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acticles

Felix Mendelssohn’s Influence on Fanny
Mendelssohn Hensel as a Professional Composer*

By Marcia J. Citrsn

“Remember me to your good parents, your equally gilted sister, and your
excellent master.” Thas wrote Goethe in a letter o sixveen-year-old Felix
Mendelssobn in 1825 upon receipe of Felix's B-mince Quartet dedicated o
the venerated writer.” By “equally gifted sister™ Gocthe was reformng to Fer
lix's elder sister, Fanny, a musician he had meet three years earlier and
praised for ber settings of his pocms.

Fanmy Mendelssohn Hensel, born im 1805, was four years older than Felix.
They were the elder two of the four Mendelsohan children, and, largely be-
cause of their similar musical abilities and training, developed a closeness
that, with very few exceptions, lasted until their deaiks in 1847, Both ree
oeived their carliest piano istructson from their mother, and later from the
Berdiner Ludwig Berger; both entered the newly founded Berlin Singakade.
mac; and both received training i theory and composition from Carl Fried-
rich Zelter, the man most responsible for molding Berlin's musical life
during the 18105 and 18205

The events leading to Felix's emergence as a celebrated compaser are too
well-known to be discussed here at length; but three events demonstrate sufl-
ficiesly how both bis (amely and Zclier were carcfully grooming ham and
encouraging him %0 pursue music professionally: his introduction 1o Goethe
at Wekmar in 1820, his introduction 1o Cherubisd in Pans i 1825, and his
introdluction to English musscal socicty im 1829, In all of these chalbenges he
triumphed and ladd the foundation for a highly successful carcer as a
COMPOSCE

Fanny, on the other hand, despite her extensive masical training and ac-
knowledged talent in both piano and composition, was sot given such oppors
tunities. In large pare this & due 10 the attstudes of ber famaly, particalarly
her father Abrabam. In contrast o their liberal views of socety and cul-
tare-—their home, after all, was a leading salen for the artistic notables of the
day—the Mendelssohns held traditional views regarding the proper duties of
women,

Abrabam many times raised a siorn, fatherly voice 1o Fanny in advising
her about her future. A siriling passage occars in a berter 10 the fifteen-year.
old Faney of 16 July 1820

What yoa wrnte to me abaout your musscal occupatsons with relerence o



and in comparison with Felix was both righth thought asd expressed.
Music will perhaps become his profession, whille foe sou it can and st
cnly be an ormament, never the root of your being and dotsg. We may
therefore pardon him some ambition and desize 10 be acknowledged in a
pursual which appears very important to him, becatse he feels 2 voca-
t3on for i1, whille it does you credit that you have always showns yoursell
good and sensible in these matters; and your very joy at the praise he
carns proves that you might, in his place, have merited equal approval.
Remain true 10 these sentimens and 1o this line of conduct; they are
ferminine, and anly what is ruly femimine is an ornames 1o your sex.’

On Fanny's birthday cight yeans lates, Abrabam expressed simalar deas:

You must prepare mose carnestly and cagerly for your real calling, the
only calling of a young woman—I mean the state of a housewife,'

Such advice undoubtedly made a decp impact upos Fanny's perceptions
of Bersell as a musdian. She did, nevertheless, remain active as a composer
throughout ber life, writing over $00 picces. Yet very fow of her works were
peblished; she thus did mot attain full professional status a8 a composer,
Felix, her maost influcntial musical confidant, supporied and praised her
musical creativicy but stopped short of giving his approval for publishing. In
an cffort o exploee the mature of Felix's smpact upon Fanm’s publishing
ventures, thas article will examine unpublished letters and diarics from the
Bodician Library in Oxford and the Suatshbeblicnhek in West Berlin,

It is clear that Felix played a crucial role in all facets of Fanny's creatnve
endeavors, especially her publishing of only a small percentage of her fairly
sizeable compasitional output, Of Felix's overall influence an Fanny a5 a
composer, it appears that be was a great stimilus to her creative instincts,
Not caly did he pass judgment on her pieces and encourage her 1o send him
new ones, but be also performed her music at infoemal gathenings outside of
Berlin and sent back frequent reports on his pride in being the brother of so
talented a composer. Felix's oppasition 10 Fanny becoming a peolessional
compaser was inherited from ther fuber—a man who molded Felix much in
the way that Leopold Mozart shaped Wolfgang. Abraham Mendelssohn's
patriarchal code accepted witty, calturally pluralistic women capable of or-
ganiziag and starring i bedlant jelaws at home, bat foebude their lasnching
of careers outssde the sphere of husband, chikdren, and cxtemded family
cirdle.

In ordes 10 show how Felix affected Fanny's publishing activetses, it is firm
necossary 1o establah thear cdloseness as brother and sistes, and abwo as fellow
musicians. [t is mot often easy, however, 10 separate their persosal and musi-
cal redaticaship, because for them, as for the entire Mendelssobn famidy, mu-
sic was an insegral part of daily life, whether 11 be componing, performang,
listemang, organizing cancerts, or conversang in the safen. Fanny and Felix
held very special personal feclings for cach other as was demonstrated when
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Fanny strongly expressed ber Jove for Felix around the time of her marnage
to Wilhelm Henmsel i Ocsober 1829, In August she wrote 10 her fancé:

1 Jove you both so very differently and yet so completely the same, that |
believe it impossible to live happily without eicher of you. . .. 1 hope
that you will also feel the strong unaty of this o

Her intense fecdings were commumicated (o Felix in several ketters, On 6 July
she wrote:

You can never pull any of your kove away from me, for you must know
that | canmot do without even the smallest pare of i, 'l tell you the
same thing on my wedding day’

And on her wedding day, 3 October, she wrote 1o the absent Felix that

Your picture is mext 10 me, but as | write your mame and imagise you
sctually here, | cry, ., . Your love bas pronaded me with 2 great imner
worth, and 1 will never stop believing im mysell as long as you bove me.*

Keeging in mind that these leteers reflect the nimeteenth<coentury penchant
for heghtened emsatsonalinan, they nevertheless demonstrate that Fanny's
feelings for her brother were intense and impoctans 1o ber What these ex-
cerpes also reveal is her clear dependency an Felix's good opanions of het. The
idea of dependency recurs in several letters. In a better to Felix of 30 July
1836, Fanny writes:

1 don't know what Goethe means by the demonic influence, bue it's
clear that of it exists, you exert it on me. I you seriously suggested that 1
become a good mathemarician, [ woulda't have any special difficulty in
doing i of you thought that | was 5o loager any good at music then 1'd
give it up tomorrow,”

Ten years later, Fanny wrote to Felix regarding plans for poblishing:

Ar age forty I'm afraid of my brother, as | was at fourteen of (ather—~but
afrasd & really not the right word, but isstead desiross of always pleas-
ing you and everyome | love*

In contrast 10 the hint of negativism that appears im this excerpe, it should be
emphasized thar, overall, theirs was a mutually affectiosare relationship. Fe-
lix, for knstance, used special nicknames foe Fanay in his letters, such as
“Famce™ and “Fenchel,” Fanny often signed ber letters to him as “Fischot-
ter,” and she sometimes called him “Clown "

But what maialy concerns us here is theie musical closemess. A semve of
that closemess from their carly years can be gleaned from Fanny's statement
of 2 June 1837 refernng 1o previows years:

I [had] immediately found out about every thought thac passed through
your head, and knew your latest pieces by heart before you wrote them



down. . .. Because of omr common musical pursuits owr relationship
was certaialy rare between siblings.”

Beginming in 1829, the demands of family and career allowed Fanny and
Felix relatively little time together. They did, however, engage in a lively and
frequemt correapondence that kept their mutusl prusical isteresss alive, The
letters mention all facets of their musical life. Especially significant for the
present stady are the many detadled exchanges regarding their music—from
initial conception through revisions after the finsshed product, They both
highly respecied each other’s masical jadgments and were influenced by each
other's comments.

Fanny, in particelar, ook quite seriously Felix's assessments of her work
and he was generally quite pleased with ber pieces. For example, on 14 No-
vember 1836 Felix thanked Fansy for some picces she had sent ham:

I'm again looking with the greatest pleasure at the piano picces that
Paul and Albertine brought me. There are some excellent ones among
them and | thaek you very much for the great joy 've derived froen
them, It's seldom that a picce of mew mvasic is so thoroughly pleasing.”

Fasny respoaded two days Later:

You can imsagine bow Bappy 1 am that you like my piano peeces, which
leadds me to believe that | haven't totally goone dowshill in masic.”

Although favorable comments by Felix far outnumber negative commenas,
a few letters contain extensave and detailed suggestsons for revisions. For
example, Fanny's orchestration and text-setting in a choral work are ot
cized by Felix in a letter of 28 December 18317 Famny on occasion reveals
her senaainity 1o Felix's segative remarks; for lnstascee, afier having recenved
# lukewarm evaluation from Felix, she writes him on 10 January 1836

I am thercfore hurt—although not out of wounded pride—that you
haven't liked my pieces for sech a long time. Did I really compoane
better in the old days, or were you mcrcly casier to satisfy ™

Felix anywers on 30 January with a loog detter of reassarance, He begios by
telling Fanmy that one remson it appears that he bas been onticizing ber
mwusic more is that she has recently composed fewer pieces and thus negative
comnments seems msare promanent now. He goes on o say:

Bat you're votally wrong if you thisk thar | comsider your newer pieces
wenchow infersor (o the carlicr ones. [ know of no better fied of yours
than the one m g mino, or the close of the Lisderkreis, and so many other
recent ones.”

A brief incident capreres the essence of Fanny and Felix's very special
masical relatsanship. Felix made ome of his many tnps 10 Esgland ia July
1842 and was invited to Buckingham Palace for an audience with Queen
Victoria and Prince Albert. Daring that visit the Queen was urged 10 sing
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ome of Felix's peeces from his Op. 8 Linder collectson, which was at basd, She
sclected “fralion,” which she executed well, accoeding 10 Felix's account.
“Then,” writes Felix to his mother on 19 July, “1 was obliged to confess that
Fanny had wrstten the soog (which [ fousd very hard, bat pride must bave a
fall), and to beg ber o sing ooe of my own also.""

How did Fanny react wo this incsdent? Wih humoe—as conveyed in a
Jetter to her busband of 26 July 1842

Felix wrose a very fanmy letter today, in which be describes in detail his
farewdl audience with the Queen, Prince Albert played the organ for
bim, and the Queen sang. In fact it was “Schiner wnd Scbimer™ (i.c. “Jta-
liem "), which he then admitted was my property. The whole descrip-
tion will amuse yos very much,*

In contrast o bis approval and encouragement of Fanny's compositional
activities, Felix was opposed o Fanay publishang ber pacces. But before delv-
ing imto Felix's role in Fanmy's publishing vemtures, Jet us briefly review her
publishing hastoey. Only a amall percentage of the approximatcly 400 pleces
she composed appeared in prmt. Table 1 lists ber publashed works, The cardi-
est published works were issved under Felix's authorship in his Op. & and
Op. 9 lieder collectiones. 11 was a fill decade before the next pablscation,
which involved only anc piece—a lied—in a Schiesinger anthology. With the
exceplion of another single peece, published in 1839, no woeks were pube
lished until Lare 1846, at which point seven collections were issucd n quick
succession (Opp. 1-7). Four collections, as well as a few individual pieces,
appeared posthumously (Opp. 8-11), It is interesting 1o note that Fanny's
picces were published under ber own name oaly after the death of her father,
in 1835 It & possible that she could not bring herself to undertake such &
professional step while her father was alive, given bis views on proper wom-
an's work.

In kate October 1836, Fanmy began her inguiry 10 Felix about havieg her
music published: " Lately I've become imterested again in publishing some-
thing—should [ do 2" Felix repliod negatnvely. A month later, in a better wo
Felix of 22 November, Fanny broached the subject again

In rogard to my publishang, | stand like 2 donkey between two pales of
bay. | moyself am quite neutral abowt it; ., . yet Hensel is for i, you are
against it. In any other matter I'd maturally accede entively to the
wishes of my husband. But in (his mateer alome, it"s crucial o have
your approval; without it 1 might not undertake anythiog of the kind *

Yot Fanny did go ahead and have a picce published, agaimst Felix's wishes,
in an anthology issued very carly in 18357, After its appearance, Felix ap-
peared glad her plece was published, 2y he wrone her from Lelpeig on 24
Jamuary 1837:

Do you know, Fenchel, that your A-major find in Schiesinger's Alfum
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raises a furor here? ., . That all say it's the best thing in the album? (A

poor compliment, for what else is good?”) Thar people are pleased with
#? Are you now a trec composer and docs that make you happy™*

P P PELELLESS?

VSN D

3

Table I Fanay Hensel's Published Compositson

& Lieder fir | Singrtiome wit Paamprte. Berlin: Bore & Bock [ 1846].

1 Livder ke Worle fir Pianofarse. Beelin: Bote & Bock, [1847),

& Gesdnge far SA.TE. Berlin: Bote & Bock, [1847).

MAsdies pour Piamafirie. Berlin: Schlesinger, [1847].

Mdladies poar Piampfarte. Borlin: Schlosnger, [1847],

¥ Lieder okne Wovte, Berlin: Bose & Hock, [1847)

& Lieder fir I Singitimme it PrangGrie. Berlin: Bore & Bock, [1847].

f Livder okwe Wirte, Leipaig: Breitkopl & Hire, [1850].

l{Sl;znﬁv I Sixgatimme wit Piawgforte. Leipeig: Breitkopl & Hirtel,
1850).

.lS l;;;r S I Singitimme mit Piawgforte, Leipaig: Breitkopl & Hiirwdl,
i o

Tre poar Pismafirte, Vislin, Viedoncelle. Leipaig: Breitkopl & Hired,

[1850]. Repeimt edition: New York: Da Capo, 1980 (new introduc-

1o by Victoria Sirota).

Works Withowt Opus Nes,

Die Schiflende (Lied) s Albwe. Berlin: Schlcsanger, 1837,
Schloss Liekeneck (Lied) in Rbein-Sogen wad Lieder. Koln & Bonn:
JM. Dusniay, 1839,

2 Bagatellee (Piano) fir die Schiler des Schimdelmeissersohen Ml Tests:
saty. Berlin: T Trawtwein, 1848

FPastorella (Piano). Berlin: Bote & Bock, [ 1852)

Works Peblished under Felixs Name

tn Op, 8 (1827): Das Heimueh (No, 2), falien (No. 3), Suleits wnd
Hatem (No, 12).

In Op. 9 {1830): SekmsmeAr (No. 7), berfuit (No. 10), Die Neane
(No. 12).

And Felix wrote again six weeks later:

I, for my part, thank you om behalf of the public in Leipzig and other
places foe publishing your piece agaimst my wishes ™
The only known comment by Fanmy about this venture concerns her an-

4



noyance at the clumsy way some business details were handled.” But she
apparently was not put off by the idea of publishing again, for her mother,
Lea Mendelssobn, made a direct request 1o Felix later that year 1o assist
Fanny in getting her works published. Lea Mendeboohn's letter of 7 June
1857 states:

Permit e a question and a request. Shoukdn’t she publish a selectson
of lieder and plano picces? For about & year she's been compasing many
excellemt works, especially for the piano. . . . That ws haven's requested
and emcouraged her to do le—ihis alone holds her back. Wouldn's it
therefore be appropriate for you 1o cecourage ber and help her find a
publisher™

Felix's response, dated 24 Juse 1837 in the New Yoek Public Library auto-
graph but incorrectly dated 2 Junc in the Brigk . . . 1830-18/47, is significamt
and worth quoting at Jength

You write about Fanny's sew pieces and tell me that | should persuade
her w0 publish them, You peaise her new compasitions to me, which
really isa't nocessary . .. for | think they're splendid and lovely. la
addition, 1 hope 1 don’t meed to say that if she decides to publish any-
thing, [ will help ber all | can and alleviate any difficaltics ansing from
it Bat [ cannot persuade her 1o publish anyihing, because 3t is agasnst
my views and comvictions, We have provioush spoken a great deal
about i, and 1 sl hold the same opsnion. [ cossider publisking sonse-
thing scrious (1t should a1 lesst be that) and beliove that ome should do
it only if oo wants to appear as an awthor one’s entire life and stick w
it, But that necessitates a series of works, one after the other . | . Fanny,
as | know her, possesses meither the inclination nor calling for author-
ship. She is 100 much a woman for thay, as is proper, and looks after her
howse and (hinks neither about the public nor the musical world, wn-
less that peimary ococupation is accomplished. Publishing would caly
dustarh her im these dutaes, and | cannet reconcale mysell o it, If she
decides on her own 1o publish, or w0 please Hensel, [ am, as [ said,
ready 1o be helpfisl as much as passible, but 10 encourage her wwards
something [ don’t comsider right is what | cannot do.”

Given the close nature of their relationship, and especially Fanny's desire
1o maintain Felix's good opamion of her, it is very likely thas Felix's reluctance
exerved a prolound and lastieg influence on her attivade towards herseldl xs a
potential professonal composcr,

With the exception of a lied published in an anthology in 1839, a decade
passed until Fanny was again involved with pablishisg. In regard 1o ber new
publishing prospects in mad-1846, Fanny made it quate clear that she had not
been active i parsuing publishers but rather merely passive in receiving
offfers from them-—a role in line with Felix's expectatsons of his sister. Here is
an cxcerpt from her Jetter to Felix of 9 July 1816
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1 hope 1 won't disgrace you through my publishing, as I'm no _fwme
libve and unfortunately not even an adberent of the jugges Deutichland
movement. Hopefally you will in mo way be bothered by it, as I've
proceeded, as you can see, completely independently, in order 10 spare
you any unpleasant moment. Il the veature succeeds, that is if the com-
positions arc well-liked, it will be a great stimulus 10 me—something
I've always needed o have anything published. Otherwise e very
indifferemt, as I've always been, and thus won't be upset or foel that
anything has been dost il | subsequently work less o s1op complesedy™

One detects a tinge of bitterness in Fanny's assurances 1o Felix of his being
spared any botber in this venture, Her statement about necding encourage-
ment to publish adds considerably 10 our understanding of the impact of
Felixs views oa her Baving not published works mare often. As had occusred
a decade carlier, Felix soon relented and extended congratulations 1o Fanny
in & letter of 12 August 1816

[1] send you my professional blessing on beooming 4 member of the
craft. This 1 do now in full, Fance, and may you have much happiness
in grang pleasure o others; may you taste only the sweoets and sone of
the bitterness of avthorship; may the public pelt you with roses, and
never with sand,; and may the printer’s ink never draw black lises upon
your soul—all of which [ devoutly believe will be the case.”

Fanmy's diary entry of 14 August recards her reaction:

At last Felix has wratten aned given me has professional blessing in the
kindest mannee | know that he is not quite satisied in his heare of
hearts, but I'm glad he has said a kind word 0 me about it

By the time Fanny died nine months later—in May of 1847—six collec-
tions of her music had appeared, with Op. 7 10 be isswed later that year
Felix, of courve, was devastated by the suddes death of bis “Fenchel™; many
close friends attnbuted his own death six months later in no small measare
to his intense grief over his sister’s passing. One modern writer, a descendamt
of the Hemsels and former president of the nteenational Mendelsohn Soc-
cty, asserts that in those six months Felix was plamning to have more of his
sister’s music published ™ Although this may very well have been the sitaa.
on, no corroborzting docamentary evidence has vet been found.

Each of Fanoy™s collections Gom 1846 and 1847 was reviewed in at least
one journal, with the exceprion of the Op.3 partsongs. The general wone of
these reviews is avoeable. One particular asscament—a review of ber Sour
piano collections in the Allgeoseine marikalische Zeitvg m June 1847 —laviskhes
high peaise on Fanny’s compasitional talents. Unusual not only for its length,
the article isolares the various stylunic feavares that contribute 1o the music’s
sucoess; it atirsbutes & large pact of Fasny's writing mastery 1o her stady of
Bach in her early years, The review concludes: “We express our sincere
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thanks 1o the artist for the publication of these works, They will be welcomed
by everyome who cherihes beauty within are."™

Felix Mendelssohn clearly cherished the musical creatioms of has elder sis-
ter, Fanny Hemsel His reloctance foe her 1w publish stesamed more from
socictal and familial attitwdes than from a lack of confidence is the quality of
her works, As moee of Hensel's music enters the public domain, a tneer as-
sessment of this largely forgotien th-century musscian will emerge.
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Haydn's Sonata-Form Arias*

By Mazy Hunter

This essay is prmarily comcerned with the cleven Ttalian operas that
Haydn wrote at Eszrerhdza between 1766 and 1783 Lo cantering (1766), Lo
speciale (1768), Lz pescatraci (1769), Linfednlte delans (1773), L'ncontrs improceise
(1775), N wmende della tawa (1777), L¥isle disaditess (1779). La sere cortaers
(1779, revised, 1785), La fedelta premiate (1780-81) Oriendo paladive (1782),
and Arwide (1783). Haydn's remaining two full-length Talian operas, Acde
(1762), and L'snima del Mesofs, sssia Orfro od Ewvidice (1790-91), are cenitted
from this discussion for reasoms of temporal, stylistic and geographical dis-
tance from the main body of Haydn's operatic output for the Esterhbzy ex-
tablishment. Acidv is a fairly typical midoentury opere semie, with arias mostly
in de cape and dal segeo forms (it is ondy partially extant). It thus reveals very
Isttle about Haydn's application of somata pranciples 1o his vocal musse. Orfee
was written for the London stage, though it was in fact mever performed
there or clvewhere, and it is clearly an attempt oi Haydn's part 1o expand his
operatic practices beyond what would suit the Esterhizy performers and
audience.” The edeven works listed above represent the “common peactice”
of Haydn's operatic composition, both formally and dramatically.

Almost all the one hundred and thirty-three anas in the eleven operas
lissed above bear witness 10 Haydn's continual concern with sonata peinci-
ples and procedures. All but a handful of these arias begin with a full-fledged
exposition which falls into two distismce key-areas and ends with an claborate
and pronunent cadence on the dominant or relative magor” Havdn resolves
the primary temsion set up by the exposition in many differeat ways, but
about seventy of these arias include a full recapstulatoon, beginning with the
returm of the first group material in the tonic and comtinuing with some sort
of “symmetncal resolustion’ of second-group matersal.’ Appraxamately two-
thirds of these seventy arias include a passage of devdopment or comtrass
beoween the exposition and the recapitulation.

Haydn's arias in sonats form are not simphy sonatas, of course, They all
respond sensitively and appropriately 10 thear texts oo a varicty of levels, and
most begin with an orchestral risornello and use noenellos o mark their
primasy formal dvasions, The wse of ritornellon and the careful observance of
the 1ext profoundly infleence the manifestations of sooata form in Haydn's
arias, but they do mot alter the fundamental principles of that form, Indeed,
o many mstances they reinforce many of its determining features,

In settiog his texts, for example, Hayds, like many midcentury composers
of Italian opera, usually runs through the whole text twice in the course of a
socata- oe binary<$orm aria. In the sonata-form ara, the beginning of the
recapetulation is almost always ranforced by the return of the opening
words, and it is generally troe that any repetition of musical matenial s
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accompanied by repetition of its original text. Within the exposstion, and
also the recapitulation, & mew wnit of text is usually set 8o new music, while
the extension of a text or text-segment is usually set 10 a similar extension of &
musical phrase. Haydn often arranges a two-stanza text in an exposition by
setting the firse grammatically complete sentence to the first group, the nexe
sentence 1o the transstion, and whatever remains o the second group (wsual-
Iy the whole secomnd stanza ), with as much local textual repetition as is meces-
sary 10 fulfill the musscal purpose of establishing a strong secondary key
arca. Table | shows this arrangement of text in the exposition of the slave
Balkss' ara, “Ad acguistar gah volo,” Liwastre isposecisn, no, 32,

Thematic Text Measares Cadence
Material
A Ad acquistar gik volo 18-33
2 ks dolee hibertd,
2’ ka dolce libertd; I
A e mi diletto solo 33-43
B poter Fuggir,
faggir di quk,
B’ faggir di qui, di qud. AYAY
C' Il cor ma batte in seno, 45-51
s, mi batte n seno, \Y
D se perso a dissertar -5 Vv
E we possa in ciel ameno, 57-64 v
E’ in ciel ameno
F la schiavity, 65-82
la schiavith cambiar,
la scluavith cambiar. v

Table 1. The Arrangement of the Text in the Exposition to the Aria,
“Ad acquistar gik volo,” L'iucontro improveiso, no. 52,

As it is the case with Haydn's setting of the text, bas ritornellos usually
emphasize the primary divisions and continuities of sosata form. Most sona-
ta-form ariss inclade ritcenellos: one a1 the begnning, one in the seocexlary
key at the end of the exposation, and one at the ond of the aria. Unlike many
of his concerto movements, Haydn's anas rarely include a morsello i the
submediant after the development section, and the recapatulatsony of his so-
nata-form arias, again with rare exception, never begin with a repetition of
the opening rivornello” This typical arrangement of ritornellos cmphasiees
the fundamentally binary structure of most of Hayde's somata-form arias: the
ritornctlo that comes between the exposition and the development section
marks the division o two parts. This binary structere is, of course, basic o
all versions of sonata foren, but it assumes particular prominence among
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Hayda's amas in this form,

Contrary 10 the typical practice in Haydn's concertos (and, for thar mat-
ter, Mozart's), the ritornellos in his arias are usually quite short, especally
the cnes after the exposition and those a1 the end of the ana, which are
largely cadential in function, The opening ritornello in the arias always re-
maies b the onic. Tt usaxlly antscipates only the vocal firse themse 10 begin
with, bet it may conclude with a passage in a stnkingly instrumental idiom
In a few arias, almost all written before 1776, the riornello also introduces
material to be heard later in the vocal seoond group, but even then the pas-
sage as a whole remains in the wonic.'

