 10 the founding of an entire series of
musicological studics, These began with the establishing of specific cultural
socicties whose ultimate aim was the publication, in critical guise, of the
complete works of & past “master,” from whom they ook their name. For
example, in 1850 a “Bach Socety™ was established in Leipzig, with Schu-
mann as one of jes founders and promoters. [t was linked 10 the Breitkopd
wnd Hirtel publishing house, which printed a first volume of ten cantatas the
following year; the scries was completed in 1899 with the publication of the
47th woleme. In 185 & “Handel Socicty™ was abio extablished in Leipeig,
Among its founders was the literary historian Gottfried G. Gervinas (1801~
1871), a fact which confirms how much contemporary intellectuals also
cared abowt commemorating the great achievements of German art of the
past. Only a fow years earlier, Gervinus had published a Geschichte der poeti-
sches Nationollitesatyr dev Dentachen (1835-1242), whach Wagner read while he
was composing Tamshisser and which awakened the composer's interest in
the history of the Meistersisger. Gervinus (and not Chrysander) was also the
first 0 compare Handel's dramatic geniss with that of Shakespeare.™ The
firm of Breitkopd und Hirtel was admitted to the Socery’s Direcloriam in 1859
and printed the first 18 volumes of Handel's complete woeks (1858 1864)."

Hoganning n the sccond half of the 1%h century, beographical rescarch was
encouraged and often directly subsidized by the music-publishing industry,
whose interests were best served by bringing to light facts about the hives of
unknown composers of the past, in order to fill the publishers” pockets with
profits from the sale of editions of the composers’ works. The first mosumen-
tal mosographs on the [e and works of individual composers date from thas
period. They were execated with enthusiasm, diligence, and deep commat-
ment. Sce, for example, the detailed biography of Mozart by Ouo Jahn
(1813-1869)," a work directed maindy at the German snddle class (Mozare
s depicted there as a3 master of refinement and perfect equilibriem, impervi-
ous 1o the sway of passion); the monumental study of Handel by Friedrich
Cheysander (1826-1901)," an exeellent example of & woek of unifateral idola-
try of an individual composer (for Chrysander, Handel represents the culmi-
natiom of music history, after whom any progress is inconceivable); and the
fundamental monograph on Bach by Philipp Spivta (1841-1894). which
became the model of hastoeical-philologcal mterpretation and analysis for
stadics of Bach.
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After having been organized along professional lises and executed accord-
ing to criteria of specialization, musicology quickly became a subject of for
mal study at umiversities. It will be useful so recall that an increasingly
domimant fact of univeraty life at that time wias the strong attraction and the
growing begemony of German culture throughout Europe. The German um-
versity became a model to same extent even in Latia and Anglo-Saxon coun-
tries, Especially in historiography, lingwistics, and philology, the Germans
held a daminamt position. It is significant that the leaders of German musi-
wology, who offered the finst university mstruction om mussc rescarch methods
and historical interpretation, came from a background of classical humanas-
tie'* and philologacal trainiag.”

As carly as 18601880, courses devoted 10 indivadual composers (Bach,
Gluck, Haydn, Weber, Wagner, and 0 on) were offered at universities in
Strasbourg, Headelberg, Munich, Prague, Berlin, and clsewhere. At Spita’s
school in Berlin, where, from 1875, he taught the history of music at the
usaversity and at the Hochachude fiie Musik, which be headed froen 1882
until his death, many important modern musicologists of the next generation
were truised: Emil Vogel (1859-1908), Adolf Sandberger (1864 1943), Peter
Wigner (1865-1931), Jobanncs Wolf (1869-197), Hermann Abert (1871~
1927}, and many others. At the schools of Wolf and Sandberger, entire gen-
erations of German, American, and lealias musacologists received their edu-
cation: Friedrich Blume (1893-1975); Oto Kinkeldey (1878-1966), who
held the first chair in musicology at Corndl University; Oliver Strunk
(1901-1980); Curt Sachs (1881-1959); Gactano Cesans (1870-1954); and
Gugliemo Barblan (1906-1978), to name caly & fow,