In a vaniety of complex ways, Haydn's arias both typify and stand apart
from the gemeral developments in his compositional style during the sevens
teen years under asideration, The following paragraphs focus on three
issues which illustrate vividly the variety of relations between Haydn's vocal
and mstrumental music: finst, the use of certain musical materialy such as
rhythmic contrasts, medodies of a charactenistically vocal nature, and
pheases of regular oe irregular length, secondly, the shapes and proportions
of the sonata forms Haydn created, and thirdly, the muasical processes char-
acteristic of these forms, in partscular the use of repetition and development.

The masical matersals of Haydn's sonata-form arias will be considered
first. In order to do so, a distinction must be drawn between primary and
secondary materialy, between those melodse and rhythmac features particu-
lar o a given péece, and those shared by many pieces— common acoompanis
mental motives, cadential ligures, and what maght be termed hlder material,
Two major points emerge from a comparison of the primary vocal material in
the arias with the mam thematic material in the contemporary instremental
music. First, even when vocal and instrumental themes share cortain expres-
sive or gestural characteristics, they oflen differ in important structisral re-
spects. Compare, for example, the opeming of the Sering Quartet in F Major,
op. 17, no. 2, with the opening vocal theme of Dardane’s aria “Ho promeso
oprar destrezza,” Liscostre improveise, no. 26, in cxample ).

Both these themes have chord-defining opening motives, both use homo-
photse textures, and both evole the woeld of opera sena. But the vocal theme
ocoupics a smaller pitch-range than the instrumental one, and s relative
lack of rhythmic comtrast makes it scem ot as rich in developmental possi-
bilities. These characterntion are duc partly to the particular capabilities of
the voice, of course, bat also 1o the text, whach, like most seria-styde texis,
demands a fairly comsistent declamatory rhythm. In a comparison of ana
themes fram the later operas with themes from the symphonies of the lager
1770s and carly 1780s, many examples of materials are found which appear
at Jeast as close in spirit as the two themes just discussed, but even further
apart in substance, The subtle rhythmic tension of the openang 10 the slow
movement of the Symphoay no, 78 is quite foreagn 10 Haydn's lalian ara
thenses in these years, for example, as is the apparent ingenioas simplicity of
the main theme of the finale of Symphony no. 77,
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Example 1. Joseph Haydn, String Quartet, op, 17, mo. 2, 1, num. 14
(Wirke, Joseph Haydn-Institue, dir. Georg Feder, Reahe 12, Band 11, 659);
“Ho peomesso oprar destrezea,” Lincoatro improceisss, mo. 26, mm. 19~
2.

Haydn's aria themes remain at once more regular on the measares1o-mes-
sure level, and less prome 10 symmetrical paiss of phrases on the level of the
penod, A companson of the opening measures of the Symphony no. 61 with
the opening vocal statement of Melibeo's aria “Sapgi che la bellezza,” Le
Jedelté prewiate, no, 28, illuminates this relationship further. Both pieces begin
with a fanfare-like headmotive, which is imnsediately followed by a more
Iyrical fragment that stresses scale degroes 6 and 4. Bug, typically, the open.
ing of the symphony divides into two parts, while the vocal theme divides
into theee (marked with brackets in example 2), Moreover, the contraction of




Example 2, Joscph Havdn, Symphony no. 61 (1776), I, mm. 1-9 [ Bente,
Joseph Haydn-Institue, dir. Geosg Feder, Reihe 1, Band VIEL, 175);
“Sapps, e la bellezza," La fedelta premiats, no. 28, mm, 10-25 (ed. H.
C. Robbims Landon, Salzbury: Hayda-Mozart Presse, 1970, p. 219).

the repeated motive in the symphomic theme [rom two measures o cae mea-
sure and them to two beats would never be compatible with comprebensible
text-setting at the begmning of an aria, though such a device might be used
foe comic emphasis later in the poece.

The sccond point that emerges from a comparison of the main thematic
material in the two media is that instrumental themes and texiures which
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might normally be called vocal are in fact quite rare among Haydn's sonaca.
form ui». For example, slow penodic melodies over rocking or pualsating

ts, such as we find in the ""Lamentation™ movement of Sym-
phnnyno.w 11 distrato,”™ do mot occur at all n Haydn's arias unidl the
later 1770s, Even in the kate 1770s such melodies and textures occur only in
the most thoroughly serious arias, and withan these arias anly as x contrast 1w
the prevailing more declamatory mode of the rest of the number, The second
group of Ernesto’s ara "Qualche volta non fa male,™ Il monds dells lana, no.
37, s such an example:

Example 3. Jaseph Hayde, “Qualche volta noa £ male,” 1 monds dello lang,
no. 37, mm. 23-32.

Here the contrast is dramatic as wdl as musical. Ernesto is delivening a
lecture on the necesaty of difficultses in bove; the change 10 the magor and the
entrance of the “vocal” melody and texture coincide with his description of
the increased delighes of love once the difficulties have been remoned. Melo-
daes of this sart ooour with a slightly greater feequency alber 1779, but they do
not usually appear in sonata-form arias, Rather, they tend 10 constituee the
opening sections of through-composed mumbers, and as such, appear in most
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cases only once is the course of the number. 1t is almaost as if Haydn could not
expect a singer, or for that matter a character, to engage i wach intensity of
expeession for moee thas a fow phrases,

Despite these differences in the use of such primary melodic materials
between Haydn's arias and his instramental music, there are consistent sami-
larities becween the secomdary masenials—cadence figures, accompamimen-
tal motives, so<alled “fller material,” and so forth. Many of the diosing
passages in the aria risornellos are wtterly symphonic in ke, and
“throwaway™ figures, such as those i the second group of the first moves
ment of Symphony no. 62 would be equally at home as accompanamental or
Gller maaterial in & Suffe ana.

The overall shapes and proportions of Haydn's sonata-foem arias dilfer
fromm those of his contemporary instrumental music in several respects. One
of the most interesting characteristics of these anias s their tendency 10 di-
vide o two approximately equal halves. There are, for example, many
maore sonatas without developeent among the ariss than among the sympho-
mies, quartets, and concertos written duning the same period. Somatas with-
out development are obviously bipartite, but 3t is interesting 10 note that @
the arias in this form the recapitulation is more often than not expanded by
abost the length of the apening eiornello, 3o that the two halves of the whole
aria more nearly approximace each other in length. In a large number of
ariax in full sorata form, the development sectson is about the same lengeh as
the opening ritornello; in these arias the recapstulation tends to rotain the
same dimensions as the exposithon. In a few other arias, the developosent is
longer than the opening ritornello, but the recapitulation is then abbreviat-
ed, & if 10 compensate for the “extra™ length of the developement. In arias
which correspond more closcly to the latter model, there is often an interde-
pendence between the development and the recapitulation, in that material
wsed in the development tends to be the material 1that is omatted oc abbrevi-
ated in the recapirulation.*

All in all, about nanety peroent of Haydn's somataform anas exhabit these
proportions, whereas they are highly unasual among contemporary instru-
mental picces; fewer than ten percent of the symphony and quartet move
ments examined in this stedy had such proportions. The apening ritormello,
as we have seen, is crucial 10 the banary symumetry of these arias; where that
section is unusually loog and complex, its mtegration into the whole struc-
ture is even more remarkable,

In Rezia’s aria, “Or vicina a te,” Llincontro improcaise, no. 29, for example,
Haydn integrates into the bipartite structare of the whole not only the length
of the ritormello and the unasually long openang section that ressales from it,
but also the thematic repetition it emails. Figure | shows the marror relation-
ship between the two halves of the ana a5 {ar as harmonic movement asd
repose are comcerned. The two strong tonse cadences fousd at the boginming
of the aria—one at the end of the ritornello and one at the end of the vocal
first group-—are missang at the corresponding place in the recapitulation, the
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first because there is no repetition of the opening rtormello, and the second
because the reprise of the first group is diverted 10 a half-cadence as it ends.
The two tonic cadences thus avoided are then transferred, so to speak, 10 the
ennd of the recapitulation, by means of the extensson of the closing group, as
the arrows in figure | indicate. Conversely, the stroogly comnected phrases
that occur at the eod of the exposition recur at the beginming of the second
half of the foem, in the development and at the beginning of the recapitula-
tion. Thematic matersal is also treated in a complementary manner; as the
diagram shows, material presented twice in the ritorncllo and exposition is
heard oely cace in the recapstalation, while matessal heard caly ance in the
first half of the form is givenm more enphasis in the second.

The insplicit binary symmetey of the sonata principle is, then, made explic-
it and fiteral in mosst of Haydn's somata-form anas, This is true neither of his
comcerion (with rare exception in some of their show movements),” mor of the
solos in his contemporary Masses. [t would appear that the model for, or
source of, this consistent tendency in the operatic arias is the comvention of
sctting the text through twice in the course of an aria, with all the binary
symmetry that that implies.* The soets of musical practice typical of Haydn's
arias allow the repetition of the text 10 be heard and compechended x such.
Om a more abstract Jevel, the music reinforces the banary cssence of that
textual repetition, and yet in an csentially Haydnesque way it lessens any
semse of redundancy or routinencss engendered by the repetition of so much
material.

The final section of this exsay will focus on the topecs of repetition and
development 10 represent as vividly and concisely as possible the many com-
plex relationshkips between Hayda's operatic and instrumental styles, in
terms of their charactenstic musical procosses.

Haydn's famous habit of avoiding literal repetinion is as much a character
iatic of by arias as it is of his instrumental masic, despie the texrual repets-
tion which all the arias imclode, The situstions and wavs in which he avoids
repetition in his sonata-form aras, bowever, reflect the particular constraints
and demands of the genre. He both repeats less materaal and wriles fewer
dn‘dopmmalpaumm lbewralum!mdba arias than be does in
the expasitians of his instrumsental works. The anas, of course, almost all
began with a double statement of the lirst theme, fiest by the cechesiza and
then by the vaice, but after this there is remarkably litde immediate repeti-
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tion of more than a motive, For example, the very common instrumental
practice of beginning the wansitional paragraph with a restatement of the
opeming material occurs in only nise of seventy anas examined in thas study.
The majocity of these nine are lyrical effusions in serid style, whose texs
claborate a single, simple, and usually amoross concat. The repetition of the
first theme at the beginning of the transition emphasizes both the continuity
of affect im the text and, in all these cases, the exsential inserchangeabality of
the different sentences of the poem. One might reasonably atribuce Haydn's
svoidance of this practice in most of his arias both 1o the characteristac dou-
ble statement of first-group material mentioned above, and 10 the tendency of
most exts 10 take & new tone afler the first sentence,

The repetition of a segment of the first group in the secondary key area—
so-called monothematicism, o, preferably, “main theme transpositon '’ —is
oven less frequent among the somata-form arias than is the repetition of the
opeming mater=al at the beginnisg of the trassition.” In just & handfid of arsas
the second theme begins with a repetition of the opening anacrustic figure
from the first group, but in all cases the immediate continuation of the mate-
rial is strkingly different, Exnmpltishowstbt beginnangs of first and second
gmupcof"l'etph&mmim La vere cmtenza, no. 20, in which the degree
of rrpmt-o- is entirely typical of this small grosp of arias with main theme

Example 4. Jaseph Haydn, “Per pieth veerons rai,” La cera casdanze, no. 20,
mam, 1017, 29-33.

Orse might uaderstand this mere suggestion of repetitzon as ditferent only
in extent from the main theme transposstion in contemporary isstramental
works. e is, after all, umusual o find more than a couple of measures from
the first group repeated in the second group of an isstramental sonats form,
and evem those few measures are typically varied or developed in same way,

On the other hand, one might understand this suggestion of repetition as
being substantially different froen its snstrumsental coumterpart. [n doing so,
one must take the presence of the text in the anas into account. One of the
purposes of the opening vocal section of an aria is o realize the rhetorical
progression of the text in such 3 way that cach poetic idea i clothed in
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semantically suitable and appropriately memorable musical garh, a purpose
o which the structure of a sonata exposition is particularly well sutted. The
socond group of the expasition almost always scts 2 new stanza or other
major division of the text, which almost always introduces a different tone,
depicts & different image, or takes a differest point of view from the firse.
Haydn's usual use of new or kargely new material in the second growp thas
falfills the formal and semantic requiremnents of the text.

Hayda typically uses the assocations between partscular segments of text
and particular musical phrases, assoocations that he carefislly establishes in
the expesition, as & formal and dramatic resource later in the ara. For exam-
ple, in developmental sections the repetition of a text may sdeatify a variation
of its ceiganal setting.” 1o arlas about panic or confusion, one or maore musi-
cal phrases will sometimes returs unchanged but set with different words,
The deamatic point of such a device would be lost without prioe establish-
ment of the orginal words and comtext for the phrase in questson, The best
example of this is in the reprise of "Noa v'e rimedio,”” Linfedeté delasa, mo. 8,
where Napni, in a state of anger and confusion, lirst retusrns to the right
matenal, with the right words, but in the wrong key (Vof 111, m.79). He them
“corrects” himsell musically, but continwes with the second line of the sanza
(mA83). Both the brevity of the “mastake™ and the dramatic context allow
this nterpeetation.” The dear thematic differentiation of first and second
groups in the expositions of Hayda's sonata-foem anas creates oppartanitics
for these particular vocal and dramatic techmiques of vanation and
development,

The relationship of developmental sechnaques used in sosata-form anas o
those wsed wn instrumental woeks is complex. There are obvious differemces in
the treatment accoeded the two media, As moted above, truly mosothematic
pieces, thase built primarnily with permutations of a single motive, occur with
extraordimary rarity among the ariay, whereas they are, i not usual, at Jeast
familiar among Hayda's instrumental works, especially amomg finales,
“Mille lamnpe d'sccesc faville,"” Orlendo palodioe, no. 26, is the anly example of
a truly monothematic sonaza-form aria. On the other band, a number of dafla
arias i Jooser binary and through-composed forms employ the continwsously
developmestal style of “Mille lampd."

Another obviows difforence is the mre lroquent use of new maserzal in the

t sections of Haydn's sosata-form anas. Approxamately twenty
percent of the developasent sections kn his anas in this form inclode signifi-
cant mew material (most of these sections alwo set mew text). Development
sections such as these come closer to Charles Rosen's momenclature, “trio
sections,” used o describe the middle portions of mast aria forms.”

Relationships of a greater subiiety between the two media may be fousd
by companng their actual dovelopmental processes, The development sec-
tions in the arias are usually very brief, rarely more than a third of the length
of the vocal expasition. The developaent sections of contemporary instru.
mental works, on the other hand, are on the average about two-thirds 10



theee-quarters of the length of the expasition.” The vocal development sec-
tions rarely incdlude classically developmenial passages of sequence or contra-
pustal working-out, and they rarely contain more tham two or three
modulations.

Developmental processes vary conssderably from ooe deamatse type ol ania
to amother, Buffe anas, for example, tend 1o be more obviously developmental
throughowt than serie numbers, and in most respects the developmental pro-
cesses 10 dufls artas differ more i extent than is kind from those i contem-
porary instrumental works, Example 5 shows the development section of
“Ho tesa 1a rete,” Vespima's last aria in Linbdds defwie, along with the ex-
pository sections from which #t derives. The relationship of exposition 10
development in this ana is quite rypical of Haydn's dffe aras in sonata and
benary forms throughout the seventoen years of major operatic activity.
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Example 5. Joseph Haydn, “Ho tesa la rete,” Linfedeltd defmia, no. 24, De-
velopment and Expository Fragments,

The two subsections of this development, mm. B35-89 and 89101, btk
begin with meore or Jess Hieral repetition of 2 motive from the exposition, and
then comtinue in a more developmental way, The first phrase adds a new il
to the motive from the transition, which then takes om a besel life of s own.
The second extends the origisal matenal sequentially and then spins the
meclody oet antil it reaches the dominant. Those procedures are charncieris-
tic of both the central and the recapitulatary or “secondary’ development
sections in Haydn's Suffe ariay, they may also be found in many contempo-
rary instrumental works,

Owe rarely finds motivic play more extended than this in Haydn's vocal



development sectioms. Artas with Jonger developments simply include moee
phrascs from the expasition, treated in similar fasdion, The absence of longer
extension of single motives in this repertory may be refated to the difficulties
of text-setting in soch a stsation, On the other hand, James Websier notes
that restatement of expository material without much change was quite com-
mon in all sorts of instrumsental music before about 1780, so that vae could
see Haydn's arias as contermporary in this respect.” However, even Haydn's
later anas do oot isclede extensive development of material in the develop-
ment sections, nor do they include coloratara passages, which woslkd free the
masic from immediate reliance on the text. Coloratura occurs caly i arexs of
complete tonal stabality, and such passages are peimarily cadential in fune-
thon.

The developenent soctions i Haydn's serie artas are of a greater variety
and differ more from his wsual instrumental practices than those in his faffa
arizs. The develdopment sections in senig sonata-form arias also exhibic his
characicristic inventivencss maore than do the analogous scctions in fuffe
arias, The nine-measure development section of “Deb! se in cidd pletade
avete,” Prince Ali's opesing statetment in L'scontro impreccise (no. 14) & one
such passage. The development section of the aria is built of a comtinuous
melody picced togethier from different segments of the exponition. Each seg-
ment typically retains the basic rhythm of the original, but alters its melodic
contours. Thas alicration and re-ordering of expository material may clearly
be classified a3 developemsent, The overall sense of the passage, however, is not
at all developmental in the usual sense of the term, as it is applied w0
Hayda's instrumental works,

Some of the most extensive developmental writing in these anas is found in
their recapitulations, particalarly in the passages which replace the exposi-
tory transition, and im certain closing sections, The processes of development
and recompaosition in these passages are essentially similar to those in the
central development sections, but are often used in a more extended manoee
The beginning of the closing passage in “Ah se dire jo vi potessi,” the servant
Eurilla's caly aris in Orlande paleding (m0. § mm, 71-75), is & wonderful ex-
ample of Haydn's ability to change the entire character and meaning of a
motive by altening its articulation and context. The expositary version of the
motive (mam, 20-25) mocks the amorous sighs of the noble couple in the
opera by imitating them, and in the coning passage Eurills speaks in her
own byfis voice and makes her ndicule of the enamored pair perfectly explic-
it Eurilla’s aria shows Hayda's ability to use motivic devedopment for thear-
rical and dramatic effect.

In his biography of Haydn, first published in 1812, Giuseppe Carpani
flardy asserted that “Haydn in tearo nom & pié Hayda'"™* Owe of the pur-
poses of this essay has been 10 suggest the imaccuracy of this idea which has
persisted in one form oc another for a contury and a half, Haydn's sonata-
form anas do indeed differ in many ways from his instrumental sonata forme,
but these are ways that reflect the particular challenges and cosstrainis of a



theatrcal and vocal gemre. There are many fandamentally similar composic
15onal comcerns and stylistsc elements beneath the rather diverse exteriors of
Haydn’s operatic and instrumental music, and it might not be an exaggera-
thom 10 suggest that at beast on the level of the indinvidual ana, Haydn “in
teatro” is most thoroughly himself when his artas are at their most charactes-
wiscally vocal,

NOTAS

*This owaay bs 3 vevined verson of 3 paper prosented at the 197 anosal mercing of the Amwri
caa Musicological Soceety i Aan Arbee, Michigan

' Winess b comparsen of the work 80 Gluck™s Ople in 3 devser wrissem o Jaausry of 1791 o
Prisce Eserbday. “das seue opern bichl 3o ich ra corporsren habe, betitult sich Orfes in 5
Actes, . .. damelbe soll von ciner gane anders arth scyn, abs jenes v Glack . ™ Joseph Haypdn,
Gestmmelie Boiefe wod Anfoncinengre, o Dénes Bardha (Kassel Bhreseoser, 1965), pp. 25354,
Hayds had peevioundy advertised his operas 10 Artarss in quite extravagant terms (see Brge
Coe o TT 1050 bt M had never Bebare sen Rimsell wp paliiacly an 4 competitee 1 am already
TeRcraTod ORETATE COmpans.

' Only dx anas do not begin wich an exposition that polarioes wonke and doosinant or eosc and
relative major In 2 wmall sumber of the other arias, however, thar polarity s mot very cearly
defoed.

! The sermn “symmctnical resobation ™ is borrownd ees Charles Roses, The Clasoca? Shile (Lo
don: Faber and Faber, 1971, pp. 50, 77,

* The two exception 1o tha are “Ob che gunio,” Linghdalis defase, po. 22, an mmesscly long
und complen aria in which e seturn of the fivenello is one of the few Formally clear moments,
wod “lo sposas Vempio tirsan,” Le cmormna, a0 3, 0 BillBediged parody of wrs sredes and
masneriims, inheding soarageounly long rilerselbos and remarkabdy sweagre dramack coeien

Arias wih wvessally boeg noornelion sead 10 Be e s sryle aad 1o expeess either Moo of
mock-Meroic wentimenos.

* “lo sposar U'empée tiraano,"” Lo contening, no. 3, provades an ususually clear example of Sl
procedure; the loog developeeat section, mm. 7137, is largely based ca a vercoa of the diosiag
phense of e cxponition, mm. 52-58, which dhen docy noxt reappear at all = the abbeeviated
teoagitelation. (Tha concmencss matigaies rather thas reinforces dhe clements of parody in éis
et )

PR abow maoverment of the Viodia Concerno o A Magos, Hob VIEIA S S example, Galls into
ows Ay coe-mrariee haloes around 3 seven easece cennral riarnel b, bt the baary yymme
mry heee s corased by dhe wnple dovicr of mepeating the ogening reomeio a1 1he end of e
movement.

* The texts mved for solo mamberns is the costeraporary Mawes are typecally w0 short thar shey
mrast be repeatod many tines i the coune of an arla, and S carnct offer 3 moddd of Sinacy
yyoumetry 5 the mrmosscal frm.

"1 am mdeband 1o Michelle Fillion So the term “main (heme (ransponion. ™ See hee pupes,
“Scaxta-Exposition Procedures in Hayda's Keyboard Somarae,™ in Hapde Studis Procwdings of
e Iniernationel Hapdn Confroner, Waskieghon, 0. €, )5, od. ). P. Lavwn, H. Scrwer, and |,
Webster (New Vork: Novwon, 19810, pp. 47581,

* Compare, for oxample, mm. 9-37 from e md of e oxposition of “Son lanciella @
manio,” N meade dolle bene, mo. 15, with mm. 38-¥) from the end of the developmene. Here the
tewse of the wonds, “3e o ceren il trovesd™ serves 0 emphasior oot ooy the continmity of de
amanory Aythm between these twar phranes, bt also the valale comtmuty of the descend ing
sixtoentbenete scale, Beard first in the frst ol b cosnterparn and then in the vooal Tine inself (on
“trovesd,” men. M-}

e e Son arias where e devriopaeent section rewses the Sral stanas of 11 and e reon
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poulation continun with the second, there by o reason 10 rrad 2 dramatic mevage isio Ge
procodure. See, for cusmple, “Qacsta mane e questo cuore,” Le pevaina, no. 26, for this relatives
by usunual pattern of teatactting Both these acio Mok sigreficant thermatic contrmt, so e
change of words is 9ot & sarding as & ot be in 8 moce sootional member

W Chatlen Rosen, Sonate Formw (New Yorks Nowron, 19007, p 56, For a feller @acussion of de
applicatiliny of this term oo Hapdn's ariax, we svy dissersacion, “Hayda's Aria Forms: A Stady
of the Ariw i the [uadua Operan Written ot Exoserbdaa, 17661283 (M D. disa., Cornell
Univeruiey, 19652, pp. 51-55.

9 Jammes Webnter, “Somats Foem," The Nex Goove Dyctionery of Mu and Mennan |Londoa:
Macrnillas, FS80). Welbsoer eatiomates St Haydn's development section average aboet seven
tyfive percent of the Sength of the exponition soroms s entine imsorventnial outpat. 5B we consid-
of only e istrumental warks wWreMs wp 10 Geca 1THY, the avenage progertien of e
developerant ia refanion 10 the mposition i somewhat snalies

" | bosrow the sorm “wcondary dovelopeeens ™ from Roses, Semce Formz, p 276

 Wibater, “Sosata Form," NGOM.

" Gieneppe Carpaai, Le Hardine, sovers detiere s bo 108 ¢ (r afre dol crivbor macsion Grappe Hyriv
(Mdare C. Becomell, 1812, M o, Padua: Tipografia delle Mioerva, 1370 repeiat, Bologna
Forni Edivre, 1965), p 198,



Glareanus’ Dodecachordon in German Theory and
Practice: An Expression of Confessionalism
By Craig J. Westendor/

Until now the study of Glarcamus” Dodreochordar of 1547 has dealt with the
etymodogy of its terms, the precise nature of its modal definitions, and techmi-
cal comparisons to the later theceetical treatises which it isfluenced. How-
ever, the theological, liturgical, devotional, sociological, and educational
milseu which Gntered the practical application of Glareanus’ attempt 10 pu-
nfy the teacking of the cight-mode system through the addition of four more
modes has been Jeft uninvestigated. Any theoreticalcritical work should be
amalyzed with these factors in mind, but the Dodrechordor 3 particularly
deserving of further study from these perspectives for several allied reasons.
The first known cycle of motets bused on the entire cycle of gospel lections for
the charch year, Homerus Herpol's Novww of fnrigne opas municam (1563), is
ceganized according 10 the new 12-mode system. The dedicatee of Herpol's
cycle, as well as of the Dodecachorden staelf, was Ot1o Truchyess von Waldburg,
Bishop of Augsburg, a highly influential political and intellectual figure in
the Tridentine reforms.’ Thas, the pracrical application of Glarcanuy' teach-
ing, which was in isclf an effort at reform, 1ok place i the wider context of
the Counser Refoemation.

As yearly cycles of gospel motets became a particularly Protestant genre,
Glareanus’ reaching was applied im the sphere of evangelical reform. Of the
12 cvcles that followed Herpol's,” three are organiced according %0 the 12-
mode system: Andeeas Raselius” Tewtscher Sprivche awis dom Ssntiglichen Ervange-
liis dwocks gestze Jor (1394-1595), Philipp Dulichius® Necum spas muiionm
(1598-1399), and Christoph Demantiuy’ Corons Sarmenica (1610)° These
three cycles mot only present modal reform, they set 10 music very specific
gospel verses that were dictated by Latheran preaching tradition. The goapel
motet cycles, in fact, externally parallel the sermon collections known as
Postilles, which contained hoeilses foe every Sunday and fesinal of the
church year. Further, these cveles wore written in the era of Confessionalism,
those decades of Reformation hisiory which surrounded the theological for-
mulation, finalized in 15377, known as the Formula of Concord, The death of
Luther (1546), the recatholicizing Interim smposed by Charles V on evan-
gelical vermmories after the Schmalkaldic War (1548), and the encroachment
of Calvinism all peoduced both theological and politscal upheaval within
Lutheramism,. The three decades between 1546 and the fimalizatson of the
Formula of Concoed produced 20 documents which were intended to create
soene thendogical confor maty among the disciples of Luthes” Since the pramo-
twom of Lutheranism Bad been attached to the religious inclinatwa of the
nobility since its inception, a common confession would produce both the-
ologacal amd political stabslity. The Formula of Concoed, alihough not fully
acoepted by evangelical Germany, still pravided to Lutheramism at least a
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modicam of stability and comsistency well into the 18th century*

The practical application of the Dedecachordon within Conlfessional Lather.
anism, with its Brmdy controlled Latin schools and their choars, ok place in
a comnplex enviromment of political and theological stability and the solidifi-
cation and almost redundant transmission of 2 preaching tradition based on
the yearly cycles of gospel pericopes. Another comtemporaneous musico-his-
torscal factor was the adapration by German theoriats of Glareanas’ system,
which was cssentially a mosophonic theory, 10 polyphosry, An examination of
Glarcanus' Dodecackerden, the German Lutheran Latin school treatises that
accepaed it, and the confessional and devotional mood that surrounded the
prodection of the gospel motet cycles will chanfy how these various hissorical

phenomena functioned together

Heinrch Glarcan (1488-1563), imperial poet laureate, a contemporary
and friend of Zwingli, student of Erasmus, professor of poetry and theology
ar Freiburg, and author of works on rhetoeic, geography, poetry, and arith-
metic in addition 1o kis musical treatise, was undoubtedly the leading Swiss
bumanist of his gemeration. As a humanist, he at first embraced the Reformas
tion but son rejected 31, folknwing the lead of his scacher Ecasmvus, criticiz-
ing the Reformers for their destruction of fine arts.’ After vehemenly
eriticeeing Oecolampudsus for his elloets at reforming Baske, particalarly for
his attempt at introducing German songs into the mass,” Glarcanus fled w0
Fresbueg in 1529, As already mentioned, this rgection of the Reformation
bad no difect on the acoeptance of his teaching in both Lutheran and Re-
formed circles. The reason for this lies in Glareanws' positive efforts sowards
reform, both in mussc and the reorganization of the university curriculam, In
general, he shared the evangelical concern for educational reform.”

A beief descniption of music education in general in the Liberan Laun
school will be belpfal for an understanding of the acoeptance of Glarcanus’
teaching. Musical education in thecey and practice was based on two as
sumptions: music's wholesome effect upon the student, and the commumnity s
need for music.” However, even a cursory survey of school oeders shows that
spoculation on the effect of music was superseded by the demand for music at
public worship, This is casidy understood when the school is rocognized as an
institution im service 10 the church.™ All ivems of instruction had as their end
the building of solid, responsible citizens who could maistain a constant
social order, a social order that could maistain the propagation of true
doctrine,

The extwremely influcatial Strassburg educaror, Johannes Sturm, makes
very dear the direet refation of music 1o religious edwcation.” In view of
Luther's bove of music, and the large, new repertoire and collections of music
within the Listheran sphere, it might be assumed 1that musec instructson se-
ceived a duly proportional share of 1be schoal day, But there i dess here than
meets the eye. The teaching of rhetoric and dassscal literature dominated the
lesson plans. Music instruction was almost universally assizned 5o the hour
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from moom 10 one o'clock. ™ Tt was placed at this hour sisce 3t was seem both as
an aid to digestson and as a peactical exercise that could restore fatigued
mands. As an exercise it often had 1o share time with other courses classifoed
as exeroines, namely calligraphy and anthmetic. The Néardlingen school ar-
der of 1553 is an example of this: in the two upper classes, arithmetic and
“dic Musics Nicolsi Listewii " shared two instructsonal hours per week.'" When
measic instrection was alloced oee fisll howr daily, it ofien aleernated between
murica theorics and muwics practics, that is, the lcarning of the reading of music,
note values, and so forth, and the actual rehearsal of music, moss likely 1he
chaat 10 be uved the Sollowing Sunday. Examples of this plan are found in the
following orders: Brieg (1581);" Braunschweig (1598)* and (1600);"" Frank-
furt (1579);* and Seralsund (1591)," among many others,

The actual treatise 10 be used in instruction is often mentioned in the
school oeders, Prescriptions that theoretical imstruction be bref are abvo very
frequent. The church order for electoral Saxomy of 1580 is charactenstic of
both traies: “The teachers shoudd not bueden the boys with many long, spun-
out precepts of art, but should only read 10 them the Compendivm Maricor of
Faber in which is sufficiently contained what is mecessary for them wo
know "™ The specification of Henrich Faber's Compendialom Musicer pro Juci-
plestibur, first printed in Braunschweig in 1548, when Faber was Rector at the
Martmneum there,” is very typical. Easily the most popular ireatise of the
16th century, its Bve chapters deal in the most succinet way with the letter
names of the stall, solmization syllables, the quality of the three bexachonds,
four rules for the mutation of these hexachords, and finally the absoluse mini-
mum of information pecessary 1o recognize note values. 11 s important w
mention that this small treatise in no way deals with modes.

The next most popular treatise in 16th-century evangelical Germany was
Musive by Nicolaus Listenius, first printed im Wittenberg by Georg Rhau in
1537.% [ greaster complexity was recognazed by educators, and the Lissemius
treatise was used in the upper classes as a complement to Faber's treatise. ™
This work is extremely characteristic of complete masic smstructaon before
the imtreduction of | 2-mode teaching. As sach, its stnecture and definitions
can be 1aken almost as normative, and it will serve &s a good basis for com.
parison to later treatises,

The entire treatise is divided im0 two pates, the st prosentiog infor ma-
tion necessary for winging chant, the secoex] presemting information neces-
sary for singing polyphamic, or figural, music. The chapeers of the first part
are numbered, dealing wirth the defisition of masic, the letter aames of Botes,
clefs, solmization syllables, mutation, hexachords, further istrections for
solmization, the moving of clefs from their usual position, melodic intervals,
and finally the modes. The second part then adds instruction necessary foe
the interpretation of the proportional complexitios of performing mensural
music. The placement of modal 1eaching at the end of the section dealing
with chant is of some smport, as will be pointed out later.

At the beginming of the chapecr om modies, Listeniss offers 2 shors apology
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that be has givess the material as comcisely ay possible and has pot entered
mto speculation. Risymed rules are given for the recognition of a mode is ins
beginming, maddle, and end, follkwed by notated examples of these rules. The
vanous diferentias, optiomal final cadences that create an artistic elision into
a given antiphon, are presented for each mode. The paalm intwesations in
falso-bordome scttings emd this chapeer. Listensus has remained true 1o his
prossise 10 avodd any argument of speculation and bas presented the bare
musical material necossary for the chant of Mating, Mass, and Vespers, Un-
like Glareanus’ treatise ten years later, Myiiia contains no attempt 1o define
the modes by their characteristic ks or Sths,

Glareanus’ Dedecackordon is clearly a document aimed at the purification,
or more specifically, the repristination, of chant. The dedwcation to Bishop
O1to Truchsess already clearly expresses Glareanas’ complaint of the van.
ations and corruptions in the chant among different sations, diocoses, and
orders.” The text of the treatise abounds with the desire for restoration; prace
tically every chapter has crivicisen of “cupiditas rerum novarum. ™" In this
ropection 18 the core of Glarcanus” bumanistic concern for a restoration based
directly on ancient awthority. Even ia the dedication, Glareanas oites the
Basis for his new theory—1the seven octave species as defined by Boethius, a
theorist ransacked throughouwt the Middle Ages—finally concluding that his
1 2-enode syssem is nothing new but was instituted by 15 ancients. ™ That the
Dedecachordon is thus a document of restoration of chant in reliance on anciest
authority must abways be considered alonsgade its theoretical, techmical
aspects.

Glarcanay' theoey & based on the seven specses of octave from A w G,
species distinguished by varying positions of the semitone. The actaves d-d’,
eee' 0, and g-g” had already been used 10 define the raditional eighn
modes in the 10th and §ith conturios, Glareanus used a logical extensson of
this teaching, which traditiosally divided cach of these four cctaves into a
Sth and a 4th, or a %th and a Sth, and applied it 1o &l seven of the octave
species. Each octave species can be divided nto a Seh plus a fih, creating an
authentic mode, or mnto & 4th plus a Sth, creating a plagal mode, Fourteen
modes thas arise, but two must be rejected (B-1, =b; b, b-F"), since they
cannot be divided by a perfect interval. These two rejected modes are sothu,
illegitimate; the remaisiing 12 are goodass, genuine or legitimate.

In tarning o the introduction of the 12 modes in the Lutheran Latin
schocd, it will of course ot be possible to survey here all thoase treatises
written for cither teacher, student, or composer”’ Important features may be
summarized and these generalities can be 1aken as a porm, since these rea-
tisex are bardly charscterieed by independent speculation or drastic roorga-
nizatson of matenial. The Grst introduction of the 1 2-mode system in
Germany was Gallus Dressler’s Pracrica madorsm, printed in Jena in 15617
The dedication o appropeiasely humanistse, with eelerence 1o the pleasant-
ness with which the ancient philosophers comtemplated the modes. Glars
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eanus is praised for havieg cleansed and restored modal 1eaching after the
other arts bad been restored from their barbarous captivity,” The body of the
text presents mekodic intervals in a very traditional way, and then stresses
the importance of the §th and 5th in defining modes, Glarcanus’ 12-made
system is sufficiently distilled, and the modes are defined by hias octave spe-
cies. At this cracial point, however, the new teaching is abandoned in favor of
the traditional definitions of the usual eaght modes which were contained in
Listenius’ treatise. The reason foe this sudden change may be the practscal
limitations of Drossler’s instruction at Magdebarg. In discussing a motet in
the Sth Mode with a signed B-flag, be revives Glareanus” definition of losian
for woch 2 situation but quackly drogs it, as he says, to remain devoted o the
boys. ™ That is, he does mot want 1o argue here about the subtletses of the 12
maodes and for the sake of simplicity remaing with the traditsonal cight. A
cursory attempt has been made ar the propagation of 12-mode teaching, but
Dressler has not been able to complete it because of the inexpenience of his
students,

The 12-mode treatise which intervenes between Drossler™s two treatises,
Niwcolaus Roggius’ Masicar practicas sive arils conesd| elementa (15656), o likewise
equivocal. To the catechetical question, “How many modes are there”” be
answers: “Twelve, bat from these only cight, or at the highest nine are used
by us.”™ Roggius goes on to give examples of the 12 modes bt strictly culdls
them from chant, “Tropus™like examples follow his discussion of the differ-
ent specees of $th and Sch. Vanous paalm intonatices foe cach of the modes
then Sollow,

By 1571, the year of Dressler’s Musicae practicar elemente, a new amalgamas
twa of traditional and 12-mode teaching can be seon, This treatise paralicls
the tripartise structure of the Dedacackordsn in its division into the rudiments
of musical nomenclatare, a sectaon on the modes, and limally 2 section on
mensuration, The division is noteworthy since a large, independent secoed
chapeer on the modes was not included an school treatives up 10 this time,
Lake Roggius, Drosder attempts 1o combine | 2-mode teachong and its ever-
present corollary of octave division with the most practical leformation
mecded to perfoem the uswal chamt repertoire, When cxamples of the 12
maodes are peeded, Psalm and Magnificat imonations are given muach in the
mmanner of Roggius. But a new, fundamentally inportant direction comes in
Dressler’s admomition at the end of the Seande Pars: The teacher shosuld seck
out examples of the 12 modes among the recent gediphenis collections, for God
has arcused excedlent composers who show the seaching of the 12 modes in a
most beawtsful manner”

What is nportant heee is the unequivocal binking of 12.mode teaching w0
polyphonic music. Maodal teaching, as has already been seen, noemally took
its place at the conclusion of the first part of a treatise, presenting practical
tables o be memorized 1o enable the student 10 actually perform the chane
required by the church. Our archetypal school treatioe, Listenias’ Marica,
minimizes speculation on the modes: '“Here musicians are used to recounting
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many things of the mumber of modes, and of thar recognition, maxing togeth:
er, etc. So that 1 may not appear 1o obscure the material more than sllustrate
it, 1 will speak of what pertains to this matter partially in prose, partially in
verses, Sor the sake of the memory of the youth.”™ Sebaldus Heyden, in has I
arie cavendy, printed in Nirnberg {1540), relogates modal teaching 1o the very
last chapter of his treatise, maintaining that 5t is of listle consequence 1w
punsue the limits of plagal and authentic modes and their differemces when
they have scarcely any relation to polyphonic music.™ But the 12.mode sys-
tem, with ity division of $1bs and Sths, was eminently saited to the analysis of
the polyphony of the Eatrer [6ch contury.

The fisst motet collection to illustrate 12 modes, that of Homerus Herpol,
already mentioned, illustrates abmost relemtlessly how polyphosic lines thar
cearly delineate the characteristic Sth and #1h of cach mode can be con-
structed ” That the teaching of 12 modes is directly applicable 10 the motet of
the late 16th 2nd carly 171h centaries s attested by the mandodd reprintings,
until 1681, of Adam Guenpelzhaimer's Compendisfion, This work is particular-
Iy Ulustrative of the final melding of polyphonsc and modal theary. Madal
oxamples are almost complesely removed from chant formulac, the only
remuniscence of older treatises being the tropus formula for each mode. Like
Herpol's motets, the beief, sntexted polyphonic examples agaim illustrate the
filling-out by conjunct motion of the characteristic 4ch and 5th. ™ Gumpelz-
haimer is also very carcful 1o show the Cantus and Tenor as the mode-<cfin-
ing voices, the Altus and Bassus being in the corresponding authentic or
plagal modes in complement to the two leading voices. ™ That this adaptatson
10 poly phomic theory was successful s demonstrated by the fact that | 2-mode
teachisg within the school program is fousd in Halle as late as 166]1."

The transatiom from 8-mode chant theory to 12-mede polyphonic theory
has not been adequately dealt with in the history of theory. Such an examina-
tiom would show that the German theosists being discussed here, almost all
of whom were cantors and imstrectors, were crucial in this development.
Glareanus, of comrse, had already applicd the 12 modes 10 the anahss of
polyphonic music. What is new is the German theorisss’ stratiication of
modal stracture within their Mo Motica.

Besides the relevance of the 12 modes to the coumterpoint of the time, there
B an even more important reason why this modal-polyphonic teaching arises
between 1561 and 1571, the dates of Dressler’s two treatises. 1t i precnely
during this ten-yvear span that the singing of polyphony became a regular
event in the German Latin school. 1t is freely admitted chat polyphony was
sung in schools long before this, Lucas Bacmensiet's highly mformative culo-
gy on Lucas Lossius relates how Lossius’ uncle had mtroduced figural sing-
mng at the church and school ar Sa. Johanmes in Laneburg in 1516, One
marvels that this iy 2 date to be commemaorated and colebrated! Polyphony
outside of bearned circles and highly professional court chapels was hardly a
Sunday o Sunday cccurrence. Even Glareanus complained he could scarcely
bring three people together 1o sing podyphony.™



Many types of information support this thesis, The installation of a camor
for the first thme can sometimes be taken as the date for the introduction of
poltyphony such as in Breslaw, ca. 1541, Gorliez, 1567, Prenzlau, and Bran-
denburg, 1568.° Fagural music was used for the first time at the Petrbarche
in Bauwzen in Saxony in 1571, accoeding 10 city records.” Palyphony was
defimitely not heard @ the Barfisserkirche i Frankfust am Mam uatil
1573." Remarkably, reference o figural music within mussc instruction oce
curs only cece i the Plale, namely in Speyer, in 1594, a very Late date.™ Even
in a large city like Niirnberg, the reinstitution of polyphoay after the abaoli-
tioe: of endowed memorials requiring singers was not immediate. The resto-
ration of polyphooy was not complete wntil around 1546, and a higher level
ol excellence was not realized until 1570.% The prescripason of church orders
or the existence of paymwent records indicated the increasing use between
1580 and 1600 of the Stadipleifer every Sunday. The inclusson of instrumen-
talists within the liturgy is a defimite indication of polyphony. 1n sammary,
the period of relative peace and calture initiated by the Peace of Augsburg,
1555, greatly enhanced the posture of the Latin school, This created the
mediam for the expassion and dilferentiation of classes within the schools,
with the casuing result of initiation or expansion of polyphonic singing.

Reapproaching the first problem stased at the begannang of thas paper, why
monet cycles of gospel verses were so closely redated 1o the Dodecachendun, ote
fimds part of the salution in a comment from a school treatise by ane of the
gospel motet cyche composers, Andreas Raselius. Raselius, in his Hevacherdum
(Nirnberg, 1589), cites Lucas Lossius’ Pasimadia by page namber for exam-
ples of the 12 modes. ™ The Pralwodta (Nlrnberg, 1553) s a haghly confessions
al document, since s marging and intraductony pages for various scasons of
the church year are Slled with commentary and catechesis on the texts of the
chant. The peefatory material in the editions of 1561, ancluding an sndated
preface and a peeface dated 1560 by Lossius, a leveer by Mdanchihon dated
1550, and & dedication by Lossius dated 1552, s very slleminating. Fchoing
Glarcanus, humanistic concerns, such as how a change i the music dam-
ages the staze, and Melanchithon's Aristotelian comception of the sovas M-
s, are evident,” Most helpful 1o our angament, however, are Lossins'
comments in the dedication: “Our book of chant will not confirm papistic
idolatry and crroms, as if we approved, mor do we want 10 again carry mnto the
church the bours, canons, masses, vigils, missals, and other idolatries and
blasphemics of this type which remain in the sosgs of the papistic church,
O accoant of this we have selected the purer somgs of the ancient charch, so
that churches and schools, having been truly restored, may bave a book con-
takning incorrupt amd useful somgs. . .7 11 i stgnificant that the same com-
plaimt of unreformed chant as “corrupt™ occurs not only in Raselios'
Hevachordon, bt also in other treatises presenting the 12 modes.” Twelve-
mode teacheng, then, i related by the theorises directly 10 pusity of Nourgy
and dogma, particularly o that puricy that is a repristination, obtained from
either a humanistic relaance on classical philosophy, the church fathers, or



seripture. School music, whose primary lanction is 10 provide the necossary
music for public worship, cannot avoid being thrust into the new confessional
delincation following the Peace of Augsbarg.

This coafesssonal delincation 100k on a new urgency immediatedy afier the
Peace of Augsburg, sincr a land had 1o remain free of Calvinism in order o
enjoy the benefits of the treaty. Thus the maintenance of traditional Hrargical
foems, historically a defense against sectarianism, became a matter of con-
cern for confessional Lutheramism. * Litargical purity was not caly a signal to
the Holy Romsan Empere that the Peace of Augaburg was being adhered to,
but it was also a result within Lutheranism of the striving 1owards umity and
“seinen Lehre™ in the years knmsediately before the fimal stage of the Formula
of Concord of 1577, It was at this same time that church orders themselves
became highly confessional; that is, their repaintings included the Augaborg
Confessaon and eventually the Formala of Concord. Practical church music
was also subsumed under this urgemt striving for historical fousdation and
peool of parity. A church order printed in Marbarg in 1566, for the principal-
ity of Hesse, is llustrative in its very title,” and the wexts of the hargies
themyeldves are interspersed with historical verifscation taken mainly from the
church fathers.” The dedication of Der aften reinen Kirchen Gesenge verdentiohet
(sote title again) to Joachim 11 of Brandenburg in 1369, i yet another ilbas-
tration. * A short historxcal discourse contains the familiar complaint of the
monks corrupting the peoper, old song of the ancent church and the substan-
tiation for the preservation of the old, glorious soegs of praise, lessons, and
prayers.

The sonc and even the exact vocabulary of the comfossonal documents
aited above can be easily aligned with Glareanus” treatise. However, Glar-
canuy' reasomed eriticisan becanse polemical in the hands of extremely prac-
tical and confessionally aware German theoreticans. For example,
Glareanus' restramned complaint that the Lydizn pair of modes with 2 signa-
ture of onc flat makes them lonian became more severe in later works of
German writers dealing with the 12 modes, particularly in Dressler. Adapea-
tion of Glarcanus” speculative style to the drver catechesis of the school treas
tiscs leads to further stratification. Jobannes Magirus, in his treatise of 1596,
is sympromansc of the lase 16eh-century emphasis on confising all subjects of
education to compact rules and tables in his rediance on the 12 modes as the
first basis for proper composition. The singer who is umable to discern the
differences between the modes will both ineptly compaose ard ridiculously
sing.™ In all these treatines can be seen the attempt at & practical defimition
of a composition that is constructed according to tested, tradiional artstic
peecepts asd thus & fitting 1o & theology and liturgy based on traditional
peecopis.

The conmection between Glareanus” | 22mode system and gospel motet ool
lections stesctly organized accoeding o the charch year should be much
clexrer now, The prefaces of Dulichiug” two-part cyvele, prinsed i 1598 and
1399, arc exemplary within this discussion. The 15598 preface quotes Glar-
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canus precischy—that nothing pertains more to music than to be able 10
jadge the modes in a learmed manmer™ The complaint of the rarely found
pure Lydian pair of modes is again exprossed. In both prefaces Dulichius
imsists that he has used those modes 1hat are gocisw, genuine, and that noth-
ing foreign has been added. It would not be out of place to specalate here
that this terms, used by Glarcanus in a technical sense, has in Dulichius taken
on a confessional coloe. That is, his motets can be objectively judged in their
use of “gessuine’” modes, modes that have already been proven 1o be the
result of restorative theoey. They can thus be sung within a litargy that has
also been subgected 1o histoeie scrutiny.

One more aspect of the comnection between Glareanus and the gospel mo-
vet cycles needs 10 be discussed, namsely, the nature of the texts themsclves.
Luther, through his own preachiog practice,” retained the ancient pericopes
of the Roman church from which the individwal verses of the mocet cycles
were desved. In fact, the Reformation actsally enhanced the value of the
traditional pericopal cycle by reinstituting it as the basis for the Sunday
sermon, The church orders themselves unequivocally ordamed this cycle
be preached and explained every Sanday™ As in the first generation of the
Refoemation, the historical parity of the ancent pericopes was well estab.
lished i the Confessional era, being traced back to the time of Charlemagne
and even o the patristic era.” Thus, since they were established before the
decay mflicted by the medieval church, they were worthy of preservation,
The tradivional pericopes were praised as a wise imstitution of the Fathers, as
a means of good order in the church, as a vessel of the worthsest core of
Christian teaching, and as the best means for the instruction of the simple ™
The Confessaanal era was forced into further defense of the gospel pericopes
against the criticism of Calvinism, which maintained 1hat the selective peri-
copes and their yearly repetitoon did not allow for the teaching of the whode
of scripture.™ Such attacks, however, had virtually mo effect on the continued
application of the pericopal cycle as sermon subjects.

Not oaly were the pericopes themselves lirmly establishod im the oflicial
Hoargy and devotion of the Confessional era, the thematic marenial derived
from cach pericope became stratified in the course of the 16th century. That
is, just a8 the pericopes were scrutinized, so their exegesis had 10 be properly
carried ost. The pericopally derived preaching tradition became solsdified in
the course of the 16th century n sermon collections called Postilies ™ A Pos-
tille contained sermons for every Sunday and festival of the church year, each
sermon ussally peeceded by the traditional pericope for that partcular day.
The evangelical Postille tradition was established by Luther, whaose own ser-
mons were published in this foem in part as carly as 1521, His Postilles, and
imcdood all the Postilles of the 16tk and carly 17th conturies, were intended as
aids for insufficiently educated preachens” and in some cases were read
word-for-word (rom the pulpic™ The Postilles were also a very important
source for peivate and family dovotion. Andreas Kesler, church superinten.
dant in Coburg and colleague of Melchior Frandk, gives testimony both to



the Benefits of these Pontalles as well as to the merits of the yearly pericopal
cyde i his Theologis carawm conscientiar:

Praise and thanks to God, chat in our evangelical churches we feel godly
Blessing an repeated wsage. We do mot see what damage the festival epis-
thes and gospels do us, but we see much more 1he benehit, since the
parents of the commem social level prepare themaclves and theie chil-
dren in the gospel books. When doing this they know what kind of teax
will be handled on Sanday and their memorics are strengthened year by
year through the repetition of a text.™

The strengthening of 1eaching through yearly repetition of the pericopal
cycle smplies alwo that the lessons derived from each penicope remained more
or less constant from year to year. Thar is, both the pericopes and the dognsa
derived from them became stratified in the Confessional eva. The Postille
was not a work intended foe subtle theodogical presentatson, but rather a
means for presenting ssmplde moral and dogmatic teachang, To this emd, cach
pericope carried with it two or three pomcipal didactic podas that were
claborated or ormamented from awthor 1o author,

Two examples will suffice to illustrate the maintenance of this veaching
tradition, partsculardy within the latter 16th century. The pericope for Lae-
tare, the fourth Sunday in Leng, is Johm 6:1-15, which relates the feeding of
the five thousand. The principal teaching is that Cheist will care for corporal
as well as spiritual meods, Thas is casily substantzated by summarizing state-
ments in such Postilles as those by Johannes Spamgenberg, Awilepang der
Epistel wnd Esaxgelios (Nirnberg, 1572); Johans Mathesius, Patille {Niirn-
berg. 1565); and Veit Dictnich, Summaria Chastiicher Lebr (Nlrnberg, 1565).
Nicolaws Hermann's waddly dissemsnated Die Sontags Evengefin . ., én Graenge
gefesset (Wittenberg, 1561), although not technically a Postille, nevertheless
supports the teachang tradition for thas pericope i is summarizing final
prayer, which is the thanksgiving for spiritual and bodily bread. The tradi-
tonal evangelscal interpeetation of the goapel pericope for the 18th Sunday
after Trinity (the questioning of Jesus by the Pharisees as to the greatest law)
is particulardy apt 10 be explored here, as it incorporates the central Luther.
an dichotomy of Law asd Ganpel, Veir Dietrich in his Ssmmarie writes that
the "Summa’™ of this percope is that the two questions are related: Christ
gives the Anest law, but man is entirely lacking in the means w do bt there.
fore Chanst declares himelf 00 be son of God. ™ Spangeaberg Lavs out clearly
the diflerence between the two questions of this pericope, the one about Law,
the other about Gospel.