The musical esvironment of Leipeig in the second halfl of the 19 centary
produced two scholars who later became models of undisputed authority,
both of whom were trained at the Lespiig Conservatory usder the theogeti-
can Oscar Paul, the organist Ernst F, E. Richter, and the orchestra director
Carl Reinecke: Hermann Kretzschmar (1848-1924) and Hugo Riemann
(18491919}, To them we owe numeross didactse manuals (troc catechisms
of music) which defined the primciples of musicalogical rescarch, and whach
were gemerally accepied and transmitted practically unchanged from genera-
tion to generatson, (Familarnty with these texts was considered 2 sign of true
professional competence.) Riemann's dogmatisn had established that the
history of music should be perceived mainly on the basis of stylistic principles
and explaimed through the gamut of myusical forms."" From 1905 w0 1922 the
Kicine Hondbicher der Murikgeschickie noch Geltwngen, a collection of 14 mono-
graphs on musical genres (the moter, the oratorio, the cantata, the opera,
and 30 on), were published in Lepaig by Breitkopl und Hired, under the
editorial direction of Kretzschmar, Kretzschmar himself wrote the mono-
graph on opera,™ which became the methodological foundation for all subse-
quent histories of opera, His contribation does nothing but transfer 1o the
fickd of opera historiography the prejudicial Wagnerian concept of Murik-
drams, which had become firmly rooted in musical acsthetics all over Europe,
including laly, by the end of the 19¢h century. One need cnly refer 10 some of
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the historiographical misusderstandings of Kretzachmar to grasp the serions
damage that sach a position did o opera historiography. Taking as given
that the dramatic ideal was one that represented the triumph of the so-called
free forms and accompanicd recitative (which gave “continuity” 10 the dra-
ma) over the closed forma, Kretzschmar hastens in cavalier (ashioa 1o con-
dema the Venctian and Neapolitan operas of the 17th and 18th conturies
because they violated the laws of dramatic contingity.” Alessandro Scarlar.
ti's merit is artributed to bas having peeferred shoet forms and mixtures of
recitative and song (like Mooteverdi), so that the marked individuality of
the composer emerged clearly. ™ Other composers of the Neapolitan school, in
comirast, were guilty, because of the excossive use they made of vocal colora-
tura, of having maintained a position of subordimation o the singers and w
the carrupe theatrical practices of the time™ {Porpora is compared in tha
sense to Meyerbeer) Gluck alone, who rejected the “dry™ recitative—the
source of [talian opera’s moootony—and avesded submissson to the singers,
wax worthy of being compared 10 Wagner®

The leading scholars of Ttalian musicology ar the beginning of the present
century also snderstood and explained developments in opera from the
Wagnerian viewpoint championed by German scholarship, reflecting the
great interest that the lualias intellectual meddle class had in German
cultare at that time, Luigi Toechi (1858-1920), one of the founders and
editors (from 1894 to 1904) of the Riniste masicale itelions, had beem traimed at
the conservatory and university of Leipaig from 1879 10 1883, The objective
of the peniodical was 10 orsent histonical and critical sudies of music to the
methodological principles of German musicology. Torchi was an ardent
and comvinced Wagnerian® (in 1890 be published a monograph on Wagner)
and zealously condemned contemporary [talian opera, expecially that of
Poccini ™

Fausto Torreframca (1883-1955) also belonged to the circle of the Ristste
musicale italiama. After abandoming enginecning as a carcer, Torrelranca, who
also had a background in classical studies, undertook frequent trips to study
in Germany, In 1905 he became the first recognized wniversity teacher of
music history in Ttaly. Torrefranca’s famous condemaation of Puccing, whom
he found gualty of baviag understood mesic theater principally as “effect”
without cause,” contnbuted notably to the formation of the negative
opinioas of Puccini's works held by an entire generation of Ttalian mussc
critics.