Just as the Postilles carried out very traditional themes for overy Sunday
and festival of the church year, so the gospel motet cycles were compaositions
based on the most succinet, sammarizng texts. These summarizing texts, or
Kermagracke, are often expressed directly in the Postalles themaclves, Dicerich’s
Sammaris has a summarizing verse aloag with his exposition that very often
colncides with the text set by the compeners of the guspel maotet cycles. Even
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more dlestrative of the scdection of individual verses as keystones for the
Sunday pericopes is Casper Melusander's Kinder Postall { Leipeig, 1611). The
pericopes are summarieod as bricfly as possable, them the Kerapricke are pre-
sented 10 be memonized, ardered from the most important w be learned by
even the youngest children to those for older chaldren, Invanably thas list of
verses coincides with verses selected for the gospel motet cycles.

The 1exts of the gospel motet cycles themwelves are proof of & very lirm
tradition. Among the three Protestamt composers of cycles organized accord-
mng 10 1he 12 modes, Raselius, Dulschius, and Demantius, there s astounding
agreemsent in the text selection. The text used by all three composers for the
first Sunday in Advent is Matthew 21:9; that for the fourth Sunday in Ad-
vent 1 John 1:26-27; for the ik Sunday alter Easter, Joln 16:23-24, and so
ca. There are, of course, discrepancies, but these usually entail the composi-
tioes of verses that surround the actual Kermpracke, 1t is abo very interesting
that the discrepancies in text selection fos the most part occur between the
Latian esotets of Dalichius and the German moeets of Raselius and Deman-
tims, That is, the texts in German set by Rasclivs and Demantivs are virtual-
by the same, while Dalichius' texts devaate.” 1t s very casy wo specalate that
the German goapel motcts show a striving toward a propagation of the very
fived preaching wradition 10 a higher degree than the Latin mocess.

The actaal individual verses set 10 musie by the composens in guestion
were by no means selected ar the whim of the composer. The texts were set
becamse they refleciod a summarszing teaching, a teaching that sisell rested
in a preaching tradition that in esaence was sabject to only slight variation,
The vexts themselves, then, were pure and re, and thus pare of that whole
complex of confessional ideas already outlined, The application of the geou-
ine modes of the Dodecachsrdsn 10 pericopes that were used by the ancient
church, and even mose peeciscly 1o specific verses which comained dogmatic
implications in their very solation, makes the circle complete.

Several elements—social, mussco-hissorical, and theological—came 1w0-
gether in the decade from 1561 10 1571 to make the accepeance of Glarcanus’
1 2«mode teachiag passible. The expansion of the Latin schood and a period of
relative socurnity made posssble the regular use of polyphomy, The polyphosy
of thas era could most succincily be described in terms of the 12 modes,
rather than by the raditiveal 8 modex. The theoey of the 12 mades was
partwulardy suited 10 the practical peoessity of short theoretical imstraction
within the school day. Modal theory could be much more quickly taught by a
simple 1able of Sths and 4ihs rather than by ables 10 be memorized contain.
ing the apecific melodic intricacies of the traditnal cight modes. Fimally, the
confessional emphasis on liturgy, particalarly as it was the result of a restora-
tiots of anciest practice, required a church musse that could be objectively
ovaluated as being based on wmilar ancent principles. A Kersipouch, iteelf
casily dlentifiable as docirimally proper through the Postille tradition, when
set 1o this music based oe ancient, and thus equally proger traditicn, pro-
duwced a composition that was confessionally jusifiable theoaghout. The con-
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densation of Glareanus” teaching in Germany was both the resale and
symptoms of regular, Hourgical polyphonic music and an urgency 1o show
objectively, according to ancient primciples, that polyphosic mussc was boih
aesthetscally asd doctrimally “'genuine.”
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Concerning the Liturgical Usage of Dufay’s
Fragmentary Masses*

By Las Loor

The carly liturgical work of Guallawme Dufay includes, among other com-
positions, twenty-cight fragmentary settings—single movements, pairs, and
two missae dreves—of the ordinary of the Mass.' Most of these settings have
been dated by Charbes Hamen as far back as the 1430s; some, however, were
compaosed Bater! Tt is well known that during this period Dufay also complet-
ed cycles of hymas and sequences for all the major feases of the livargical
vear, Thas paper is a preliminary attempt at identsfying the liturgical wsage
of certain of those fragmentary mass scttings by Dufay,

The lizusgical usage of Dufay’s feagmentary masses his been discussed by
Heinrich Besseler, but there are certain limatations to his study. In his criti-
cal motes to the moders edition, Besseler identifies mosz of ihe chants anter-
calated mto these picces and he ostlines their liturgical wsage,” Besaeler,
however, could not identify the usage of all the fragments, and his conclu-
sions abowt the liturgical place of thase sdentifiod may need revisions, for he
relied upon a relatively modern chant source, the Gradvale Romamam * Accord-
ing %0 the evidence of older chant sources, several chants may well have
served different liturgical purposes than those assigned to them in modern
collections.

In attempting 1o clanify the hivargical wsage of Dufay’s fragmentary masses
according o the chants paraphrased in them, vanious studies of snfinerium
chants Bave boen examined by the author” In addition, the liturgical usages
of the paraphrased chants as they appear in the Gradwale Romawaw (bercafter
abbeeviared GR) and in a Venetian gradual from the fiftcenth centuey, the
Gradwvole Secundam morem Sawcte Remane ecclese (hercafier abbeoviated GV
have been compared. The author bas also examined the content of the tropes
paraphrased in the fragmentary masses, the rubsics of the various fragments
as they appear in soveral manuscripes, and the livargical context assigned o
somne of the moverments in the Trent Codex, No. 9241 (hercafter abbeeviated
Tr, 92-1).

The chants paraphrased in sixteen of the movements and theor probable
liturgical usage, according to both the GR and GF, are presented in 1abile 1.
The numeration (using Arabac nemerals @n paremibescs) of the movements
10 be used hereafter in both table and text is Besscler's from the Dalay Opera
Ownie. Certain discrepancies berween the two chant sources should be mot-
ed; for example, the chant melodses of Kyrie XIV and Glorsa XIV, s they
are numbered according to the GR, arc numbered differently—as Kyrnie 4
and Gloria 7—and given a different liurgscal function ia the GF. As men-
tiomed already, Besseler identificd these according to the GR.

Besseler also drew a tenwous relationship between Dufay's Sanctus (7],
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TABLE 1

Movement Chant (GR) Rubric Chant (GV) Rubeic

Agnus Custos ot Passor (7)) IX In fostin B, Marsae Virgins | — —_

Sanceuy 8y vin I festis duplicibus V. B In festis misoribus
semidupliibus

Agnus (8 vin fo festis duplicibus V — —_

Kyne Pater Cuncia  xXn Ins festis semadupliciban | 7 In festis maionibus
samplicibas

Kyne Cunctipotens

Genivor (o) 1v In festis duplicibes | 2 In fextis mimoribus
duplicibas

Kyrie Orbes Factor (Xl In dominicis infra anaum 5 In dominicis dicbas

Kyrie Orbis Facuor (12) X1 In dominicis infra ansum 5 In dominicis dicbas

Kyrie Jova Redemiptor (15 X1v Infra octavas quae nos sunt de B, ) In festis minonibus

Marnae Virgine semaduplicibus

Kyrie Cam Jubile (4 IX Ia festis B, Mariae Virginis | - —

Kyrie Lux ¢t Origo (s 1 Tempore paschali — -

Kyrie fony Bonitatis (16) 11 18 festis solemnibus | | Im festis maioribus
duplxcibus

Kyric fons Bonitatis (7)1 In festis sodemmibus | ) In festis maiosibus

duplicibus



1<

Glosia Spiritus
et Abme (24) IX I festis B. Mariae Virginis |

Glogia In Dominicis {25) X1 I domindos infra annum 5 In dosinscis dichus

Gloria In Galli Cantu (26) XIV Infra octavas quae mon sunt de B. Mariae ? It festis matonibus
Virgioe smplicibas

Gloeia {27) XV I festis simplicibus ] In festis mimoribas

simplicibus

NOTES

Asabic mumerals i pareechoss sor Besseler's fom the Dufay Gpos Omnic.

GR = Gradustr Romavam

GV = Gradualy Soowndum mosem Sonce Romane acclerie (Vene, 1499



identified as “Papale™ in Tr. 92-1, and Sanctus VI of the GR." The assoxi-
ation, inplied by evidence from the GR, is again contradicted by the GV
Neather the musical relationship that Besseler suggests nor the liturgical con-
text of the movement is clear. The text of the trope, “Ave veram corpus,”
which s mitercalazed in Sanctus (7), suggests a place for this movement in
the litargical year: it was probably designated for Corpus Christi, a major
rank frast. One must also consider 1he rubme “Papale”™ attached 10 this
movement which implics that it was 10 be yang when the Pope himsell par-
ticpated and celcbrated the mass in the most importam feasts. Sancius
VI, however, is desigmated foe feasts of varions ranks on the litungical hier-
archy, namely “festis duplicibus' {according to the GR) or “festis mimoribus
semiduplacibus” (sccording w0 the GF). Awribatsons seggested by tropes
and rubncs will be discassed at greater Jength below

One moee paraphirased plainsosg dentified among the fragmentary
masses might be added to the chants identified by Besseler. Cantus 1 of Glo-
ria (5} resembiles an Taalian Gloria, No. 34 in Detley Bosse's collection (see

example 1).°

L GRORIA IN EXCELSIS DIO

A . « s e 9 P v e ’

Ed mter- m s ho- e LI

Example L. Guillausne Dufay, “Gloria i excelsis Deo," from a Glona-
Credo paie, Mass lragment 0o, 5, mm, 1-6 (Operes Omniz, od, H. Besseler,
CMM 1, IV, 31); Gloria, no. 34, after Detlov Bosse, Ustermvcbung aineting-
wiger mittelalterlicher Melodion (Regensburg, 1955), p. 95,

Table 2 lists the fragmentary masses that incorporated tropes. The trope
texts suggest appropriate lrargical fusctions. The usage ol the tropes inter-
calated in Sanctus {2), Crado (4), Sanctas (7), and Gloria (24) has alseady
been identified in Chevalier's Repersariam pmuologiam,” the Amalocta kywonica
medii aad,” "' and by Gustave Reese ™ The liturgical comext of Agnes (7)
could not be idemified accoeding 1o it trope text

The subject of the Gloria (4) trope is resusrection, and thus the fragment
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might bave been designated for Easter; an exact source foe the trope has sot
been dentified, however. Besseler assumes that the wope text “resurrexit
domimus” is Dufay’s, He claims: “It seemy that the trope is unknown else-
where in exactly the fore it takes up here, and so it may be that the texe was
writtem by Dufay himself or at lcast someone among his immediate cirde,”™
Besscler's attsibution must be tweated with care, foe the trope 1o Gloria (1),
"Resurrexat domanus of apparsit Petro,” appears in the communion for the
Monday of Easter in the Laber Usaalis, as “"Sarrexit dominues et apparuit Pe-
tro, Allelusa.”" This contemporary source would apparently support the hy-
pothesis that Gloria (4) is designated for Easter.

Table 3 lists rubgics of the fragmentary masies taken froen vanous mang-
scripts; table 4 presencs the liwurgical contexts assigned 1o the various move-
ments m Tr. 921 This data can be wed 10 help detcrmine their place i the
liturgy. Each gathering of Tr. 92-1, suggests Tom Ward,” seems to have boen
simalar 10 the fascicle manuscripe,” so that the vanous compositsons included
in each gathering are related. Hence, the liturgical function of Dufay’s mass
movements might be derived from the comtext of the gathering i which they
appear. For example, the liturgical usage of Sancrus (6) (folio 6°~7" in Tr 92—
1) might be comsidered related 1o the third mass of Christmas, as the intro-
itws “Pwer natus ex nobis™ suggests (sec table 4),

The use of Kyrie (15) (folso 24) during Easter s suggested by its Paschal

TABLE 2

Movement Trope Feast
Sanctus  (2) “qua jamuas moets” Easter
Gleena (1) “resurrexit dosnings'' Easter
Credo (4} “dic Mana™ Easter
Samceus  (7) “Ave verum corpus’’ Coepus Christi
Agnus  (7) “Cusion et paster”’ --
Glosia (M) "Spirstus e alme” Marian feases

rubric (see table 3) and confirmeed by the Liturgical comtext within which is
appears in Tr. 92-1 (see table 4): it was cogned into the manuscript together
with another Easter piece by Dufay, the soquence “Victime Paschali ™ Kyrie
(10} {fadio 27} mighe be viewed as a Pentecost Kyrie, because the intraivas
“Spiritus domini” and the two settings of the hymn “'Veni creator spievus”
are present in the same gathering. Kyrie (11} (folio 387), as its rubrc “in
dicbas domimics™ wmplies, might have been designated for Sumdays
throughout the year, or it might have been eapecially designated foe Triniey
Sunday, as the introatas, “Benedicta sit Sancta Trinstas”™ implics.

Kyrie (14) and Gloria (24) are designated foe 1he Marian feasts in the GR
(soc table 1). The fact that these movements are placed within the gathering
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TABLES

Movement Manuscript Rubric
Sancius (7) Tr92 21532215 Papale
Kyrie Cunctipotens  Te 93 Solempne
Genitor {10)
Kyric Orbas Te 87, 04, Tr %0, B1'-82; de Martinbus
Factor (1) Te93 112'013; Em. 33°-34;
Te 92, 38' m dicbus dominicis
Kyric Orbas BL, 126 m dominicis dicbus
Facvor {12
Kyrie Jesu Tr. 87,95 Te 87, 101 <102 de apostolis
Redemptor {13)
Kyric Jux et T 90, 75-75"; Te 93; 106-
origo (15) 106", Em. 34°-35 Paschale
Kyre Fom BL, 127 T, 90, 64°-65, Tr. 93;  fons bonitaris
Boaiatis (16) 93'-94; Em. 127128
Kyrie (18) BL 28 in Semiduplicibis
masonbus
Glora In BL 190 de quarensaux
Quadragessma  (23)
Glogia m Galli Tr 92, 149°-150 in galli cantu
Cantu (26)
Gloera (27) Tr 92, 150°<151 dominicale misus
TABLE 4
Movement Context in Tr. 92-1 Feast

Sancrus (6] “Peer patus ef nobas" <introitus  Third Mass of Christnas
Kyrie  {15) "Vicime Paschali”-sequence  Easter

Kyrie (10} “Spirtes domini'' ~introitus; Pentecost
“Nem creator’ ~hymns

Kyrie  (11) “Bemedicta sit sancta Teniry Sunday
Trmitas " ~introitus

Kyrie  {14) Lichert Marian Masaes Marian Feasts

Glorsa  (24) Licbert Marran Masacs Marian Foases

Gloria (23] “Asperges me™ Sunday

Gloria  (3) “In medio ecclesine “larcsius Common of Docroes
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in Tr. 921 that follows Licbert's Marian Mass supports this notson. The
liturgacal usage of Glaria (25) is suggested by the paraphrasing of Glaria X1
“lIn dominicis™ of the GR (see table 1), This function i confirmed by the
“Asperges Me" (celebrated om Susdays only) which follows the Glona (folio
91°-92) in the Trent codex. The introitus of the mass oycle in which Gloria
(5) o placed i Te. 92-1 (folio 13'<15) & catitled " In medio ecelesiae,” the
designation for the Common of Doctors. The precise linargical rank of this
fexst could mot be determaned since the identity of the specafic saint for whoen
the mass was assembled 35 unknown.

The four tables discussed abonve are summarnzed in ooe table, table 5,
which presents the litargical wages of vanous movements accoeding to the
critenia used in the peesent study. The specific linurgical usage of seven of the
mass fragments still awaits darification, as they maght be aseribed dilleremt
Inturgical fanctioms according to vanious criteria {sec table 5, the seven mass
fragments marked by #, *, * &+ /1)

Of these seven movements, Kyrie “Cunctipotess Genisor™ (10), if judged
by its Huargical context in Tr. 92-1, should serve as a Pentecost Kyne. lus
rubssc (see table 3) supports thas assumption, The paraphrased plasmsong,
however, indicates that this Kyric is designated for a Duplex feast or a feast of
lower rank (see 1abde 1). These two assamprioes would seem mutually excli-
sive, But the Anslects ymaice states that the trope “Cunctipotens Genitor™
had vanous liturgical usages.” [ndeed, it maght be used in feases of varsous
ranks, foe example, in “festa duplicas et capatalia,” “magnae sollemnitates,”
“duplxcibus minoribus,” “semiduplicibus.™

According 10 Guido Adler, the rubnc of Glora (26, “1a Galli Camti,”
indicates that the picee was composed for the first mass of Christmas.* les
paraphrased camies, however, might indicate ies usage 10 be in lower-rank
frases (see table 1), The possible attesbutions of the Kyrie “Orbis Factor”
(11) have been discussed above. Kyrie *Jesu Redempioe™ (13) is designated,
accoeding 1o ita rubee, foe the fexsts of Apoatles. The paraphrased chane,
however, might indicate its usage to be in a lower-rank feast, e, “manoribus
semid duplicibus™ (see wabde 1),

Sanctus {7) i desgnated, accoeding 1o its rubnc (see table 3), for feasts in
which the Pope participates. The liturgical comtext, however, might lsdicate
ity wage o be i Corpus Cheasts (see tabde 5). The imercalated “Qui Ja-
nuas'” trope m Sanctus (2) iy an Easter prosula. Whether “Sanctus Viecux, ™
which is also paraphrased in this movement, indicates a different licurgical
usage is presently unknown.'

At thas stage, it seems plausible o assame that Dufay's fragmentary
masses are designated to cover many of the feases of the liturgical year Most
of the movements can be matched to specific feasts. Furthermare, i s possi-
ble to note groups of mavensents designated for the same frast and composed
in the same penod. For example, it is chear from table 5 that Kyrie (14) and
Glora (24) were dessgaated for performance at a Marian feast, and one can
asseme that both were written in the same perod.
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It mast be noted that the rubescs and the place of the movements i Tr.
92-1 should mot be used as wltimate confirmatson of the fiturgical function. ™
The scribes responsible foe the organization of the manuscripe probably add-
od the rubms.” Hence, these ansteria should be used caly to sepport other
findings. The results of the present stody may be viewed only as peeliminary
assumptioes 10 be tested by a broader study into the specific litungcal

somrces and traditions used by Dufay,
TABLE 5
THE LITURGICAL USAGE OF DUFAY'S
FRAGMENTARY MASSES
Feast Movement Criteria Dating
Christmas - 30d Mass.  Sanctus 6 Te9 1433-1145
Christmas - st Mass. #*Gloria in Galli Rubric 14351435
Canta (26)
Lent Gloria in Quad- Rubiric HA55- 1445
ragesima (23)
Easter Kyrie Lux et Origo(13) cf; Rubric 14331435
'Sancas (2) rwope 1415-1423
Gloria~Credo 4)  wope 1415-1425
Pentocost *Kynie Cunctipotens Te N2 14331435
Genitor (10}
Trinsty Sunday *Kyrie Orbés Facvor (11)  Te 92 1435-1435
Carpus Chrssti ‘Sancras (7} rrope 14331445
In Festis Sclemnibus  Kyrie Fons c.f: Rubric 14331435
Bonitatis (16; 17)
In Fests Duplicibus  *Kyrie Cuncripotens el 143314355
Crenitoe {10}
*+Sanctus 8) cf (GR) 1433-1445
Agnus (8) cf. 1435-1445
In Festis Semaduplic  Kyrie (18} Rubric 14331455
Ghus Masoribus
Ia Featm Semadupli-  * Sancras (8) el (GV) 1351445
cibus Minoribas ‘Kyric Josu el 14331435
Redempror (13}
In Dominicis Diebus  *Kyric Orbis Factor (11} of, Rubric 14331435
(from Trindty Sunday Kyrie Orbis Facsor (12)  of, Rubric  1433-1455
up to Advent) Gloria in el 143314355
Dommicn (25)
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Ie festis amplicbus Kyrie Pater Cuncia (9) ol 14331435

*Gloria in Galli cl 14331435
Cantu (26)
Gloria (27} cf; Rebric  1435-0144%
Maran Feasts Kyrie Cum Jubilo (14}  cf; Tr. 92; 14351435
Trope
Gloria (24) cf;Tr 92, 14331435
Trope
Agnus {7) cf 14331445
de apostolis ‘Kyrnie Jesu Rubnic 14331435
Redempear (3
de martinbus *Kyrie Orbis Factor (1)) Rubesc 143351435
Masses in Presesce Sancius (7)) Rubex 14331445

of the Pope

Note: The litvegpical suage of the seven Mans fragments marked by @, %,V x, ¢ L L atill avain
clanfcalion

NOTES

*I amm indebted 10 Profiowor Craig Wnght, Yale Department of Music, foe bin belp i peepare
g this eviay

T Gusdlanene Diufay, Opers Ovmang, e, Heinrsch Besscher, Corpans Messarabtalin Municar, wil 4,
Fragments Misavem (Rowne: Asweican Eaatitene of Masosdagy, 192)

! For the dating of Iy s fragmencary mavns wee Chasles Harun, & Chrasslagy of tbe Iocts of
Gustiowmw Dfey (Now Jermey: Primceson Univenity Press, 1964), 166-68. Davd Fallows, in b
rocent wiedy Doy (Losdosc |. M. Dent, 1982, pp. 174-78), divagroes with Hame os the dating
of soere of ihe mevemenis. Feom our perapectine, which concerm e litugical mage rather
Dan A exan dating of 1he warka, (hs specilec disagreement mighe be Seemed & i s

' Dy, Fragmenta Migarem, 1-XXX11

! Grnduale Romanam, Desclor No. 696 (Parts, Tocena, sod Kome, 1924)

' Margaects Moo, Do sntvmmign Ko dor fatetmichon Alislalyn ( Muschen: Dineruaticn
der Philosophinchen Falvaltht der Friednch Alounder Usiversedt, 1954), Dethey Bonse, Lnie
mobang mtimmigre maiiaiodiber Medadier om Gl i Enelins D™ (Regeasbang Guanay
Posse, 9530 Perer Joseph Thannaburar, T anstimmipe Soatas dv simiubon Woiw oo & bandsch -
ytihen Cidoiivang dov 1. bx 06 Sutvundorts (M bnchen: Walser Ricke, 19623 Jobn R, Beyden
and Duvid G Hoghes, Ax fado of Grgonan Chant | Cambindge: Harvard Univeruty Presa, 1969),

¥ Graduale sooundem mosem Sancle Kowane snliawe, pubinhed by Amsotson de Giunta (Venxe,
1459

" Inay, Fragments Mionm, XX

* Bone, Untoumcheng smtimmaper mitilalsodihr Msdir (Regemburg: G. Bowe, 1953), 95
Since the scurce (Moletin Bitl. Cap. an ) was sct svadable 1o e, 1 could nol examine e
Srargical waage of Bis Glersa

¥ For Sancoes troge, “qu s mertis” Ul Chovalion, Kot dmaslagionn |Lounvais
lmpoiene Levever, 1809), vol. 2, No. 1645%; cired ahwo s Craig Wight, “A Fragmwontary
Mamscripn of Early 15¢h Cestury Monic in Dijon.” farsal of e Anerian Masvligia’ Saciety
219741 W0

“ For Credo & roge, “dic Mana™ G M Dveves, C. Blame, and . M. Barnaorer, Asalvte
hmaice wody st (Licpuig: O R Resdasd, 1905), 54 ¥4

¥ For Senctin 7 trope, “Ave verum vorpan™ iled | 257

57



" For Gloria srope. “Spantus ex alewe™: Guitave Reose, My o e Remernionce (New York
Neeton, 195%, &, idem, “The Pobyphionic ‘Misaa de Beata Viegine” s« Geare The Backs
prowesd of Josgain's Lads Mam, ™ (o fospwis des Prov, of B B Lowisaky (Losdon Osford Ulee
vermry Poess, 1996

" Dutay, Fragonss M, 111,

" Ly Unalis, o bry the Senedictines of Solemnes (Foarnai, 196)), 188

* Tom Ward, “The Stracteee of the Manssoripe Treoe 92 1, Mescr Duocgons 2911975 128

* Charles Hames, “Manwscript Serecture in the Dufay Bra'" Adcse Masiowlapion 34 (19627 166

* Dreves, Bhume, and Bansister, Asalnie frmmss, 17: 32,

* Gwido Adlcr, Nesdback der Monikgruhicher (Berlin: Helorsch Keller, 19300 312

*On Sanctm “Vieeun™, see Weight, "A Fragmmtary Masucripe”; sod Duvid Fallows,
“Delay and Nowrion de vineax: Some Dezad snd Thought” Ace Messligve 48 (1976): 4.

* For the cvotene of Te 921, see Ward, “The Structare of the Manescript Treee 5217 129
I

¥ Edward Kovank, “The Performuance of Daliy's Parspbeuse Ky, " Jauingd of the Amervns
Murvesingreal Socuety, 78 (1505). 235,



Alexander Johnson and the Tennessee Harmony®
By Desad W Music

One of the most isteresting social and educatsonal isstitutions of mine-
teemth-century rural America was the singiag school, The product of an carly
eighteenth-century effort 1o bring order into the psalm singisg of the church,
the snging school was not caly a trainsmg ground Sor musicasns but was alvo
a social event of some sigmificance for the community in which it was held,
The singisg school was particularly popelar with young people, for it gave
them an opportunity 10 fratersiee with other youth of the apposite sex in an
approved social enviroament.

Singiag schools were usually bheld in churches, and the great bulk of the
masic aved was sacred in text, Somctimes the sebool was sponsored by 2
church or group of churches, but more often it was an individual enterprise
on the part of the teacher. The teacher was himaell almost invariably the
produect of a singang school. Althosgh his training in music was often meages,
the teacher was sometimes the compiler of a tuncbook which he quite natu-
rally ased i his own schools,

Many of the nincteenth-contury tunchooks used a system of “shape-pote™
notation which was invented late in the eighieenth century and Sirst used in
William Listle and William Smith’s The Esuy fuatractsr (1201), In this system
four shapes were used to represent the sevem sieps of the diasonic music scale.
The method proved 10 be amazingly efficient and was widely adopted by
rural tumebook compalers, particularly in the South,' Fourshape ahapt-no!c
singing was largely displaced by the advent of a sevensshape motation i the
Mmdn century, but the carlier practice seill lsves on in certain

“singings” wsang one of three tuncbooks: William Walker's The Sawthern flor-
many (1835), The Saced Herp by B. F. White and K. J. King ([844), or The
Sacial Herp by John G, McCarry (1835).

The nimeteenth-centery rural singing masters were a humble lot, the kind
of men wha seldoen made headlines. For many of them the teaching of music
was but 4 sidedine o their real occupation. Thus, beographical data on them
is scarce and their pames and musical activities have largely been foegotien.

Amoeg these carly singing masters was a Tenneaean named Alexander
Johasca, compiler of the tunebook Texnesser Marmoer As late as 1876, WS
Flemang of Maury County wrote that, “Amang the old snging-masters, Ma-
Jor Samuel Rogers, and before him Alexander Dobbins and Alexander Jobn-
son, will mot soon be forgotten.' Unforienately, time has not dealt fairly
with Fleming's prediction mor with the memories of the theee men he nansed.
Thus, when William J. Reynolds found opportunity 1o indude Alexander
Johnson's name in the baographical section of bis M of Oar Faith, he could
accurately write thas nothing was known of the compiler, "except that be was
a sieging school teacher in Tenmessee in the carly part of ihe ninetcemh
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contury.”” However, more recent coscarch has uncovered a faar amount of
biographical data on Johnson, which can here be see forth,

Alexander Johnson was born o February 25, 1791, His faber, Jobin Johs.
som, was born in Maryland on Januasy 5, 1753; his motber, Martha Allison
Johnsoa, was born in 1758 in the same stave. John and Martha were marmied
in Baltimsore dusing the summer of 1774, Shartly after thelr marriage the
Johnsons moved to the York District of South Casolina, During the Revole-
twa John served about twelve months as a sergeant in the South Carclina
Rogamnent and participated in the batles of Hanging Rock and King's
Mountain.' Apparently, the Johnsons were still living in Sosth Carclina
when Alexander was borm in 1791,

By 1807 Jobn Johnson amd ke family had monved o Davidson County,
Tennessee. On August 22 of that year Johm and Martha ssgned a petition
urging the Teancssee kegislature 10 approve the formation of Maury Counay.
According 10 the petiticn they bived on the “North Side of Duck River'”
Latex, the family moved to the Hampshire arca of Maury Counry*

The first notsce of Alexasder Johnace appears in the recoeds of the War of
1812, during which conflict be served a8 a private n Caplain Samuel B,
McKnight's company.” In June, 1813, he was appointed to work on a road
“from Jasses Fariss Juns 10 the top of the ridge west of Catbey's Creek." On
January 25, 1816, Alexander began his own home by marrying Nelly Craig
in Maury Coumty"

Two major events in Alexander Joheaom's life occurred during the year
1818. One was the death of his father an October 5.7 the other was the
publication of the Teasesser Hermony. The Maury County tax register for the
samne year listed him as & resident of 1he “South Side Duck River.™

According to the 1820 census of Mawry County, the Johnson famély con-
sisted of Alexander (aged 26-45), Nelly {aged 16-26), one boy and one girl
{both under 10 years), and ane woman over 45 yeans (probably Alexander’s
mother). Alexander’s occupation was listed as “Manufactare.”

Scenctime between 1820 and 1825 ancther man samed Alexander Johnson
moved into Maury County, Thisx man was boen in North Cagodina os April
15, 1782, and died in Maury Coumty o February 7, 1837, He was quite a
promisent man in the county, serving as a justice of the peace, and his name
appears frequently in the county records. When the same “Alexander John-
wom” occurs in Maury County sources after 1820 it is sometimes daflicult 10
know which Alexander Johmson is meant, Thus, when the Calimbic R of
July 27, 1822, listed Abexander Johnson as having three letvers 10 be picked
up at the post ofce it is not cortain whether this was designed for the tune-
book compiler or the justice of the peace, though it was probably mtended foe
the latrer.”

There is at Jeast one court record which might be of interest in the swary of
the achook-compaling Alexander Johnson. In the court term of April,
1823, a report was given of an extate sale held on Febeuary 22, 1823, 10
dispose of the property of Allen H. Young, deccased, Alexander Johpson was
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named as the administrator of the estate. In comnection with the sale, Jobn-
san noted that, “some papers belonging to the deceased [have] falles into my
hands, purporting to be acoounts for tuition of mussck and for musick books
on persons said 1o reside in the state of Alabama ™" It is not cercain which
Alexapder Johason served as adminstrator of Young's estate, However, it is
quite possible that the tencbook compiler performed this task. The “musick
books™ maght well have been copies of Johason's Tonsesiee Harmaey which
Allen H. Young had been authorized 10 sell at his singing schools in
Alabama.

On May 3, 1829, Alexander Johavon married Lottie Stockard Michell (b,
1808) in Maury County, his first wife having apparently died.” Only one
Abexarder Johnson was listed in the 1830 census of Maury County, despiee
the fact that two arc known to Bave been living there at the timne, The man
listed in the 1830 comsus was evidently the justice of the peace.

The exact date of the tunebook compaler™s death s not known, bat it oc-
curved sometime durieg the month of December, 1832, Johnson was sull
alive on December 7, for his will was drawn up oa that date.” According to
Magry County Court records he was dead by December 19." The place of
Johnsom's burial is mot kmown. Perhaps he was buried in the cometery at
Posgah Methodist Church in Maury County, since be i sald 10 have been a
Methodist and his father was reportedly buried there,”” However, no tomb-
stone or other record of his burial has yet been found.

Alexander is kmowrn 1o bave had an Jeast sex children, His widow, Lottse,
married again in 1838 10 William Craig.™ His mother survived ham by at
least nine years, for in 1841 she was allowed a goverament pension.”

Aside from bis peblication of the Texseuer Harmens, little 35 known of Alex-
ander Johnson's musacal activities. 1t cam be surmised that be taught singing
schools in Maury County and probably in neighboning counties as well Like
Allen H. Young he maght have abwo tasght schoals i Alabama,

Johnson's Tennessee Hormony s one of the rarest and feast-known of the
southern shape-mote sangsters. No menton was made of Alexander Jolinson
or the Teasessee Harmony in any of George Pullen Jackson's pioeccring books
om Amenican folk kymnody until the publication of his foarth major work in
the fiedd, White and Negro Spiritsals (New York: J, J. Augustin, 1943), when the
second edition of Johnson's book was merely listed in the bibliography. Even
today, over thirty-five years after the poblication of 1 asd Negrs Spenituals,
caly five copies of the book have been bocated.

Despite its rarity, the Tonsessee Hermony hokds a significant place in the stoey
of early American music, for it was one of the carliest shape-note books com-
piled in the South and was the first tnebook of any kind compéled n the
Valanteer State. Johnson's book transmits a clear pacture of the mussic that
was pogrlar im the carly nineteenth-cemtury churches and singang schoals of
Middle and West Tenoessee. In addition. several original contributions 1o
the tunebook were picked up by later compilers in Temnessee and other states
and became part of the standard shape-note repertoare,

6l



The oaly known copy of the first edition of Johnson's book s located in the
Williams L. Clements Library of the Universaty of Machigasn. ™ A handwnisen
note i the front states that it was “Mre James C, Haynes's book," that i cost
$1.25, and was purchased on “Sept. 20th 1820." The complete title page of
the book reads s follows:

Jotnson's Tesnessee Harmony, contalning, 1. A coplous lntroduction 1o
the grounds of music, 11, The rudiments of music, asd plain rules for
beginners, exhibited in the foem of questions and answers, H1 A collec-
tion of the most appeoved psale tunes and anthems selectod with care,
from the best publications extant; with a fow that are original; suited to
a vanety of metres. Published principally for the use of singang schoolks.
By Alexander Johnson. Cincinsati: Published for the authoe Maorgan,
Lodge, and Co, printers. 1818,

The copyright potsce reveals that the work was rogistered in the “istrict of
West Tennessee"" on Apnil 20, 1818

The ibeoretical introduction ard explanation of the “grounds and rele”
of music was an important part in most tanchooks of the period, particalarly
m & work designed “principally for the use of singing schools™ as was the
Tennessee Hermomy. Few of the mtroductions in carly Amenican tuncbooks pre-
sented onginal material, most of them being based 10 a greater or lesser
extent on the introduction 1o some previous tuncbook.

The same was troe of the Tevnesrer Harmeny, Many tanchook compalers did
not reveal the sources upon which they drew for their theoretical introduce
tions. Johnson, boweves, readily acknowledged his imsdebiedness 1o “Me
“Wyeth's Reposivary—part second” for many of the rubes and remarks™ in the
imtroduction 1o the Tomessee Hermony.” Joha Wyeth's Repasitory of Secred Music,
Part Second was pablished at Harrisburg, Pennsylvania, in 1813, This collec-
tion keft a deep imprint on the tunchooks of the South, primarily through its
influence upon Anamias Davisson's Keatwcdy Hermony (Harrisonburg, Visgia-
ta, 1316 and later editions),™ Nearly every statement m the introdwction o
Johnson's book can be found in a similar form in the book by Wyeth,

Johesom's Toenessee Harmony contains exactly one bundred pieces of musac.
These are set to a variety of sacred, seculas, and patriotic texes.™ Ay maght be
expected, the sacred texts are by far in the majonity. The sources upon which
Jobmson drew for his texts are not named, except for one text aribated 10
"Dwight,” but in geoeral they are the same ones foand in escet of the south.
ern shape-sote soegbooks. These were 1akes mainky from cighteenth-cemtury
English bymn writers such as Isaac Watts, Robert Robinson, John Newson,
and Edmand Jones, vogether with a scattering of folk hymns of probable
American oogin.”

The preponderance of sacred texts in Johnsom's book was typical of south-
crn shape-note books in the early mincteenth centary. Howeves, the Teanciser
Hermony was compiled primarily foe the singing school, not the church, and
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Johnson saw fit 10 include several patriotic and secular texts in his cotlection.
Amoeg the former are “Hail! Columbia, happy land™ (p. 81) and “These
western shores, our native land™ (p. 110). The most striking secular text in
the book is a lament for Corydon who “sleepa in the clay,"” beaving “sad
Caroline’ 10 bewail the loss of her bove (p. #9). Other texts with secular
leanings are "Friendship, 1o every willlag mind™ (p. 55), * "Tis nighe, and
the landscape is lovely no more™ (p. 98), and “Say mighty ke and teach my
soag™ (p. 101).

According to the tatle page, the music of the Teaseune Harmeny comsastod of
“psalm tumes and anthems.™ The torm “psalm tunes”™ was probably used in
a generic sense 10 inchade not coly settings of psalm texes, but also strophéc
scttings of hymns, Paalm and bymnn tunes were composed 1o metrical texits
and usually set in theee or four voice parts with the melody in the 1enor. They
(mptmlymwdofbuo: more musical phrases sung in homophoas
rhythm (1., all voices singing the same text imultancously), Masy of the
psalm and bymn tuncs in the Temesser Harmony can also be classified as “folk-
hymn tunes,” sance they seem 1o have been hased on carly secular fodk medo-
dies.

Antherss were extended peeces set 1o prose texts and usually contained
both homophonic and contrapuntal sections, as well 2 solo passages, In
contrast 10 most southern tunebook compilers, Alexander Johnson included
very few anthenss i the Srat edition of his book.

Several other types of setting occur in the Tooneisee Harmony, though these
were not samed on the tide page. One of these is the “fuging 1une.™ The
fuging tune was a carryover from the New England singing schools of the
eighteenth century. Like psalm and hyma tuncs, the fuging tune generally
consisted of & metrical teat set in four musical phrases. However, the third
phrase of a fuging tune was written in an imatative Gashion, the vosces enter-
ing in succession; this was called the “fuging section.” William Billings, one
of the chied New England exponents of the fugang tuse, claimed that there
was “more variety in one picce of fuging masic, than in twenty pioces of plain
song. """ Alexander Johmson must have agreed with Ballings, for fally one-
Sourth of the tancs in the Tomseisee Harmony were lugang tumes,

Another important musical form emcountered in Johnson's book is the sct
piece. The ser peece leatured a meteical texy, but in contrast 1o the psalm,
hymn, and fuging tencs, it used different music for cach stanza. Psabm,
hymn, and fuging tunes generally covered only one page or ose-hall page of a
tumebook whereas the set picces and amthema frequently covered as mamy as
five pages.

Exght of the tunes in the Tonserier Hermony were noted as “onganal'’ conun.
butions 10 the book. Nine others were said 10 have been “never befare print-
ed.”" The remaining eighty-three tunes seem 1o have been drawn primarsly
from four sources: Wyeth's Repositery of Secred Muciic (1810) and Repesitory of
Sscred Muric, Part Second (1813), Davisson's Kestacly Hermony (20d od., 1817),
and Amos Pilsbury's The Usited Siates Sacred Harmway (Boston, 1799). The
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influence of these collections on Johnson's book is evident from the fact that
1o lesa than seventy-nine of the esghty-three borrowed tumes peisted by John-
son appeared in onc or more of the carlier publications.

Thirty-five tanes found in the Tomessee Hermony arc also to be found in
Wyeth's Repesitary (1810); three of these were exclusive 1o thar collection,
suggesting that Johnsom borrowed them from the Reposidory Twenty-nine
tunes from Wyeth's Repasisory, Parr Second (1813) appeared in the Tomwessee
Hermony, with ffteen of these ot being found in the other three collectbons.

The second edition of Davisson's Kewtacky Harmomy (1817) incloded fifty-
one of the eighry-three tunes which Johnson borrowed for his book. Only
oight of these were not primted in any of the other books™ Pilsbury’s collec-
tion included seventeen tanes used by Johnson, of which nine were not print-
ed in the other books under consideration.

Forty-four of the cighty-three tunes for which Johmson claimed no respon-
sibdlity appeared in at least two of the four books mentioned above. A com-
parison of the tune forms, attnbutions, and settings in Johsson's book with
those in the other four books reveals that when he had two versions of a tume
or setting to chouse from he generally chose the Wyeth armangement. ™

Only four tanes acknowlodged 1o have been boerowed cannot be account-
ed for in the books named above. One of these, “'Few Happy Marches,” was
peobably taken from Freeman Lewis” The Besutios of Hormony (20d od., Pirts.
burgh, Penssylvanaa, 1816), “Hail Colambia,” onginally titled “The Pres-
dent’s March," was composed by Philip Phile of Philadelphia about 1789
and first pablished ca. 1793, The “Hail Columbia™ text was writien by Jo-
scph Hopkinsom in 1798 and fitted 1o “The President™s March. "™ The source
of the arrangement printed by Johnson has mot been idemtified, nor has the
writer Jocuted previous printings of the tunes “Ohio” and “Surpese,”

One of the most ineresting aspects of Johnson's borrowing for the Temsesser
Harmony is his rather extensive use of Pilsbury's The United States Sacred Mar.
meny. Despite its Boston impeimt The United States Sacred Hormosy must be
considered a southern tuncbook, for Pilshury was a resident of South Caroli-
na a1 the time of ies compilation. Pilsbury was apparently the first American
1o publish tumes using folk elements, a welbknown example being ' Kedron,”
whach also appeared in the Temnarer Harmosy

The impact of Pilsbury's collection on southern folk hymnody has not yet
been fally investigated. However, the book seems to have exerted litde wnfls.
ence on later southern compilens, Alexander Johnson being a sotable excep-
tion, Johmson's use of tunes from The United Stoder Sacred Harmony probably
reflects his South Carolima background or that of his parents. The wmes in
Pilsbury's book were presumably anes that were popolar aswng South Caro-
linians, and it is hikely that Alexander or bas parcats purchased a copy of the
book while resident in South Carolina and brought it 1o Tennessee, Abex-
ander apparently attempied 10 transplant some of these wmes 10 Tennessce
sadl, but with Hittle success.

Johnsoe's South Carolisa background @ abwo evadent in at Jeast one of the
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tune names employed in the Tennesser Flarmony Wyeth's Repesitary, Part Second
ichuded a tune titled “Twenty-Fourth™ and attributed to “Chapan,”™ said o
be Amzi Chapin.” In Davisson's Kemtacky Harmony the same tune appeared,
but this time called “Prisrose™ and again attribueed 1o “Chapia."” This tune
became quite popular in the South, and, under the names “"Twenty-Fourth,”
“Prmeose,” “Chelmslord,™ “Melody,” “Memphis,” among others, it was
repeimted in most southern compilations of folk hymmody.™

Alexander Johnson was, however, one of the few compilers to give the tune
the name “Orange.” His use of this name for the tunc is remarkable chiefly
because the samse tane bad appeared in a rhythmically aliered version in a
manewript tunchook compiled about 1809 by Jacob Eckhard, organist-
choirmaster at St. Michael's Charch in Chardeston, South Carolina. ™ While
the scction of Eckhard’s manuscript into which this tane was copled might
dave from after 1809, the real significance of the tune's appearance in this
source bies in the fact that it is named "Orange™ there, just & it was in the
Toxmesier Harmeny, presumably at a later date. Only one other use of the name
“"Orange” for this tune has boen noted. This was in William Moore's 1825
book from Middle Teancaser, the Colsmbier Harmany It seems rather evident
that Moore must have borrowed the name from Johnson,

It would seem that in South Carolisma this tune was popularly knows as
“Orange.” Johnson probably knew the tune befare he beft South Caroling;
when he saw it in the second edition of the Kestacky Harmerr (from whach he
probably copied it), be undoubtedly recognized i, included ot in his collec-
tion, and substituted the name which he hadl originally beard assocated with
i

As previously noted, cight tunes wore asterisked in the index of the Tmmesiee
Harmany, the explanation being given that tanes so signified were “origiaal, "
This was probably meant to indicate Jobhmon's own compositional efforts.
Indeed, in the second edition of the Teaneisee Harmony six of these onginal
1y were credited w0 Johnscn,

However, not all the asterisked tumes can be unreservedly assigned w
Johnson, for several of them seem 10 have appeared in previous collections.
Johnson's “Christian Triamph,™ better known as “Pisgah,” was first printed
in the second edition of Davisson's Kestweky Hermony (1817), attributed 1o
J. C. Lowry.™ The tane “Captain Kid"™ was in peint aa carly as 1805 when it
appearcd in Jeremaah Ingally's The Christion Harmomy (Exeter, New Hamp-
shire) under the title “Honor to the Hills,” In Johnson's behalf, however, it
should be said that “Captain Kid™ and "Honor 1o the Hilly" represent dif
feremt versions of the same folk tune, and it i ualikely that Johnson copeed
“Captain Kxl" from Ingalls’s book, It should also be noted that “Hosor to
the Hills™ does not seem 1o have been used by later compilers of folk-hymn
tunes, while Johnson's “Captain Kid" became a popular shape-note stan-
dard. Boch Ingalls and Johnson probably copied the tune from oral tradi.
tion, but the Johnson version was the ooe that became mont widely disyemi-
mated.”
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Anather “original” tune printed by Johoson, “Devotion,” sppeared in the
Ornigieal Sscved Marp: Dewson Revivion, 1571 Edition (Kingsport, Temnessec:
Kingsport Press, 1971), p. 48, where it was attnbuted to “Amanck Hall,
about 1811." A note below the tune informs the singer that Hall—whose first
namse was actually Amariabalso compeaed a number of other 1unes, in-
cduding two tithed “Canaan™ and "Crucifixion.”" It so happens that two
tunes bearing these names were indicated as osiginals in the Tomversee Her.
mewy. The source of the information printed in the Origimed Saond Harp scems
1o have been Theron Brown and Hezekiah Butterworth's The Story of the
Hymus and Times, published in 1906.* However, while Brown and Butter-
worth's book contains extemsive discussions of hyma tunes, none of the tunes
are actually printed in the book. This suggests that the tnes “Devotion,”
“Canaan,” and “Crucifixion” discussed in The Shary of the Hymus and Tanes
may not have been the same as those printed by Johinson in the Teesser

Indeed, Hall's tune named “Devotion' has been Sound as carly as
Litdle and Smith's The Easy Justrwctor {1802), and i this source it is not the
same as that found in Johnson's book. Thas, the identification of “Devotion™
in the Original Sacred Harp as bang by Hall is cleardy in crror. The other two
tunes are probably differeat from the Johnson tunes as well

Two of the three remaining “original™ tumes were given names of ssgnifi-
cance o Middle Teanesseans: "Columbia™ (the governmental sear and
largest town m Maury Comnty) and “Harpeth™ [1he Haspeth River), The
other ture that can apparently be fully credited to Jobnson is “The Prodigal
Son.”

Mamy of the problems isvolved with the “original™ tunes in the Toanesser
Hermony are also encountered mn the nise tuses marked with a dagger i the
index, signifying that they were “never before printed.™ The tune “Reflec-
thon' appeared as carly as 1815 in Wyerh's Repository, Pest Second under the
name “New Canaan'; this tunc also appeared in Davisson's Kestacky Her-
wenp. Another Kestacky Harmony tune which Johnson daimed had never be-
fore beem printed was “Sahation.” In Davisson’s book this tene was
attributed to "Boyd," a fact which was acknowledged in the second edition
of Teancssee Harmeny. Two other tunes, “Solicitude™ and “Leandes,” appeared
carlier in Ingalls’ Clristior Hermany ussder the titles *“The Loed Wil Proaide™
and “Humility™ respectively,™ However, as in the case of the “Capeain Kid™
tune, these seem 10 be diffening versions of two folk melodies. 1t is doubafial
that Jobason copéed them from lagalls' book.

Thus, of the seventscen tunes chaimed by Johnson as onginals or finst primt-
ings oaly eleven can be ascribed o him with some assurance: "Canaan,”
“Columbia,” “Crachixion,” " Devotion,” “Harpeth,” Jeflerson,™ “New Je
rusalem,”™ “"Olney,” “The Prodigal Son,” “Separation,” and “Vernailley™
Three others—"'Caprain Kid,” “Solicitude,” and "Leander”——can be at
least partially credited vo Johnson sance, though they were prevsously pub.
lished, he soems to have cither rearranged them or transeribed them from a
different oral tradition, Finally, three tencs must be attributed 10 other com-
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posers o transcribers: “Christian Teiumph' (“Pagah™ by Lowry), “Reflec-
tion™ (“New Capsan' in Wyeths Repasitory, Part Secend), and “'Salvation"
(by Boyd).

Johnson's Tewnessee Harmony scems 10 have found an immediate and wide-
speead acceptance in the rural sections of Middle and West Tennessee. By
1820 the supply of copics of Johnson's book must have boen runming low, for
in that year he began work on a second edition. This was published at Cine
cnnati im 1821; a shart peeface by Johason was lscledad and dated “'Okto-
ber b, 1820.7 At Jeast two copies of the second edition are in the holdings
of public libraries: one in the Tennessee State Library and Archives, Nash-
ville, and the other i a Cincamati library

The theoretical introdwction 10 the socond edition was very nearly the
same as that to the firm edition. Likewise, the musical content of the two
editions was very similar. Three tunes fownd bn the fiest edition were omitted
from the secomdd: “Aylesbury,” “Mear,™ and “Ohao.” Since these three tunes
covered the last beal of the first edition, it is evident that Johnson simply
deleted these two pages, replacing them with an appendix of ificen tunes
that covered cleven pages,

Five of the fifieen tanes in the appendix were attributed 1w the compiler,
eaght were (redited to ather composers, and two were listed anonymously. All
the tunes attribated 1o other composers scem to have been taken from Davis-
son's Kentweky Harmonx The anonymous tunes in Johnson's appendix also
appeared in a book by Davisson, the Sapplement & the Kemtacky Hermony
(Harnsonburg, 1820), The two tancs were named ' Bowrbon' and *“Mount-
Joy.” The astnamed tune, usually called “'Greenfields” (for example, in
Davisson's book) or “Contrast™ in the southern shape-note books, was
traced by George Pullen Jackson 1o a German origia ¥ The carliest known
peimting of the tane in shape-notes occurred in a broadside published about
1816 for German siogers in the Shenandaah Valley of Vieginia." However,
this was not the first American printing of the tune, for it had appeared as
carly as 1786 in Chauncey Lamgdon's The Select Ssmgster (New Haven,
Connectacut) ander the title “Farewell Ye Green Fickds.™ Set to Jobn New-
toa's text, “How tedious and tasteless the hours,” thas tanc was still in com-
mon use as late as the 1956 Beprisr Hymeal (Nashville, No. 306).