Also in Toechi's sphere was Francesco Vatiells (1876-1946). He and
Torchi were fellow students at Bologna's conservatory of music. During his
long career as a scholar, Vatielli made only cme contribution of any ime
portance to the history of opera, and the Gact that it was an essay oa Glack
is indicative of the prevailing prejudices of the time.™ But it must be noted
that this lack of interest in opera studies is evident in the works of practically
all of the fathers of ltalan musicology (Gactano Cesart, Oscar Chilesotui,
Ferdinando Liuzzi, and others). Luigi Ronga (1901-1983), who became a
umiversity teacher of music history in 1930 and for a bong time made his
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presence felt heavily in Italian academse circles theough his ponderous
aesthetic tautologies, did graduate work in musicology at the University of
Dresden and, significantly, began his career by publishing an anthology of
Schumann's writings"” and a study on Wagner™

Even American musacology developed, foe the most part, along the lines of
its German counterpart, both because several of its most rospected leadens
were educated in Germany (Kinkeldey and Strunk studied under Wolf in
Berlin) and becasse many German scholary, flecing the anti-Sematsc racial
laws of Nazsm, escaped vo the United States (including Curt Sachs, Alfred
Einstean, Manfred Bukofzer, Edward Lowinaky, Oveo Gombeosi, and others).
American opera studies, in particalar, bear the traces of German method-
ology. The basic concept of operatic history explained in terms of the evolu-
tion of masical styles, inatiated by Kretzxchmar in 1919, is maistaioed in the
maost complete and systematic study of the subject in English: A Short History
of Opers by Dosald J. Grout.™ The authoe’s mental orientation s clearly
evident in the declaration he makes in the preface (in both the 1947 and 1965
editions): be asserts categorically that “the musie stself . . . must always be
the central obgect of study.™ Another book om opera that has had a wade
circulation in the United Suates (with several reprines) s Opers as Drame,
written by Joseph Korman,” who studied under Strunk and has been, in
turm, the teacher (at Princeton and Berkeley) of many representatives of the
younger generation of American musicologists. Kerman's book takes as ins
premise, without any apology, that “the point of view it develops is really the
basic one celebrated by Oper sad Drame."'™ One need only recall the detach-
ment (and, indeed, the denigration) that Kerman maintained with regard o
18th-century ltalian opera to perceive how be adheres to that prejudicial and
dogmatic viewpoant. The persod that begins with Monteverdi and ends with
Gluck is defined as “the dark ages™ of opera,™ because there was a profound
contradction between the dramatic ideal (0o be undersond, obviousdy, as the
one dictated by Wagner), and the corrupt practices of singers, improsarios,
and the public. Baroque drama was realized only in Bach's cantatas.™ be-
camse they were conceived in a musical environment (Leipsig) uncontami-
nated by the abuses of opera virtuosi.

18 opera, tied as it was 10 the real life of the people, individual “fantasy”
could have only & slight and margisal position, Opera cannot be explained
dogmatically, according 10 the Wagnenan vision of Muidbdrams (in the name
of olbjectivity and ideologacal neatrality, which are always illusory, since the
question of histoncal truth is still an unresolved epistemological problem) is
terms of the evolution of styles and forms. The results of such positions must
be recogmized by scholars 2 leading to an inaccurate, inscomplete conception
of the history of opera,

It is casy to understand the damage that such attitedes that have domi-
sared opera historography so loag have done 10 the development of an appre-
cation of 18th-century [talian musical theater. Even today the coosequences
continue to be felt: there is a dearth of adequate critical studies and modern
editions of this repertary, although it was once performed all over Europe
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(peecisely by the singers Wagner so detested) and enjoyed great praise and
success among contemporarnies, both critics and the public. One cannot du-
cuws the cultural problem of opera (which has been and still s far from an
autonomous artistic mandestation) without taking into consideration s vak
ue as social commumication.