“Redemption,” ane of the five new tunes dusmed by Johnson i the secoed
edition, had appeared the provious year in Davisson™s Suppdement to the Ken-
tweky Harmesy under the name “Crucfixion.” Three of the remaining four
tunes atributed o Johinson seem o have been rather quickly forgotten:
“Browa's Station,” “Revival" and “Submissicn.” The fousth tune, “Nash-
ville," obviously named for the major city of Middle Tennosoe, was the only
tune credited 10 Johason in The Sacred Harp and other classic collections of
folk hymnody. "Nashville™ is quite similar 10 “Kingwood," a tune found in
Davisson's Susploment & the Kentwcky Hermony, both tunes are varianis of the
well-known “Garden Hymn,™

On Frday, May 7, 1824, The Nashodlle Gazette carvied the following
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aslvertoement:

Just Pablished,

and for sale by Alexander Johnsoa, near Columbia and Roberison &

Elbiot, Booksellers, Nashaille, and in the princapal towns in West Ten-

nessee and Alabama, the Third Revised Edition of Johnson's Tennessee

Harmony. Price $1 per copy, or $9 per dozen.

The tuses in this Edition are so arranged as 10 be used in schools with
the former oditions.
The exastence of a third edition of the Temneuer Hermony socms to have gone
largely umnoticed among writers on shape-note hymeody.” A single copy of
this book is known, lecated i the Tennessee State Libeary and Archives.
Unéortunatehy, this copy of the third edition is incomplete and lacks all that
should follow afier page 118, including the index.

The preface 10 the thied edition, dated “Maury County, W. T. Nowv, 6,
1823, claims that “the books of the present [edition] may still be used in
schools and societies, with those of the former editions,” a claim that was
made also i the newspaper advertsement guoted abone. This implies that
the arrangemsent of the book remained basically the same as that of the carli-
er editions. Nothing, however, could be farther from the truth. In the thied
editson the tunes were arranged s a semblance of 2lphabetical ceder: all the
tenes whoae titles began with “A" agpear fiest, followed by “B," “C." etc,
The 1umes im the first two editions had been rather indiscriminarely amanged
30 far as their place in the book was concerned.

In addition, many tuncs from the first two editions were amitted from the
thard, their places being taken by at Jeast forty-one new tunes which were
scattered among those previously printed rather than mooeporated into 2
separate appendix, Thus, those who had purchased the third odition of the
book must have been shocked when they attended a school oe "singing'' ar
which a peevious edition was i the hasds of the leader.

Mare important than this change of format, however, was the quite differ-
ent character of the new masic used in the third edition. The previous edi
toes had been composed mainly of folk tunes and the rugged, if by that time
scenewhat old-fashsoned, mussc of cghteenth-century New England compon-
ers such xx Willeam Billimgs, Jacob French, and Justin Moegan, Whale those
styles were by no means neglected i the third edition, a sizable proportion
of the new tunes consisted of Ewropean (masmly English) o “cultured Ameri-
can'' music. Tumes such as “Basgor," “Hymn 1o the Trinsty™ (also known s
“lalisn Hyma," “Trisaty,” or “Moscow™), “Old Husdred," “Pleyel's
Hymn Secomd,” and “St. Martin's™ reflect a more cosmopolitan outlook on
the part of the compller. No matter that these European classical tunes were
mainly borrowed from other southern tunebooks sech as the Kentwcky Har-
mony and Allen D. Carden's Micsari Hermony (Cincinnati, 1820): they repre-
sented a very real broadening of taste on the part of public and compiler
alike. This was ackmowlodged by Jobmson in the preface when he observed
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that a, “very considerable improvement, in the knowledge, and in the taste of
musick, among the people of this coantry, have [sic] taken place since the
appearance of the first edition.™ 1t should by no means be inferred that this
expansion of musical style was restrscted o Johesan's work, foe it was abswo
characteristic of other shape-note books that achieved more than one or two
editions.

Despate the kack of an index in the only known copy of Johnson's third
edition, it is certain that few if any of the added tunes were by the compiler
himself. All but three of the tunes bave been traced to at least one carlier
priming. The three untraced tunes—"Despair” “Newark,” and “Scoe-
land™—are probably contained in printmgs unavailable 16 the writer,

[t is interesting to mote that one tune in the third edition of Ananias Davis-
son's Supplereent (0 the Kentucdy Harooony (1826) was attributed to *Jolnston,”
almost surely a reference 10 Alexander Johnson whose name appeared occa-
sionally in Maury County records in this foem. Howeves, the tane thus at-
tributed, “Salutation.” had appeared in two books previowsly published in
Tenmessee, Allen D. Carden's Weiters Hormony (1824) and William Moore’s
Colwmbian Hermony (1825). Both these books printed the tune anonymousdy
and the source of Davisson's ateribation is not known. Since “Salutation”
did not appear in any of the editions of the Texnewer Hermony, the use of
Johnsom's name in Davisson’s Supplement perbaps indicazes some sort of di-
rect contact between the two compiliers,

Unfortunately, there are no records to indicate how widely any of the edi-
tyans of Johason's Tensersee Harmaey were distributed. The only edition which
scems to have boen advertised in Tennessoe newspapers was the thard, notice
of which appeared not only in the May 7, 1824 Naboille Gezntte (quoted
above), but also in The_fackson Gazette of October 22, 1825.* Since no edition
of the Tennessee Harmony later than the third has come 10 light, it appears that
the popularity of Johnson's book must have Gellen off after 1824, Perhaps this
was due 1o the drastic change of musical style in the third edition, for despive
Johnson's claim of an improvement in the musical taste of Middle Tennes-
scans, the patroms of shape-note bymnody in the arca may not yet have been
ready for such books. It is also likely that the publicaticn of other books by
Middle Tennessee compilers during the years 18241825 helped beeak Joha-
wa's near-monopoly on the Middle and West Tennessee markess.

Despite the popularity of Johsson's book in the western region of Tennes-
see, few later compalers seem to have borrowed dircctly from the first edition
of the Tewneisee Harmonx The book which apparently served as a catalyst in
mtroducng new tanes from Johason's boak 10 a wider market was Carden's
Missount Harmony of 1820, Eleven of the fourtoen™ tunes which seem 1o have
received thelr first peinting in the Teanciser Harmony appeared in Carden's
book. Signiicantly, the three tunes not pranted by Carden did not become
particularly popular with laver compalers ™ Three of the Johnsom 1tanes which
Carden included in The Micowrt Hermasy likewise fasled 10 carch on.™ Howev-
ex, the remainiog cight tuncs reocived pumerous printiogs in later Tensessce
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TABLE 1
Tunes by Alexander Johnson

TUNE MOHN COH USH SOM UH KNH SAH

“Brown’s Station™ {TH2)
“Canaan™ {THI)

“Capeain Kid" (TH1)
“Columba™ (THI1)
“Crucifixion" (T )
“Devotion™ (THI)
“Harpeth™ (THI)
“Jelerson™ (THI)
“Leander” (TH1)
“Nashville" (T12)

“New Jerusalem™ (THI )
“Olney™ (THL)
“Prodigal Son, The™ (TH1)
“Revival" (TH2)
“Separation™ (TH1)
“Saliciiede™ (THI) X
“Submission™ (TH2)
“Neraillea™ (TH1) N

AAAA A AN

”~ A

AAA

X X X
X X
X' X

X X X X X
X

X X X X

X X X X X
x.

X X X X

X X X X X X
X

X X

X X X

This chars inchudes caly those tuncs atenbused 50 Jobason for witkch ne provioss pristing has

been foond.

ALY 7O ABAREVIATIONS
™ Meoxacder Johmon, T
Hormenp, 118, 1621, or 180,

MNT Alles D, Carden, Miwan Harmonr,

CON Willam Moore, Celwmbion Marmeny,

1S

(SH  Nlen D, Carden, Ceaind Sactes
Novmeny, VRS

SON Wik Walker, Saathorn Marmonr,
(150N

N Wittam Caldwell, C'ssen Marmeny,
1837,

KXN  Jodn B Jackan, Ksanll Harmens,
oa

Sal B ¥ Whiscand £ | King, Seowd
Heorp, 1360,

NOTRS

" Areribused 2o “Nicholwn. ™

"Tithed “Creen Meadow.

el S Mawsville” i KENH and
“Marywille™ in SONN

*Tiibed “Solermainy ™ and auriieoed %
..Mm-“

" Ateribased to “Aavten.” This stirbuzion
aso wppeaned i THZ

S0 “Baddian Cosvert, (or Naahs il )™ in

SOM, 1R edithon.
' Areribated %0~ Boyd.
* Ateribened %o “Chapin
" Atribanad %0 S



books and some of thems became part of the central repertoire of southern
shape-note hymnedy (see tabde 1).

It 3 signifscant that not anc of these later primtings credited Johnson with
the composition of any of these tunes. The reason for this is obvious: later
printings of the tusex were mostly derived from Carden’s Misswr Hermonx
Carden's tunebook was unusual in that it carried no composer ateribatsons.
Thus, & later compller borrowing ane of these tumes from Carden did sen
know to whom it should be artribated, Consoquently, be either Jeft the tune
encredited or attributed it 1o an arranger™

1¢ has previously been noted 1hat the only new tune in the seccexd edition of
the Tenwessee Harmeny which was used by Rater compilers was “Nashville.”
“Nashville" did mot appear in any of the Tennessee shape-note tumebooks
published before 1840, However, it did appear in William Walker's Sewthers
Harmony (1835 and, as “Indian Convert or Nashville,” 185%) and Whate and
King's Sacred Marp (1844); in both cases the tune was anributed 1o “John-
wa."” Walker's use of the tune mdiscates that he was probably acquaimied
with the second or third edition of the Tomsersee Hermony; White and King
undoubredly borrowed the tune from Walker,

The imfluence of the third edition of Johnson's book s more diflicult 10
measure since it does not seem o have contaimed amy first printings. The
third edition of the Teonessee Harmowy was quite sinsilar 10 ancther tusebook
published in Middle Tennessee the same year, Carden’s Woters Hlormony
(1824). Carden’s book seemas 10 have been pablished after Johnson's thard
edition was on the market™ and it i possible thar Casden’s book was influ-
enced by Jobnson's. It is perhaps more likely that the simalarities betwren
the 1wo books were due 1o an affinity of outhook vather than to the acrual
borrowing of material from one 0o ancther,

Alexander Johnson's tunebook may not have boen as widedy imfluential in
the development and dissemination of shape-sote hymnody as were those by
Davisson, Carden, and later compalers, but it did provide the poople of Mid-
dle and West Temnessee with the music they wanted to sang. In addition,
Johnson introduced a number of tuses into the shape-note repestoire, some
of which quickly became part of the standard stock of melodies used in later
books. As the first southern shape-note tunebook compiler outside the Shen-
asddosh Valley of Virginia, Alexander Jobason deserves a miche in the histoey
of Amorcan masic.

NOTES

* The writer gratefudly achrrabedges recopt of & grase bo ibe Arserican Philscpiacal Soa-
ety which made Sy sredy posibie,

! ¥or a doscripocn and cxamples of shage-nctes see Grorge Pallen Jockson, Wit Suniels =
My Sonthers Uplands (Hathoro, PA Folblore Associntes, Ine, 194 regwist of 1913 od ), pp. 1114,
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Amersas (New York: WW. Noeron & Company, Inc., 1964, pp 1788
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7
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oudist e sounth of Dk River in Maury Connty. The church cosed 1o Sandtion in 1953 (see
Lightioon and ShackelSond, “Ther Paved This Win " wal 1, p. A-126). Accoeding %0 Lacy Bares
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* Gaeverr, Wor of J802 Sldirs, pp. 100101
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Floming's papers were destroyed in a fire durmg the 1950 and the Johnson masacript seres 10
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*Thae u, the arca now sekreed 1o ax Middle Tenneser.

* P (i)

" Teving Lomens, Musk and Musiidns in Eavly Ameriva. pp. 138155,

* Owe 1o, "Newporr,” appean withaws s

¥ For 3 discosuon of the tocn of Aswrican folk hymnody see George Pulien Jackeon, Wiy sl
Napre Spirsinals (New York: J. | Asgpawin, 1943, pp. 3864
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" Jobmson does not seem 0 have wied the first edition of Davisson's book. Seven of the toses
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bat e tune (“Sainm Repose™] appeared ooly s the second edition
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* ' fat eonioed and for sale, ONE HUNDRED AND TWENTY Copior of Jobawon's TENNES.
SEF MARMONY, by PERKINS & ELLIOT™ Though the advertisernent docs not explicedy
wiate hat this was the third edition, it could hardly have Been cther the first or second cdition
that wis “Just received™ ot that late dase

“Then Sgure inclodes the three tuses “partially credined™ w0 Jolasen

* “Cracifaion,” "The Prodigal Sos,™ sad “Separation ™

* “Canaan” “Colarrbia,” and “Veradles "'

* Several of e later tanchooks, et sotably Wiliam Moote's Colimbian Marmony scem 1o
Bavr taken ooe or mooe of 1he eight enes lrom one of Davisson’s tuse books, sather San direcly
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wenl for Canden™s book appesred on Ageit 10, 1E24, while Johemon's book was st advertned
wned sty 3 month Later (May 7). However, Candien’s book was “Now i the poess, . and will
be peblishad with all possitie spood,” wiile Joboson's was *Juss Peblobed * Johrmson's preface
was dated Nowember €, 1823, Casden, on the other haad, did not sign hin preface sotil Aagun of
1324



Sketching and Schubert’s Working Methods

By Suphes Carlten

Within the past few yrars, a conssderable controversy has anisen over the
wsefulness of composers” sketches 10 the music hissorian.” While there is Little
comsetisus on whetber sketches can be an appeogriate aid in the analysis of a
composer's music, most scholars would agree that skeiches can be of service
i a study of the composer himself. Sketches can, in fact, reveal a grear deal
abowt one of the most imporeant facets of the compeoner’s baography —the act
of giving graphic life 1o a musical idea, As primary documents 10 that act,
sketches have few equals. Statements by the compaser can often portray the
man as be would like others to think he actually worked, whale repores by
comtemporary witnesses—if in fact they were ever in a position to observe the
composes &l work—are frequently subjective and open 10 a myriad of
mterpretalions.

Perhaps the bacgraphy of no other composer has suffered more ca account
of reporis by contemporarics than thal of Schubert, No doubn it was i the
sparit of the romantic conception of a genias that Schabert’s friends de-
scribed him as “occupied with composition, aglow, with his cyes shining and
even has speech changed, like a somnambulint.” Late nincteenth- and carly
twenticth-contury wiiters took sach statements as evidence that the compos-
ef expended Hitthe encrgy bn creating or refining his music, redying instead o
srne beavem-sent gift,

No other biographer attacked such legends more vociferously than the late
Schubert scholar Maursce Browa! One of 1the most potent weapons i
Brown's arsenal of proof that Schubert was an assiduous worker was the
sketch, The fact that Schubert bad made sketches was not unknown, for
transcriptions of some of the composer’s most famous sketches —inclading
those for the B minor Symphony and the last three pano sonatas—are in-
cluded in the Revissonshericht of the first collecied edition pablished in the
late nincteenth century. Brown argued, Bowever, that these few examples
were not exceptions, but that it was Schubert's normal practice o make a
sketch. Furthermore, he insisted i 2 number of cases that the abwence of
sketches conmotod moerely that the documents had disappeared.”

In the absence of skewches, can one comfidently assume their loss in most i
ne all cases? This seems 10 be the common consensus. Most studies of Schu.
Bert’s working methods subsequent 10 Brown's work have proceeded on the
assumption that the composer generally made a sketeh before embarking on
a final draft.

To 1ot this Bypothesis, [ have considered boeh the funciion of skesching in
Schubert’s working method and the pature of those sketches, 1t i my conclu-
ston that, if a sketch is defined as a document which the composer considered
10 be peeliminary 10 the final scoee, we must Fevise OUr Cusrent impressions.
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Many of Schubert’s sketches do m01 seem 10 have been concelved as peelimi
nary documents. Furthermaore, many do not work out essential details; io-
stead, they seem 1o be enly an aid in repeesenting what were already wells
conceived musical ideas worked oul in near-to-final farm in the compener’s
mind before being committed to paper. Sketches of this sort were not obliga-
ey for every work bat only those where such a graphic akd was necessary.

My wexlusion can be demosstrated by cxamining the composer’s Auto-
graphs not caly 1o see what types of documents have been preserved, but also
1o cote %0 grign with Schubert's basic working method and the function of
cach autograph within that procedure. To thas end, 1 have chosen for disoss-
sion three works for which sufficient amograph documents have been pres
served 10 allow an analysis: e Zosherbarfe, Winterreise, and the E-flax Plano
Trio, These works provide an insight ingo the composer’s typical working
methods and at the same time highlight some of the peoblems encountered in
sketeh rescarch.

Schubert began work on Die Zavherbarfe in the summer of 1820 and the
stage work was preméered on 19 August of the same year at the Theater an
der Wien, In addition 10 the complete autograph scuee, 2 mumber ol sketches
have been preserved. The revised Dewtsch Caralogue, the edition of the work
in the Newe Schubert-Ansgede, and Erast Hilmar's catalogue of the Schubert
manuscripts in the Vienna Csty Librasy all sdentily two types of sketches:
those in full score and those om doubde-stalf systems (like a “piano reduce
teom'').* Sketches on double-stall systemns are extant foe Nos 1, 2, and 4 while
sketches in full scoee have boen proserved fore Nos 1, 5, and 9, Ap examina-
tion of both skewches for the first number of the drama will provide a good
intreduction o Schubert’s woekiog methods.”

A comparison of the stracture of No, 1in its final version with that of the
shetch on double-stafl systems reveals an important characteristic of Schu-
bert's sketching habies: he appears to have conceived & woek i near-to-final
form, which he then sketched only parts of as an aid to memory, The sketches
recoed primanly the principal melodic marerial, a vocal kine, for example, w0
which cther detalls were added, such as a bass line or accompanimental
figure. They recoed, in shorthand, what appean to be the entire picce real-
weed in detadl in the composer’s mind. These sketches are then ransferred 10
a fll score where this skeletal framework is filled out. Any subsequens
changes 1o the sketch matenial are avually refinements of detail,

The linst pumbser of D Zasaberherfe is a chocus, “Harfontone Lasst erklin-
gen,” for Troubadours—temors and basses—in E-flat majoe, with a 1enor
solo set in G major in the final score. The large forom of the final version may
be defined as A B A, with A setting the first stanza of the text and B the
sccond, The two A sections are identical except for the sobo wemor part which
was added o the reprise. In the skeach, Schubert did ot write out the sec-
and A section bul noted coly the first measure followed by “ric,”” The A
scctzoms are themselves tripartite: the form is a b b, with the two b sections
identical. Schubert again did not write out the repetition; there is, however,
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no indication in the sketch to confirm thar a repetition was envissoned at this
sMage,

No trace of the ten-measure instrumental introduction of the final version
i 1o be found in the skesch an doubile-stadl systems foe No. 1. 1t begins imme-
diately with the vocal entrance, which is notated without text underlay, (A
cranscevption of this skerch s found i example 1AL} In the first sixteen mea-
sures of the shetch (the first part of the larger A section), the upper stall
presents the main melody found in the first temor of the charal parts of the
fnal versioa, while the bower stall provides a simple bass line. Measures 17~
31 of the sketch are dovoted 10 the b portion of the Farger A section, In the
first cight measures, Schubert notated a single melodic line designated 10 be
ochood between the darimet and chorus. In the final version the mclody is
given exclusively 10 the woodwinds and the choral pares are confined o block
chords, The melody in the sketch, however, is used mote-foe-note in the final
score; thus Schubert’s alteration does not change the onginal structure or
melodic contour of the passage, but reflects coly & change in his plass for
orchestration. The sketeh comtinees (mm. 25-35) as a siegle-lime melody
with several dynamic indications. This line corresponds to the tenoe [ of the
final vension,

The remainder of the sketch concerns the central section of the final ves-
sion. Schubert drafied the masenial in A-flar but later decsded 10 transpose it
10 G. From mem. 37 1o 61 the upper stafl iy waed 10 notate the tenor solo line,
the boctom stafl to indicate occassonally the melodic bine of the instrumental
interludes. Likewise the entrance of ihe choral parts in m. 62 is noted on the
lower stafl. In the sketch the tenor solo joins the choras four measures carlier
than in the final version. Once again, the change in the final version dees not
alter the structure of the sketch but merely 1he sconag, In mm. 70-83 the
tenor soko is notated on the upper staff of the sketch, with a choral and instru-
mental bass line in whole notes, on the lower. The sketch concludes with
choral indicatioss for the end of the central section and for the return of the
opening chorus.

Before proceeding 1o the sketch in full soore, several features of the sketch
on double-stall systems may be summarized: the basic melodic struciure &
already complete in the sketch; the sketch clearly defimes the structure of the
moversent; bass limes are occasionally provaded, but specific details of ac-
compamiment are not generally incdaded; leral repetitions are not written
oat; and some indications of dymamics and cochesiration are present.

The other sketch foe No. 1, notated s fall score on sixteen-stall systerns
and prescrved on four loose leaves, contains Miy-five measures which corre-
spond exactly to mm. 70-124 of the final version. (A ansonpuion of the
sooee sketch, reduced (o double-stafl systems, 1 provided in example |, the
systems marked B.) Some scholars regard this as an indopendont sketch
full score made price to the Gnal score*

This extant fragment beging in the thard measure of the central section of
the movemens and becaks off after the Sirst measure of the Bnal section, thus
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contaiming practically the entire contral section, Although staffs have been
prepared for all the parts, only the vocal paris—both tenor and chorus—
have been written out completely, Instrumental parts have been notated only
when the vocal parts are resting and them are restricted w0 a melodic line in
oo part only. From the transcription provided in example 1, i i apparent
that the correspondence between the two sketches is very diose, Furthermore
a comparison of the sketch in full scoce with the final version reveals one sole
differonce—tonality. The masenial im the sketch i in A-flat (the subdoma-
nant) while the final version is in G.

In reconstructing Schubert’s working precedure in the opesing namber of
e Zawberharfe n is clear that he began by making a skesch on dowble-scafl
systeans. The next step & not 0 immediately obwvious. From reading any of
the previousdy cited descriptions of the autographs, it woskl soem 1hat be
prepared an independent skeich of mm. 70-124 in full score before com-

An examisation of the final score suggests that this was not the case at all,
Instead it would appear that the so-called scare sketch was in fict oace part
of the final score. After measure 60 in the final score—the penultimate mea-
sure of the first A section of the movensent and the last escasure motated on
folio Sre-all seven measures on folio Sv are crossed oul. The first five
crossed-out measures provide a transition o A-flat and the last two presem
the fint two measures of the central section in A-flal. The so-called score
sketch, which commences with the third measare of the central section in A-
flag, was apparcnthy a1 onc timee part of the Bnal score and not an indepen-
dent skeech” After preparing the skesch on double-staff systems, Schubert
evidently emtered the leading melodic voices of the entire number into the
soore—a typical procedure for Schubert—and thea, before Blling in the oth-
er parts, decided 10 transpose the central section and therefore removed the
foar leaves. Thus while the sketches on double-staff system were begun as
preliminary documents which could be discarded once a final score was com-
pleted, the so-called score sketch was in fact once part of the final score.

This example highlights two problems which have lasgely been neglected
in the study of Schubert’s sketching procedures. The first is the problem of
labelling certain documents as sketches im full score. Die Zavberbarfe serves as
a case in point. Imasmuch as the so-called score sketch way at ane time part
of the final score—and still would be part of that score had Schubert ot
decded to transpose the section-—the designation “skesch™ seems inappro-
priate for a docament that shares a greater physical allsuity 10 the final score
than to the skctches, Samilarly, the autograph of the opera Satuwiala and the
Symphony in E major have perbaps also been lnaptly described as shetches.”
Here again Schubert peeparcd full scores for each movement by recording
the leading melodic voices from beginning 1o end. These manuscripas were
not begun as accessary docaments 1o a final score. Rather it mast have been
Schabert’s intention from the outset that they would be Snal scores. Had he
Slled in the other parts, the manuscripes would hardly be considerad skeoches
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today. The sketchslike appearamce of these extant autographs represents an
intermediary step toward Schubert's final goal and 3 manifest only because
Schubert decided 1o abandon the works befoce the scores were complete.

The second point 1o be drawn from this example concerms the comtent of
the score skerches. A comparison of the score sketch with the skesch on dow:
ble-stafl systems foe the first namber of Die Zeaberhesfe reveals that both con-
corn the notation of leading melodic parts—ia this instance, primandy vocal
pares. Furthermore, there is an extremely close correspondence between the
material in both sketches, One marvels at the compaoser’s ability to arrive
very close o the final form of an idea already in its first graphic representa-
ton, Even 1he minoe emendations which Schubert moceparated into the
second draft of the preseot cxample tend 10 alter oaly the conmection of
phrases and leave the basic melodic line unchanged. While not all of Schu-
bert's carly drafis correspond so exactly with final versions, many do."

This leads us 1o the sccond problem in recent Schubert sketch stadies, the
assumption that Schubert found W necessary w prepare an independent
sketch i all or nearly all cases, Is light of the componer’s habat of commenc-
ing a fimal score by first nosating the kading melodic voices, a procedure
closely resembling that of his peeliminary skeiches, the very nature of the
procedure itsell Jeads one 1o question whether Schubert always fdt it neers-
sary 1o peepare a preliminary sketch. The question is admm«lly a diffcult
ane 10 answer, for the mere absence of sketches—just as it & insufficies
evidence o prove that they did exist—is, of course, insufficiont evidence 1
peove that they did not. The second and third acts of Die Zaaberkarfe, for
whach no sketches have been preserved, serve to sllustrate this point, Isternal
evidence suggests that Acts T and T may in fact have been entered indo the
score without the aid of peeliminary sketches. After the leading melodic
woices of the first and last numbers of the second act had been entered o
the score, Schubert decided 1o make so mamy changes that be was foroed 1o
rewrite both numbers on new paper. The sheer number of changes in the full
score is not characteristic of those parts of the opera preserved in peelimi-
nary skeeches. In the same regard, the full score of the third act manifests a
greater number of corrections than the previous sces.

The autograph for the song cycle Wisterreise provides evidence that Schu-
bert did mot always make separate peeliminary sketches for every wock. This
docament is coe of the most fscinating testaments of the compaser’s work-
ing procedure i that it dearly reveals two types of basdwriting. The manu-
script can be separated accordingly into two types of documents: Bar copies
and first drafts.

All the somgs from the second part of the cycle as well as several songs from
the first display Schubert’s careful, meticulous hand—the type of writing
associated with fair copies. Undoabredly some ather type of document meast
have preceded cach of these songs.

The magority of sangs fram the first part of the cycle, however, are set down
in Schubert's ordinary hand. Presumably those songs smvolved a differomt
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EXAMPLE 1. Sketches for the First Number of D Zavherharfe, D. 644
(Vienna Csty Library, MH 167/c): A Sketch in Plano Score, B Sketch in
Full Scocc*
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* Onginal nocated on sixteen-staff systems. Omly the vocal parts have been
notased in their estirety. Occassanal entnies are provided in the Clarinet and

Violin | staves. All other staves remaim empey, The present transenption
presents the material On (WO SLAVES 10 CONSETVE SPace.

peocedure—ihe composer working directly onto what becomes the final
score, without the benefic of a preliminary document. Furthermore, two
shades of beown ink—one light, one dark——may be distinguished theough-
out the first drafis, and these divulge a two-stage notational process, Since
the light ik was employed consamently n all the firse drafts 10 notate the
wvocal parts in ther eotirety and to provide oocasional indications far the
planc—particularly in the nght hand when the vocal part is tacic—all the
songs of the fiest hall of the cyele must have been drafted before the remaiin-
ing parts were added in dark ink.”

The comtrast between the appearances of the fair copees and first dralts is
striking. The neat, clean appearance of the fuir copées demonstrates Scha-
bert’s ability 10 produce & virtally coerectivn-free copy oece his mussical
icas have taken graphic form, cast in some preliminary document. On the
other hand, i the first drafis the rapidity of the notation and the large num.
ber of emendations made im both light and dark ink portray a composer who
was struggling 1o put his ideas on paper for the first time, not one who was
copving from a pechminary sketeh,

If for a moment we ignore the second-stage addinions made in dark ink 1o
the fiest dralks, the remaining material bears a remarkable resemblance 10
sketches of other sangs, Apparemtly Schubert comsistently set down the vocal
parts im their entirety while only occasionally sotating the piano part.”

Ded Schiubert begin those sangs from Wasterseise which are preserved woday
as first drafis as sketches whach he later decided 10 fill in? Or was it his
intenticn from the outset 10 produce a complete draft withour the aid of a
peelimanary document? O 3s it possible that Schubert was not even thanking
in terms of sketches and first drafts but simply putting his xdcas on paper?
While the answer is a mateer of specalation, the question nsell poines to the
fact that Schubert’s procedure for putting 2 musical idea an paper for the



first time was generally consistent—vosce parts shetched wn full before the
plano part is completely notated—whether it resulted in an mdependent
sketch or a sketch which was subsequently bussed in a first draft

The autograph of Wiaterreise domonstrates that the composer’s ariginal
plan of action for drafting a work may not always be easily discernible from
the extant documents. This problem is further illustrated by Schubert’s E-
Bat Praso Trio—the last work | would like 1o discuss. Since both whar ap-
pears 10 be a sketch and a complete antograph score have been preserved,
one might assume that Schabert's first impulse, like any good composer’s,
was 1o drafl a skesch and anly then 1o tackle the complete full scare. But the
evidence of the autographs suggests that this was not the case at all, Instead
one might comclude that what appears as a sketch was instead a first attempt
a1 a final version, abandoned when major revisions were made 10 a part of it

Like the fisdl score, the appacent sketch of the Trio i notated oo four-seadl
systems with a staff each for the two string instruments and two szafls for the
piano. The eleven folios comprising the sketeh are fally inscribed and contain
anly the first three movements, and thus they keave in question the existence
of a skewch foe the fnale.

The sketch of the first movement is foussd on folios | =4, On folio Ir and the
wp of fodio Ly, Schubert was careful to notate all the parts, as if be had the
intention of setting down a fwll soore, From the middle of folio Iv caward,
however, generally only two of the four stalls are flled ssmoltancously. With
the start of the thard theme i the middle of fadio 3r, Schubert reverted w0
filling in all the parts.

The sketeh foe the first movensent becaks off at the bottem of falio v
part way into the development section—with space for at least one more
measare to have been added at the bottam of the page. Since the slow moves
ment begins on a new page, Schubert easily could have added extra leaves w0
finish the movement on. IE however, the composer's mind was already
pressed with sdeas for the subsequent movements, there was no reason for
him 10 finish the first movement at this poing, for licthe mew matenal was befi
10 be written: the recapitalation o virtually identical 1o the exposition and
the development consists of one fifty-two-measure section which Schubert
states three times at different tomal levels,

The correapondence between the sketch and the fnal versson is very close.
Aside from the occasional addition or deletion of a measure, the anly sub-
stantial change concerns mm. 2385 and it is largely a marter of ransposi-
tiom: the Brst foety-odd measures of the passage were transposed a Gith lower
than the sketch and the last twenty were rewnitten so that the two versions
eventually reach a ronal correspondence. Schubert could have accommodar-
ed these changes in the sketch with pasteovers or with the additson of sew
folios. Yet in light of the emendations he was to make in the Andante, the
cnly course was (o commence a new draft,

The Andante is sketched all the way 1o the end of the movement, From the
outset Schubert was careful to Gll im all the pares, induding purcly accom-



panimental ones, again as if he were recording a final score. He did so until
m. 154, twelve measures into the recapitulation of the second theme group,
From m. 162 to the end, the notation & generally found in only two of the
fowr stafly,

The sketch of the Andante comes 10 an end at the botrom of folo Y
Schubert left the back side of the folso Blank und commenced sketching the
Scherzando on the top of folio 10r, 1t continues through the end of folio |1,
and the first skerch of the Trio is found on Salio 1lv. The Trio continees,
however, on odio Sy, the back side of the end of the Andante, rather than on a
new fodio which would have been folio 12, Surely at this point Schubert mus:
have had serious dosbis about the skerch of the Andente as the final version,
if mot the work as a whole, to have confounded the arder of the manuscript in
this fashion.

There are no major structural dilferences between the sketch and the final
version of the Scherzando. The most noteworthy distinctson concerns the
maay fine details of articulation which Schubert apparcaly did not have
time to include im the sketch but which are abundant in the final score. Two
slght melodic corrections, however, were made in the sketch of the Scherzan-
do m pencil, and i the Trno Schubert decsded to expand several phrases by
incorporating additional measures into the final version.

Sometime after shetching the Andante movement—perhaps cven after the
Scherzando bad been sketched—Schubert went through the manuscrip
again, making notes for revision in pencil. These revisions were 5o extensive
that he was forced to abandon this sketch and to drafl a new score, The result
of these revissons upon the form of the Andante may be briefly summanzed.
First, in verms of the primary theme, the exposition remained substantially
unchanged, In the recapitalation, however, both statemonts of this theme
were altered. At the first statement, Schubert noted “vanin' in the piano
part of the sketch and consequently, instead of presenting the theme in oc-
taves in the piano with a chordal accompaniment in the strings, he assigned
the chordal accompaniment to the Jefi-hand part of the paano and the melo-
dy to the right hand and created new accompanimental figuration foe the
strings. In the original sketch the theme was restated immediarely in F ma-
Jor, but during the revioan, Schubert added the instruction, “bletbt m ¢
And in the final version, instead of ssmply restating the theme, be decided on
a short development of the material.

The foeen of the second theme group was deastically revised {see table 1)
Schubert mapped ost the changes in the sketch by crossing out material and
by using symbols 1o joim vanous sections. Farthermore, man. 43-46,
sketched in C magor, were marked “in Ea™ and indeed appear in E-flat in the
final versson (man, 67-80). In m. 86 of the sketch the piano part comtains
block chords. Schubert later wrote “mit mehe Coloratur’” and devised triplee
arpeggios foe the final versson (beginning in m. 57). While these many revie
soms altered stracture and claboration, ot should be noted that the basic
mclodic substance of the skeech was takem over inmo the final version



Table 1. Structure of the Second Theme Group of the Second
Movement of the Piano Trio in E-flat, D, 929, in the Sketch

and Final Version
Sketch Fioal Version
< a X b a b C
43-58 59-74 7585 8% - 566 67-83
a x b < a b c
145158 159170 171181 182.219 129144 145157 158195

unchanged.

Several observations concernisg the sketch of the E-flat Teio may now be
set forth, First, with the exception of the penal revision of the Andante, most
of the emendations are such that they could have been made directly inwo the
exasting scose cither by crossing out the old matenial or by replacng 2 deal oe
two. Second, from the physical layoat of the manuscript and from Schubert’s
use of four-stafl systems, it i concenvable thay 1he astograph could have
served as the complete final score, However, two events in the notation of the
draft set an irveversible course with the end result that the manuscript had w
remain a sketeh, First of all, Schubert's pencil revawon of the Andante wo
altered the structure of the second theme group as 1o necessitate recopying
the entire movement into a new ausograph. The revision probably wok place
after the motation of the Scherzando portion of the third movement, as there
are pencd corrections in the first two movements and the Scherzando, bt
not in the Trso, And secondly, the notaticm of the end of the Trio on the back
side of the folio comaining the end of the sketched Andante corrupted the
oeder of the manuscript and made it unacceptable as a final dreaft,

Thus while these two factors eventually established the fate of the auto-
graph, we are faced once agaim with the possibality that Schubert actually
began the autograph with some other function an mind. Three different ex-
planations scem possible: Schubert intentionally began the manuscripe as a
sketch which would remain incomplete and foem the basis for a second, come
plete manuscripe; he was notating & full score which subsequently was lefl
incomplete because it could not accommeadate certain revisions; or be began
work by simply writing down the music without first deliberarcly considering
the fase of the manuscrpt

While the third ratiosale always remsaans a viable possibelity, 1 belueve that
Schubert’s copious provision of secondary and accompanimental pares as
well as the appearance of the autograph msell suggest that the score was
begun as a fimal score, Certainly its appearance is closer 80 that of Schubert's
other final drafts of chamber works than so that of the famous sketches of the
B minoe Symphony ar the last three piano sonatas. ™ Fisally, this example
was not presented i arder to offer an irreflutable salution. Rather ity purpose
was to point out that the mere existence of a skeich for the E-flar Trio docs



not indicate categorically that Schubert began work an the compoastson with
the intention of first prepaniag a sketch. Indeed the function of the astograph
may very well have changed once the composer decsded 10 make emenda.
tions in the score,

Even from this beiel examination of Schubert's working methods in a num-
ber of antograph documents, it is evident that the notion that Schubert sys-
tematically peepared a sketch and then completed a final draft for every work
is both overdy simplistic and fundamentally inzccurate. This misconception
profably arose from a misunderstanding of the role of the sketch in Scha-
bert's overall working method. In contrast 1o his famous Viennese contem-
porary, Schubert did not use sketches to woek out such exsentaal detashs of 2
composition as melodic shape and structure, thus making the skeich an in-
trinsic part of the compaser’s working procedure, For Beethoven, the very
process of musical conception soems 1o have been imextricably linked with
the act of sketching. He needed o experiment with and plan oa paper various
aspects of & musical work befare the composation took final form. For Schu-
bert, the sketch served as an aid in plotting out a graphic representation of a
musical idea that apparently had been already well formed entieely in his
mind. Schubert seems 10 have turned 10 this motational axd not in a habitual
fashion but rather as the individoal situation warsasied.

As the foregoing discussion has shown, Schubert's decision to whilize 4
sketch was sot always consistent even within a work. While skerches have
been prescrved for the fiest act of Die Zosberharfe and sust have existed at one
time for the second part of Winterreise, it 3s unlikely that Schubert jotted down
independent sketches for the first part of Wisterretse or the last two acts of Die
Zaxberkarfe, Furthermore, in the case of the E-flat Piano Trio, the existence of
a skewch may mot reflect the composer’s decision 10 begin the notation by
preparing & skesch; rather the extant sketch may have been the result of the
composer's decison 1o make changes in the work during the notational pro-
cess, thus necessstating the completion of an addisonal autegraph.

Im this light, a definition of Schubert’s working method i terms of & se-
quence of specific types and number of autegraph documents would clearly
be inappropriate, This is mot o suggest that Schubert wus an isconssvient
worker. Schubert's practioe of putting a musical idea on paper by first notat-
ing the leading melodic parts was generally consistent whether it resulted in
an independent sketch or Sormed the framsework for 2 complete dralt of the
work.
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Oratorio At Rome’s Vallicella Oratory: New
Sources
By Joyee L. Joknson

In our day and age, oratonio is performed less frequently than it was two
hendred years ago. In the eighteemth century, oeatorio was particularly pop-
ular in Rome, for in that city—the scat of the Papacy—it was exempt from
Papal proibitions against opera. While opera in Rome was restricted o the
two months of Carnival (January and Febeuary), oratanos were performed
between November | and Palm Sunday-—nearly a siv-month span. Despite
the praminence of aratorio in mesic histary, however, very lintle research has
been done om oratorio of this period. By way of redressing thas imbalance, in
this article same Hight will be shed on the cratorio in Rome during the last
third of the eighteenth century.

While arasorios were presented in a variety of locations in Rome—schoals,
churches, and private homes—the magarity of performances took place at
two oratones: one adjacent 1o the church of Santa Maria in Vallicella (the
Chiesa Nuova; hereaficr Vallicella), and another at the church of San Giro-
lamo della Caritd.' Performances of greater fame and musical significance
were given at Vallseella. Many travelers visited this oratory in the eighteenth
century and inchaded mention of the performances in their dianies. Repores
susvive from such noted correspondents as Charles Barney, Jakob Adler, and
Tobias Smollett.

Burmey visited the Vallicella oratory twice, Ore of his accounts describes a
service in which an oratorio was performed:

In the aftermoon | went to the Chiesa Nuova to hear an oratoro in that
charch, where the sacred drama ook its rise. There are two galleries; in
ane there 1 an oegan, and in the other & hargnichord; in the former the
service was begun by the vespers in four parts, alls Palestring: then the
Salve Reging was sung @ soce sola, after which there were peayers; and then
a litthe boy, mot above six years old, mounted the pulpit, and delivered a
discourse, by way of sermoa, which he had got by heart, and which was
rendered truly nidiculows by the vehicle through which it passed. The
oratorio of Abigail, set 10 music by Signor Casali, was then per.
formed. . . . Between the two pares of this oratosio there was 4 sermon
by a Jesust, delivered from the same palpit from whence the child had
desoended *

Jakob Adler added furiher details, mcduding a desaniption of castrati:
In the oratory of the church of Samta Maria in Vallicella, or Chiesa
Nucwa, the monks of the Congregation of the Oratono gave perfor-

mances of a deama in the winter months until Easter, every Sunday and
feastday eveming: 1 often heard these, and every tinse with pleasure,



Most of the singers, except for the basses, are castrati, Female singers
are forbedden, both in sacred music and in the theater.”

Further details about this oratorno wradition come (rom scores, libretsos,
the woekly publication Digniv erdinene i Rame, and a fow extant documents,
Two docaments, in particular, are central 1o this study; they are Hsts of the
oratarios perfornsed in the years 1767 1o 1768 and 1788 to 1791, which were
prepared by the Congregation’s Prefect of Music. These lists are varvually
complete cheonologees of aratorio performances during these two periods,

The document dating from 1767-68, entitled “Giornale del Prefetio della
Musica," included a liming of incidental expenses isvolved in oratonio pro-
ductions: payments 10 a copyist for replacing vocal pares, payments for coffee
and sugar; for small satues of the Congregation's fousder, Filippo Neri, for
libeetios, for a driver to transport the masicans, and sach. The bulk of the
“Grornale™ lists the oratorios performed ca Sundays and special feases. In-
cluded arc the nxmes of the solo singers hired, thear stipends, and the supple-
mendary instraments engaged for the performance. The “Giornale” thus
ensbles us 1o construct & cheosclogy of performances and w learn the com-
position of the cmscmble,

Table | shows typical entries in the “Giornale.” Those of November 21-
73, 1767, concern the premicre of a mew oratario, Gieas, for the feast of St
Cecilia on November 22, Note that the unnamed composer was sot paid a
foe for the oratonio, but instead was given a gift of & silver picce. Also note-
worthy is the rehearsal for this woek, as rehcansals were held only for pres
moeres; in 1767-68 there were but two rehicanals,

Simce there were six solo roles im this setting of Giaas, it was probably based
on Metastasio's text. Unfostenately, neither the [¥ario ardingris noe a hibeetto
comfirm the identity of the composcr. 1t was probably Giovanni Bastista Cos-
tanzi, former macites i cappella at Vallicella; his Gisgs, with the same ensem-
ble, was performed a month later on December 21, 1767, The “Giornale™
only rarely included names of composers, and most Roman aratorio libretsos
from the 1750% and 1760s do mot give this information cither. The primary
importance of the “Gicrnale™ lies in the information it comtains about the
composition of the orchestra. In this regard the Nonember 22 listing in the
“Gaornale,” o taken at face value, viekds a strange ensemble sdeed. one
violin, one viola, two oboes, two horns. Since mo entry lists other strings, the
assumption must be thar a regular cechesira of veoding, cello, and bass was
bared, and only eccasional adduons to 1By orchostra were noted—in the
case of the Gisss premiere, an extra violin and viola. This is confirmed by the
final emtry wn the "Gioenale,” which notes payments so four violinists, a cels
Fist, hass player, and 10 Giovanni Battista Casali for playing the organ.” The
basic Vallicella orchestra thus consisted of four vicding, one cello, one bass,
and organ continuo; when desired, viola, oboes, and borns were added.

A secomd, simalar Histing of oeatarios is the document entitled “Elenco
degli oratori cantati,” which covers the period November 1788 10 April 1791
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TABLE 1
Entries from “Giornale del Prefetto della Musica™ 1767-68

A di 21, I un Reliquano di Fillograna d'Argento con sua custodia, che serve
per regalo per la composizione in Musica ded Gioas——1:11.

A di 22 Sbre. 11 Gaoas novo compresa la prova alli Seguenti scudi 1425
Sigmons Cristedon 22—

Properzio 1:50
Luigs Branchy 1:50
De Angelis 1:50
Andrea Cianchetti 1:50
Seo Scalare bi—
Primo Violino 1:20
Viola i
Due oboe 1:50
Due corm 1:50

Al Facchino per il trasporto
del Violoneello 0
14.25

A di 23 detto. Al Fratdlo Angelimi scudi 4:30 monecta che disse aver pagato
per numero 206 libeerts stamparni, del sopradetto Gioas, ciod numero 200
secondo il salito, € sei libretts con carta dorata, ¢he in tatto sono——4:30,

A i 29 novemibre. La Maorte d"Abelle alli segueniti— 560,

Signori Cristofon li—
Borghesino 75
De Angels 175
Cianchetti ]
Giuseppe Brunetti 175
Duc oboe Ly
Due coeni 60
A di 30 detto. La Pazienza ricompensata di Tobla alli seguenti:

Signoei Ucelli 75
Borghesino 75
Ortini 75
Cianchetn 75
Troenbe 0

S:60

(see table 2).* Like the “Giormale,” the “Elenco™ contains oratorio tites,
names of ungers, amd supplementary instruments, Unlike the “Gaarnale,”
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TABLE 2
Entries from “Elenco degli Oratorii cantati dal 1 novembre
al 17 aprile 17917

Oratori cantazi dal di primo Yre dell'anso | 788 sino alla Domenica delle
Palme 1789,

I Novembee tuteh 1+ Santi—— Trwado di Masdocheo

Bugno I—
Losensino 75
Padee di S, Marcello 75
Trmca 75
Oboe, Corni, ¢ Viola 150475
2 di Domenica——Gronata di Digne
Biagano l—
Logenzmo 75
Fucigna 75
Tomca 75

Oboe, Corni, ¢ Viola 0 | - 5 Y
9 9bre Doamenica—Betulia liberata d'Anfossi

Buagino b

Latenzino 75

Padre di Santi Apostoli 75

Trnca 75

Oboe, Carni, ¢ Viola 150475
16 9bre Domenica~——S. Filippo di Sacchimi

Baagino 1—

Lorenzino 75

Padre di Santi Apostoli 75

Temore

Tomea 75

Oboe, Corni, ¢ Viola S0 025
22 9bee S Cevilin L' Isacco di Misliveoek

Bixgeno 1:50

Lorenzino b

Napadetanello 75

Tenore Padre Befam 73

Tomca Basso 75

Oboe, Corni, ¢ Viola 50— 625
23 9bre Giuseppe Riconusciuto d' Anfossi

Bagino li—

Locenzing 75

Napoletanello 75

Galletn 175

FPadre Befani 75



D. Pacfico 35
Oboe, Corm, ¢ Viola 1:50——6:25

however, it fortumately includes the names of composers,

In comparing the “Giornale” with the “Elenco,™ we find overall mo major
differences in crchestral size or o the mumber of ssgers in oratorios between
1767 amd 1791, There were munor difleresces, however, in vanous pesfor-
mances of a single work both within and between these two periods. Foe
instance, Casali's La peziense &f Todie was pesformed on Jasuary 11, 1789,
with an orchestra that included viola and contrabass; on Janeary 31, 1790,
there were no other instruments added 10 the bassc essemble of vicling, cello,
and bass; on November 30, 1790, it was performod with viola and hoorns
included; and on February 6, 1791, with only a viola added 10 the basic
exsemble. Another example s Sacchani's Sav Filipge Neri, performed on No-
vember 16, 1788, with horns, oboes, and viola added 1o the basic ensemble,
on February 24, 1790, with caly two horns and two oboes added, and on
Jangary 23, 1791, with only an additional viola,

It would appear that orarorios composed in the middle of the cighseenth
century were constructed in such a way that instruments other thas violins
ardd contimuo were dispensable: most of the melodic work was dooe by the
vialing, with horms filling in cr emphasizang choed 1ones, and oboes playing 2
simplified doubling of the first violin part. Later in the contury, a larger
orchesura was requured-—including borns, oboes, flutes, clarinets, and bas-
soon-—because cach mstrument partcipated in the melodic work and there-
fore could not be arbitrarily omitted without doing damage 10 the texture.

More oratorsos were peesented in the 17805 ar Vallicella thas i the 1760y,
for more moncy was available. The funds came from both the Congregation
proper, whose members were priests, and (roem (he Oraforie Saclare, a branch
for Liymen. The comgregation pasd for the fall and winter oratorios whale the
Oraterss Secolare paid for those during Carmival and Lent. Prioe to 1780, the
Congregation donated sixty ieadi for aratonio perfoemances, and the Orateria
Secolare supplicd cighty-eight; twenty additional sondt were given o the maes-
tro df coppelia 1o provide the keyboard accompaniment, But in 1730, a decree
was passed allotting am additional sixty sowdi for oratosios—enough to fund
approximately twelve more performances.

Another major dilleremee between the 1767-63 “Giormale™ and the 1753
91 “Elenco™ lies im the repertory of the respective periods, While the “Gior-
nale’ does not list composers, we do know that certain cratorios by Jom-
mdlll, Piccinns (La marte &8 Able), Sacchio (Le regine Eater), and Casali—at
that time the Congregation’s manitre &1 cappello—were definitely presented at
Vallicella. Twenty years later, the repertory had changed, and recently com-
posed oratoeios by Pasquale Anfossi, Joseph Mysliweceek, Antonio Massorei,
andd Gionanms Paisicllo were integrated into the schedule.

Orasorios by Casali, Jommelli, Piccinmi, and Sacchini, however, still re-
mained in the Vallicella reperioey. 11 is motewaorchy that although Jomenedli's
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later operas (those composed a1 Stuttgart) were mot performed in Roman
theaters, his oratonios written in the 17405 continued 1o be presented at Val-
licella. La Pauiene, for example, remamed in the repertory for over foety
years, and 100k its place alomgside works by younger composers such as Pai-
sicllo and Cimarosa,

The most popalar ocatonos during these years were by neither Jommelli
noe Paisiello, but by Pasquale Anfossi, who would Later succeed Casali as
maeitro di cappella at Vallicella. Anfossi had been a favonite of the Congroga-
tion simce the 17705, when he was selected as Casali's successor” Anfossa’s
oratoricos, like the Congregation's tastes, were conservative, Based on Meta-
stasian texts, the oratorios were set in a recitative and ana scructure with few
choruses. They featared attractive melodies and simple scoring.

As was noted above, both the “Giornale™ and “Elenco™ lists provide the
names of singers. They are, in fact, the sale sources foe 1his information.
Oratorio librettos, unlike those for operas, did not include performers’
names, nor were composers always namsed. This was in part because of the
momtbeatnical aspect of oratonio, in part because a single libretto, ance print-
ed, could then serve for many performances and even several different set-
tings of the same text.

In both opera and oratono, soprano and alto roles were sung by men, in
Rome during this period. The castrati were able 1o prevadl in this ity duee to
the Papal ban on women appearing onstage, oven though their heyday in
other parts of Europe had passed, The castrati who sang at ihe Satine Chap-
ol were supposedly forbidden from stage appearances, but this did not pre-
clude them fromn performing ia crarorios, foe we find names of Sistine Chapel
simgers an the Vallicelka lista

The Earl of Mount Edgcumbe, in his travel memoirs, recalled how pleased
he was by the Roman oratorio performances and mentioned by mame the
soprano castrato Cristofori, whom the Earl heard in a private performance
and at Vallicella. This singer was admittod to the Sistane choir in 1770 and
also sang occasionally for special services in the Cappella Giulia at St Pe-
ter's and in the Chaesa Nuova cappelia. His carcer lasted froen appeoximately
1761 1o 1790, and be wax praised by Buracy, who wrote that “the Roman
performers from whoe I roceived the greatest pleasure were, in the vocal,
Signoe Criseedoro of the Pope's chapel for voice and high Bnishiag " Cristo-
fori apparently never sang in opera, But his oratono carcer at Vallicella was
noteworthy. His name appears in the majority of listings for 176768, and he
sang in such woeks as Casali's Salswonr Re dTiraele, Comtanzi's Giear, and
Sacchim's Ester,

At some point, possshly about 1785, Crissofori's position as primo sopeano
was taken by & younger man, Bagio Parca. Although he was part of the
Cappella Sistina and occasionally sang n the Cappella Gilia, Parca alwo

in pumerous operas.’