Abave all, it will be necessary to stop exalting the image of the strict spe-
cialist and 1o remounce the mental attitudes of the erudite scholar who hunes
for origine and documents that serve to fll certain biographical lacumae
m order w0 accumulate “contributicns.” One who knows wuy\h'-m (and

caly everything) about 4 certain COMponet OF & Corlain operatic npmom
or movement, apart from demonstrating a serious cultural myopia, brings
with him and passes om great dusadvastages for carrying ot the new tasks
that the histonography of opera should sct for itself, It would be much
better to orient rescarch toward a historscal view of artistic products that
sees them in relation 10 the sodcal, palitical, econamic, and bnellectual events
of their times,

NOTES

' Sherie dll'npene, comorived by Gaglichen Barblan, edited by Alberie Basse (Toria: U,
19070, 3 wadurnes s 6 booke. For an sdea of bow 001 30 wiite 3 Bluory of opera, see the negacive
ovaluation by Lorenao Blancon [ Awkate ialions & muncnlepie IX [1974], pp. 3-17) of the chapeer
on ltalian opera by Rabers Tedeschi in Stie d Walsa, voll. V: 1 decamentt, 2 vola. (Turia: Finaadi,
1975, pp 114180

Aware of th sioaation, the Socketh italinna di mssosdogia has deermed it advisalbie 1o pro-
ot (hee paibl bt o of & Sowis &l pere ialiang 30 S ediied By 3 oean of 21 Tralian sad foregn
scholers dirocsed by Losesao Blancosi and Guorgio Pondi The Soar volumes will have o bis-
toewal -wystematic appevach and will be peblabed by Edizioni di Torwo (Turie) The suthor of
the prosent ooy s boes entrusced widh dhe bk of delineating, in coe dhagier e “anthoopor
bogienl™ pietrmt of the operatic companer o the 1 71h century o 1oaday

" For an acowraie amd weilindonmmed examination of pecemt Mlsnwographical producooa, see
Gooliory Harvaciough, Muters, i the series Tindaacns principales de ks cecherche dasa lex ac-
ences socialey of Sunsiaer. Seconde partic: Sccncos andiropologiques e histeriques, Fathé
taque of scences de 'art, Science jendigue, Phidosopbie (Paris, The Hague, 1977)

TFor an enoelient disowssion (well-balanond, systematic, and docwnmind) of the golitical
Movlogies, sazional culis, aad culteal walses and models provadent in | 9-cosnury Germany
and lates, e Grorge 1. Mome, The Netwnalization of the Mener: Pliticnl Symboliom and Mas
Musoments tn Germany from the Napolwnse Wary Shrwagh sbe Thind Bk [New Yorke ML Ferig, 1973}

* See, eopecially, “Oper und Drama™ (1831) i Gosmmelnr Sobrten snd Dichunpm, od. Welf-
gang Geolther (Berlin, 1913), wl 11, pp. 222-25, 237 00

' Aa scourace and comprehennive analyus of this phenomencn constitetes » fickd of research
Dt is vl mmexplored. Sell 1o be examined, for cxample, are the setall prices of prisied works
wnd e offecns that the new pristng iechesgee had on determuning mascal tase.

* 1o partiostar, Breithopd snd Hirsd of Leipaig, whe weer, sigraficastly, also owecns of & plano
Bcroey, played 3 rofe of conmdersble tnportance in the active and certainly ot domicrested
promotion of the works of German composers

" Carl Friedewch Zelter, whve was oe of the tont seakves prommonees of munic is Borlis from o
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beginning of the cermary, was doeply isvolved in teachiog ovemic and coumiod among ho stedents
Meyerbeer, Nicolai, and Meosdelsaodon, o whom he mandiod an aduiation S . S Bach

¥ See the revnarhs on the boads betwern ke joornalivm and de pablabiog hosses by Ceo-
lha Mophisa Poroer in “The Rhvnlnds Critir: A Cane of Musical Naswoaliom, " Tv Muke!
Querserly LXTIE (1977), pp. 9598,

*See bin pacticalarly hostie remarks (183)) sbout Lo Huguenats by Meyerbeer {sumoaridy
dinmimed a0 s “snorigimal™ componer!] in Gosmmedir Sobryfion sher Ml snd Mesier, Jod od
(Leipaig, 1E83), wol. |, pp. 323-27, )

* Goodvied G. Gervinss, sl wnd Shalogpoary. Zav Anohatil dov Diakuasr (Lospang, 100H),

Wih b 95 veduones (DRSS 196, edised by Friedrch Chryander (snsther six sepplomm-
tary volumes were peimtod afier the death of thin schaolag ), the complese works of Handel varpam
bry sbeer sumber of wenes the complese editions dodicated 4o ary ofher composer.

"W A Mecert |Leipeig: Beeithopl uad Hicrel, 1856 163), 4 vols. No biography of & German
anbtian had previously been writien on the scale of Jaba's B A Masaer The only sitempas
carbber ia the contury o peowide 2 Sl and systemanse blographion portran of 3 comiposes were
G, Baln's stndy on Paleworioa, Mo srce-critiole dalls st ¢ delle apen & Grosonnd Pioriuigs
Paletrine . . . (Rome: Dalls Sociedh tipografica, [828), 2 vob; and Casl Goorg von Winterfeld's
work oo Giovaned Gabeieli, fobennes Gabriedi wnd sean Zosalier | Berline: Schlewnger'sche Bach- uod
Munsikbaodluag, 1534), 3 vols. i» 2

TG K Nasdd (oo Beeithopd usd 1areel, 1855 1067), 5 walds. addhough vol 111 wan
o plete

" Jobann Sebution Back (Legeig Beoskopl und Hirsd, 1873~ 1800), 7 vels

" Jaba studied chamical philology at the usiversnios of Kidd, Lapog, asd Berfin, taughs dan-
weal Ereratuare at the Unvensity of Greifiwald (boginaiag s 142, became direcior of the hocal
archevloponl muvewn and professer of clawical philolagy st the Uiversity of Leipaig (feom
AT, was later {froen 1E5S) direcssr of the mmcurs of art and e philologoal seaminary »
Boom, and was one of the beadlng classscal scholars of his day Chuysandor was tramed s clasy-
cal philology a1 the Unbverrity of Rosseck. Specta, the scn of 2 Prosestant muaber (doosn’s the
archmoralist peveal bimsel! in hin comtribetion ca Back?), studied theology and clasacal plulol-
oxy at the Universey of Géetingen.

B The cvdiural phencmnencn of islerest in sod study aboet classicnl satiquity had & fuede:
mensal importance s oreating Meals of beauny and form which served w0 join logether e
myth, symbods, and sentiomenss of 1he masses. An idealiand beauny wan able 1o gve subazance 1o
the desire o e part of e insrblectsal misddie class 9 allow something calud and acopevaal
imto ity wellosdered exinence (heroes 30 be wornsbipped were scaghe). See G. Mo, op. ox,
Chapeer 11 and panm.

' See Huge Ricrmans, Hendbaek dor Masilgonhioh (Lepeig, 190419830, 5 vols

" Mermarn Kretaschmar, Goubibe dev Oper (Leipaig Bresiiogd vnd Jrtel, 1919), the sk
wolurse of the wrwn.

“ld, p 165

", p 167

"I, p 178

ki, pp. 19597, Soe the paralled that i draws on p. 197 Berwors dhe faral Joves in Pende «
Elone so0d Trivton wnd frolde.

T ot o wsefud list (nevd discussion) of writings oo Wagner whoch appeared i Tialian newspa.
e and porialiccals (1861 1970), see Agustino Ziino, “Ramegns della betieranun wagserians
i ltaba (raccelta di maseriali per servire alla woria della forruaa di Wagner in fualia),” n
Analte Musionlepics X1 (19720, pp. 14138

* Accoeding 1o Torckd, Poccied’s maie defect was 10 have diseeganded Wagner's dogron of
S drama. See dhe extensive and esaentially negative oprnsn Torohi peldabod on Tave e
Ruicts muscaly alions VI (1900), pp. TH- 114,

¥ Fasoto Torrefranca, Pacomt « epesa intrrnacionclr (Tarin, 1912), pp. 61, 106, and pouim.

® Francesco Vistielli, “Riflessi delia botta Gluckints in Tialin,” Ririe massenle sefiane XX1
[1914), pp 63974
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" Sovty mulle muince # ani musicony (Midlan, 1925)
® Per (s critiee wagueriena (Turis, 1908).

™ New York: Colurmbia Ussversity Prowm, 1947 and 1965,

"lled, p Vi

" New Yok Vieasge Books, 195,
i, p

"id, pp. W0-72.
“lted, p G0
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