Onher Vallicells singers had Sourishing operatic careers. Antonio Beceart,
a temor from Ferrara, began his carcor appearing in operas in Padua, Forra-
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ra, and Venice; he established himself in Rome about 1776, serving as a
supplementary singer in the Cappella Gialia. Beocan sang in Vallicella ora-
weio performances when the opera season was over in Romne: during January
ard February, bis name is absent from the oratorio lists, and it reappears for
the first Sunday of Lemt, when Carnival ended, Antonio Palimsini, a noted
alto, likewise served as an extra for the Cappella Giulia as well as appearing
2t Vallicella, and he 100 sang in operas throughout faahy ™

Only a few mames of instramentalists can be gleaned from the oratorio
lists. The “Giornale™ included the names of certain regular orchestra mens-
bers, the violinists Signor Tommasino, Gerardueci, Aromatarj, and Nicolaj;
but neitber cello noe hass players are named. Neither lnung incades the
names of supplementary instrumentalists, but only the type of instrument
used; the instrumentalists, it would appear, were conmadered of lesser impor-
tance than the singers,

Since many vocal parts for the oratorsos sarvive, and they include many
changes and ornaments, we have some idea of vocal porformance practsce in
that era. Markings in the pares can be found in recitarive as well as arias.
Embellished recitative must have been & common abuse in the cighteenth
centary, for several Ttalian theorists commented wpon it Liverziani was “of
the opinicn that the recitatives must have hitthe ar no fionturas; otherwise the
arias or duets which follow are bothersome instead of giving delight, since
the listeners find nothing mare there than what is in the recitatives,” Amd
Arteaga, sctting down rules for the performance of recitative and arias, Satly
stated that “no embellishment manst be added o sample recitatives, neither
om the part of the instrumentalist, nor by the singer.” because such ornamen-
tation would obscure the litenes’s clear perception of the work.”

In some Vallicdla parts ome finds iy note heads indicating scale pas.
sages and other ornamsents in the recitative. Sometimes the complete fig-
ure-=stems and barring—is written out, as in example |, This scale may
have served as a model, for in two Later places in this cecitative, the ward cels
follows a note. Example 2 shows other recnative embellishments.

The vocal range of recitatives was also changed at tsmes, and this practice,
100, was mentioned by theonsts. C. P E, Bach wrote: “One should not al-
ways insist that the singer sing precisely the wrstien notes asd no others. . . .
It s emough if the singer declaims in the right harmony. . . . The reason for
such a change is often a desire 10 find a comvenient pitch range."™

Arias, 800, were ornamented ia performance. Several of the paris 1o Valli.
cella oratorios contain written reminders of additional ormamental figures,
and, as i the recitatives, there are instances of changing the range for the
snger. Example 3 shows x simple melody made Inelser through ormamenta-
ton,

By the 17805, there was a growing peeference for a ssmpler melodic style.
Onoe agasn, the theomsts attest 1o this: Milwzia called too-frequent peages
“tree imterruptions of the musical sense,™ and Zata, writing in 1783, com-
plained that modern componatsons were so Vextravagantly written, with so
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Example 2. Taken from Pasquale Anlossi, I sacrifiess &3 Noé ancvta dall 'onca,

Example 3. Taken froen Glovanm Casale, Le Pazameo ricompensato wgli o
veximents df Tobda,
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much vocalizng,” that they were like “soup mixed with salad. ™"

Certain of the Vallicella vocal parts contain alverations that produce a
simpler. and ofien shorter, melodic line, Such smplifications coubd, of
wune, have been necessitated by shortcomangs in a singer’s technique.

The 1780s were truly the heyday of eratorio at Vallicella, Ample funds
were available for performances: we have scen thar the Congregation man-
dated an extra sty scwdi 2o the Prefect of Music in 1780, i 1782 & new stage
was installed in the hall; and the 1788-91 “Elenco” testifies to the richness
and varicty of the aratonio scason, The 1790y were ancther stoey. By 179 the
financial situation of the Oratorian congregation had worsened as it had for
most of Rome. The Congregation took action by presenting a “new plan”
thas called for a reductson im the number of oratorio performances.” Perfor-
mances were Limised 1o Sandays oaly, beginning not m November but in
Janwary, and not more than fiftcen were permiteed per season, as opposed o
the customary thirty-five.

But the economic problems contimued, and m August of 17 the maaire o
cagpelle, Pasquale Anfossi, and ane singer were removed from their posts in
an atsempt 10 cconomize, Even liturgical music suffered a roduction in lends:
the bamonthly allotment for the Chiesa Noova cappella was reduced by tharty
percent, from cghty-six to sixty-ane soadi, (The bone vosce of protest was that
of the Prefect of Music—author of the “Giornale™ and “Elemco” —who re-
signed froe his post following these cuts.)

By 1798, the violemt incidents occurrimg in Rome cassed the Oratorian
congregation o cancel crasorio performances. This journal entry by a mem-
ber of the Congregatson describes the cancellation:

Tharxlay the fourth day of Christmas | . . afler dinner, at aine, there
were vanious incidents and homicsdes such as in Trastevere, in Campo di
Fioes, and at San Carlo al Carinar — not because of wine but rather the
conduct of the poople, who said im a lowed voice “Viva liberty,” And they
did this in arder 1o produce rebellion. . . . After all this tumuly, thae
evening the Supenior and Depaties met and discussed whether or not to
present the Oratorso in music; it was resolved that not only would the
Oratono n music not be done, but that the outer door would be

All mention of orasonio performances ceases afler 1798, there were no oea-
torios (nor operas) presemtod in Rome in 1799 and 1800 due to the chaotic
conditions in the city— Rome being under ssege by French troops. Only in
the mincteenth century did oratarso performances resume: a Lt of oratorios
and their performers survives from 1804 "

During the latter part of the eighteenth century, all the major opera com-
posers wrote oratarios, although these formed ondy 2 small poetion of their
wotal outpus. Vallicella, furthermore, occasionally commissioned oratonos,
and the Congregation presented works by such impoctant composers as An-
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fonsa, Cimarcsa, Jommelli, Pawsicllo, Sacchini, and Zingarelli.

The Vallicdlla oratorios were not stylistically progressive. This conserva-
tisan can be seen in the existence of a revolving repertory, for maintainiag a
repertory mimamizes introdection of new works. In Bict, certain orasorion
remained in Vallicella's reperiory for decades. The reason for this may be
that the Comgregation had a smaller badget thas a theater would have bad,
and thus a repertory could be maintained at less cost than producing only
new works. Yer the Congregation engaged singers of at least local renown
and presumably at some expense for their

It would appear that the Congregation of the Oratorio in Rome was eager
1o present the oratorios i music as a means of attracting andiences and
made restrictions on music oaly when financially obliged to do so. Despite
the limated amoumt of clear and precise documentation about oratonio per-
formances at Vallicdlla duning the last third of the cightecoth cencury, it is
clear that the oratorion were a major concern of the Congregation at
Vallicella.
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' o these hueches wrere instially alllinted with fhe Congrogation of the Ovateno, a sl
Lo weder Banded by PRIlip Nern T wins a1 Vallioella thas the crasario wan bore a1 e turs of
the sovesteesth cenaary. San Guolams allked with sbe Orasonam vonid e eightomith cencary.
Ser Carto Ganbaan, Lwetwnie weins dol Congueconts fne of Novecontn |Rome, 1963

' Chacles Burnex, The Mot Stewr of Maor in Froner and lofy (London: T Becker, 1776), 375
%

¥ Jakol Adber, Rrobemertangen ans ctner Boive nok Rom (Alsona: J DA Echhade, 1784), 130
131 U dewe Ovanonie der Kirche S8 Maria s Vallioella, oder Chiesa Nuova, der Monche dells
Koogregarwae dell Ovatario, wind in den Wignermamanon bis Owsern inden Sonncag usd Feouag
Abend oin Drama acipefbbur, das wh oft and edenmal me Vergnigen gebder habe. Dic meien
Sangee die cmegen Baveston susgenocsmen, wed Kavraten. Weder ie don graovtlschen Masken
soch wal dern Theater, werden i Rom Skegennsen gedudder ™

* I Rur, Fondo Coogregacione dedl'Ovatorio, Basta 112 o0, 7.

FUAN seguenti per kv mercede di tunt gl'orseont - TR IO

N Sipver Tommasion Vel 12—

Gerarduccd 0
Aroeaatar {13
Nooodaj o
Visdoacetio 10—
Coatrabasse ® -

Al Signor Casals per 'organe 630

* 1R, Fodo Congrrgacme dell'Ovasonio, Busta 112, 00 &

CERY G0, Lo IX & Decrerd™ 11 March 1704

* Barney, 314

* Somc of Parca's rodes were: Rosalbins i G omen fortunats | Romse: Pallacoeda, 1650, Angeli
o i C de Franio's Lo pivmr (Rorwe: Pace, 17680 Selene o Pocmnd's Diden abbandonsis
[Kome: Aogeacins, 17700 Newoon i Jorsonlli's Al s S [ Rovse: Darse, 1771); Ensons o
Anknst's Alnsande sl fndir | Roese: Argentiaa, 1777); and Oneria, o Guglions's £ | Rowee:
Argentina, 1774}

" Palsini's mumeroan sobes mchadied thine of Momsiew Catters i Paisielba's 1 lsmerr ngrgens
(Padaa: Tearro Obaai, 1775); Tpgedine, in B Onians's Ls inleatvir smuven (Vienkor, 17785 Cardio,



i Rust's GN antvguery o Fadowre (Milan La Scals, 1730); Don Raceiro o the pastrocio L4 regoind
S [Rome Copeacina, 1783); and Rosermomds in Spoatini’s Adlinge Sowne [Venoe: Sas Sar
matle, 1797},

" Glastpge Liveraians, Guammatin deils Musie o s snpoe ¢ Socrle moinde v isiruinss anld Wirvs s
£dlo wasvia {Roeve. Cracan, 1790, 48 “To som & avvini, che § Revicara debluns govn & siene
abbelliru con Fioemare pur s raghose che I'Arta o Drsss acc sussaguentl, wnece di g
mente diletzare peotioano mbaod irebbese noe trovandoct ghi Ascoltanes sicste di pad che nei
Recmativi ™

U Saefane Arscage, Le nimdaciont def saive muoctle dalione dolle san pripinr i of prosenie, M od
(Vemice: Carlo Paleae, | 743), 242, “No u deve sggiaegere alcsn sbbedlenento of’ dalls pare
def sncnatore nf” dalls parte del carmaste & semplion recitativ . . perocché saacendo Noncrene
dalfs chaara percrmone di o) che d produce, lo spetiaece acn potricbbe commosvers 1 segeie
& prestar ol Slo dell'avwere la doauts attenicns.”

YO P E Bach, Sk dder £ wber A7 dis Kiarier oo ipislon, soerier Thedl (Berbin: 17062,
repriat Lopakg, S od 1925 1IN, quned o Edward O D Downes, “Sae Reomacine
Eardy Clavocal Opera Seva (1720-801," Jowrna! of o Loriin Masislagical Sscnty 16, No. )
(1961): 55,

" Framoeseo Midivia, Ol Teatw (Venwe: G B, Pasquali, 1775), 50 que” Feguenti passagh
s un pobs all'whire, quando mon siase it dallas passione e dal o, s vere inrerreie
del serne muncale.”

9 Astoao Zatta, & Posace dahione scome raawne & Pty clanvd satiens &agni goaere (Vesice,
1783), gocted in Gureale delle Bolle Arty ¢ dole Trcinione, Antspuania, Masve, ¢ Porwe {Rome: Cane
bettl, 170, A2 L mmadber o commpeiniinsenn meodhalate Sae siravaganen  tants vocalioai che &
P defile vellie Vi stanes come b odoestre oodlosalase. 7

* LR, Foods Congregaaione dell'Orasone, Besta 112, no. 8

"ERL C 11 21, “Anrals o sisso cromche della Congregazioar . . [ 23 December 1797
"“Ghonelh gaarta Festa s Natale . dopmdkou!lobwmmin’md'nor
MOMMMthth(&WOMQaS.MU
Carinan, noa per Vieo ma per condoctl di Gentl, cbe dionano oviiva 1a Liberth ¢ facrvaso
gaeso per far sascere la ribclione come volevane -, 3 quews faodo La Sera u adund 4
Saperions ¢ 1 Depatati se i doveva fare FOrstone o Masics o no; fie risoluss che rnon solo non w
Lacesse FOvEMO0 0 Musica i che i seranse anche b Poetare . ™

*LRL N 13, “Miscellanes,”



A Tudor Chansonnier: British Library Royal
Appendix MSS 41-44

By Cheryl Noden-Skinwer

When examining the effect of continemtal practices on English secular mu-
sic of the sixteenth century, most scholars have dealt almost exclusively with
1he lealian mfluence on the court of Elizabeth 1. Recent studies, however,
have begun 10 explore cardicr continental influences on English music of this
centary, not oaly from ltaly, bat from France and the Low Countries as well.
Thosgh the influence of sixteenth-century French and Netherlandish chan-
sons is not immediately as apparent as that of the alian madngal, it never-
ibeloas is sagnificant and woethy of comuideratson. Many imported chassons
appeaning in English sources arc disguised through the substitution of Eng-
lish oe Ttalian texts, or the elimination of text altogether. 1n athers, the chan-
sons have boen transcribed for lute or keyboard. Janc Berostein® estimates
that there are 242 chansons appearing in forty English manuscript sources
during the Tudor and Steart reigna. The circulation of these manuacripts
was probably confined to royal circles, and the large number of chapsons
appeaning in these sources most likely refleces the musical taste of the court
of Henry VIIL Despate this, we wosld be mistaken to assume that the musi-
cal parrosage of the Tudor msonarchy bad licde influence on musical tastes
and practioes outssde the court. Though the populanity of the chanson may
not have been as widespread as the madrigal, it appears wo bave endured a
much konger e,

Of the forty manuscripts mentioned above, Royal Appendix 4144 is par-
tcularly noteworthy as it s devoted emtarely 10 secular works with French
texts, and therefore it doserves dioser examination. RA 41-44, among other
sems from the collection of the Old Royal Library, was obtained by the
British Library in 1757, Contained within the four paper partbooks are fif-
teen chansons, of which one is a duplicate. Fach of the cantas, altus, and
tenor partbooks consises of 26 folios, and the bassus bas 28 The oeiginal
foliation, located in the upper right corner of each recto, has been crossed out
om folios oee through seventeen and renumbered in pencil, beginming one
Solio before the origimal ink foliation, 11 is npossible 10 tell when the penci
renumbering ccowrred, althosgh it s meost likcly the same hand which pen-
ciled in “also €. 11" at the top of folio 8 and “also {. 8% at the top of folio
1Y The folwatson referred 1o ia this paper indicates the penciled sumbers.

The remaining folsos (mine folios in the cantus, altas, and tenor parthooks,
and eleven im the bassus) contain only blank staves, Folio | in cach book and
Sodio 14 1n the cantus and bassus books have blank staves as well The rela-
tnvely few smudges, mostly im the lower right cocncr of the recto of cach oo,
and the manuscript’s excellent condition, indicate that s use was very
liesited.
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Two types of paper are found within the manuscript. One, with a water-
mark lustrating a crossbow withis & cirde surmounted by a Beur-de-lis, is
of [talian origin, Similar to Briquet #762, dating from 1538/43 in Prague,' it
is of a course, heavy quality, and & the primary ane used throughout the
manuscrips {(see example 1),

The guard sheets of the cantus and tenor partbooks are of a finer qualiey
and have a watermark depicting the bower part of a hand and a portion of the
wrist with the initials R.B. on the coff (see cxample 2). This paper is similar
10 Braquet #1355, except than the imitials H H. are end on this example.
The provenance of papers depicting a hand is northwest France, and oaly
later were they transpoeied 1o the Low Countries. The cddeat example of thas
type of watermark i 1526, and ¥ is not found afier the sixtornth century*
Briquet #113555, produced in Sassenberg, dates from ca. 1535,

1. The watermark appearing on the primary paper used i Royal
Appendix MSS 41-44,

Example 2, The watcrmark on the guard sheets of the cantus and tenor
partbooks in Royal Appendix MSS 41-44.
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RA 4144 was copied by a single, unidentified scribe. Although the pages
are gilt-cdged, there are no colosful illumanations nor decorations of any
kind within the manusceipt. The scribe provides a full text underlay in each
of the four partbooks, and indicates the repetition of text passages with a
repeal sigen - two diagonal lnes, above and below which lie two dots running
paraliel 1o the diagonals. The text repetitions are written ot less froquently,
Because the French langaage of the sivieenth connary had not yet become
standlard, words are found froquently in & vanety of spellings withan the
parthooks.

With the exception of two minsms squeczed into the second stave of falio 7
of the alwus partbook, there are no other apparent edisorial corrections or
adkdatioms 1o the manuscripes. Although the two minimy are in the same seri-
bal hand, it is impossable 1o determine whether they were added imemediately
upoa discovering thelr omission, or whether they were added later.

The abbreviations in figure | are used in the text by the scribe, One
searches in vain foe hidden imitials or other indications of possible identifica-
tion, because the scribe, unfortunately, does not leave any apparent clues wo
his identity.

The brown call bindings are stamped in gold with the Tudoe royal arms
and the dentifying voice part (see example 3}, This binding, once attributed
w Thomas Beribeler,” is now known to be an example froen the socalled
King Edward and Queen Mary Bander* The bindings from these two reigns,
ariginally thought 10 be the peoducts of two separate binders, are in reality
from the same shop, A binding in the Biblicthéque Nationale in Pars, which
comhines the two styles and sets of tools, suggests that we are dealing with
only one binder here,” The identity of this binder is unksonwn, Bowever. We
only know that he was working in London from the period ca. 15451558,
and that he bound not only for 1he Royal family and svembers of the Royal
Court, but for other patrons who had no obasous conmcction with the coart ™

Two general types of bindings were being produced during the period:
presentatiom cogics, such s service books owned by the monarchs, which
were elaborately bound and gold-tcoled: and standard bindings, such as
thase used in the Royal Chapels, which may have contained the royal arms
but would have been simpler in style.” As Howard Nixce bas observed,
“Many books bearing royal arms or emblems were never persomally owned
by the sovereign. Both arms and emblems were often used purely decoratives
... ."" Therefure, the appearance of a royal crest did not secessarily imply
royal ownensdip,

Jane Bernstein has suggested that, because the identical stamp of the
Tador roval army weed an RA 4144 (which was produced by several tools)
is also found on two other extant books known to have belonged 10 Queen
Mary L the appearance of the stamp on this manuscripe must establish
ownership by her as well. However, this stamp has since been found on no
fewer than fiftoen additional bindings, some of whach were i the possesaon
of Edward VI, Mary [, or other court members, and others which belonged



Lxumplc 3. The front bnding of the tenoce parthook, Roval Appendix MSS

$1-44 (reproduced bere by permission of the British Libeary)

1o patroas wivo have no appareal roval conmection.” Therefore, it cannot be
assumed that the manascript was in Mary 1's collection by the appearance of
the arms alone. In [act, no roval connection at all could be assamed were it
not for the inclusson of RA 41 -# in the Old Royal Libran

I'he fomrteen four-vosce chansoss m the manuscrpt date from ¢a, 1520
1540, with the exception of the earbier Josquin work (see the appendix to this
article, table 1, Sar the contents of RA 41-44), The signibcance, of any, of the
duplicated song cannot be ascertained. {There are no major differences in
the duplicatson.) Although the mamuscript contaims no index, it is possible o
wentify the composcery of all but three of the chansons through pring and
manuescript concordances

A the fourteen chansons in KA 4144, thirteen have a tharoughly contra-
pustal texture, This texture, rangeng from non-imatative to highly imitative
as i the canomic “"Plas nul regresz™ of Josquin), is a characteristic of the

Netherlandssiyle chamson. Several of the warks represent 4 style, whach

dthough contrapuntal ian texture, combimes several elements of the Parisian
style with that of the Netherlands style. Hesdin®s ' Deuil, double o

Courtois’s "Se par soullne™ are examples of this stvle, which Leta Miller

utls"" and

relems 1o as “Provincial French chanson,' ™ Only one work. Sandrin's “'Vows

isurpes, dames injustemoent,’” s truldy representatne of the Parian style of
the gonre

Half of the wexts are decasvilabac quatrains or huitains, the remainang
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= par or per

= ur at the end of a word

2
& .
q "o
G

the insertion of the letter N (This
symbol is also used In "Puls ne me peult
venir" to indicate the insertion of ot
in votre: yio™

Figure 1. Abbroviations used in Royal Appeodix MSS 41-44,

chansons are writlen in five, six, and seven hines, Alternating- or paired-line
rhyme schomes are most common. The sabject of all but one of the poems is
love, usually of the unrequited variety.

A conmection betwoen RA 41-44 and the manusonpt Cambeai 125-28 as
well as the Melchior Kriesstein peint of 1540 (1540°) has been eatablished.”

ive of the chansony in RA 4184 appear i both of these sources (see the
appendix to thas article, table 1, for comcordances). Cambrai 125-28, com-
pilled in 1542 for a merchamt of Beages, Zeghere van Male, containg works by
cach of the cight dentifiable composers represented in RA 4144

It is difficult, nevertheless, 1o ascertain the provesance of RA 41-44, The
dates of the papers and the reperioire, the working period of the binder, and
the possible connection of RA 4144 10 Cambrai 12528 (1542) and the 1540
peint, support its placesent in the period ca, 15401550, 1¢ i doubiful that
the manuscript was compiled during Mary I's reign (1553 1558); rather, it
probably arrived ar ihe Tudor Court during the reign of Edward V1 (1547-
1553) or perhaps even as carly as Henry VIIT (1509-1547).

The lack of sumptuous bindings and coborful illumanations, mentioned
above, would indicate that RA 4144 was owned by a member of the Royal
Chapel rather than one of the momarchs. Though one would conclude from
this that the manuscript was prepared as a performing edition, the absence
ol any edunoeial additions or corrections (other than the added two minims
already mentioned) and the manuscript’'s exeddlent condition seem 10 rule
out that it was used extensively for performance. Even so, English mane-
scripts of the sixteenth century, such as RA 4144, provide us with some
insight imto musical tastes of the Tudor coert. Studies of these manuscnpts
will serve (0 pave the way for future research into comtinental influences on
the secular music provided by sative English composers of later generations.
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NOTEY

'The employment of 1ualian senican in the Todoe coert, particulacly woder Henry VIIL
and the arcdation 12 Englad of contisental manwcripts aod poot coctening madrigals are
major contributers o the Talian influmce on Engloh secalar mensic. The English madeigal,
whoch emserped i the last quarier of the sinteenth cenmary, was based on the Talian farm of the
genre. Though o underwent o process of mascal as well as culteral adapoacon w0 Eoginh taes,
il retainnd the extermal charsouristios of B Talian model. The Rloabethan madrigad
enjoyed yuch widespoead popelarey in Fegland that it s not wurpriving that o mach research
Bax boen devated 3o dhe Tralian infleence. Two sources, i particslar, shoold be conmuliod on this
nfomce: E. H. Fellowes, The Exglid Medvigel Composers, 2od ol |Onford: The Clarendon Prow,
1948}, and Joseph Kerman, The Elizabeiban Madrgel: A Comparatior Sindy (New York: Americas
Musicological Society, 1962).

TA thoroogh examination of the nature of continensal influenoes on Englivh seculse manie of
the sovncerdh Century o presenned in Baks Fendon, “1a Diffusion de s Chansen Contiaeniale
dans Ses Manascries Anglals enare | 5001370 Lo Otansn & fa Ronsciowe. Aot da T Colinper
' Enntes bamaniitoe dn Conwe & Exades Sapeiviansy o o Kenciosance de 1I'Ustrorasd & Yoy, Juallat 1977,
od. Joan-Michet Vaccass (Tours: Editionn Van de Velde, 1981). Fralon strones the msscal as
weil 3 cultural inflarnces, both disect and ndisrct, of Ttaly, France, and the Netherlands. He
conchedos thae, once 1 path of comamemcaon is otablnbed between two cultsres, cach will
Save & mstual offect on the odher. Abo see Jave Bermicin, “The Chansm in Eagland 1530
1640 A Sty of Sonrces sad Stydes™ (M0 dissertation, Univenity of Californin i Berkeley,
F374) e a wodly of the dhanmon mlaence & parcscula

Berasicin, “The Chanson i Laglaad " p. 366, The llowing masuscripes are of particalar
wterest: The Winchester Parthooks (15641 the masucripes of die Arunddl-Lemley Collection
(A MSS 7525, -390, 31- 55 §9-54, and 37 the manucripts of Edward Pastor's Colliection
(A MSS %6 sad 5} and British Musewm Additional MS 31150,

‘See C. M. Begoret, Lo Fillipranes. Dvetionnaire Hlusengee do Mevgees de Papier, 20d ol wl |
(New Yok Hacher Art Books, 19660, p. 49 Acoordiag 10 this soarce, all the vanations of the
cromabow withn & circle aoe of Pualinn provenascr.

Ted, ved. 3, p 376

“lad , p. 373

"Beithh Muscum, A Guadr s sy Extabvition in o King'r Ladoary Dsstrating she Hiriary of Printing,
Music-Provsiag and Becdbindongg (London: Bosk Muscun, 1913, p. 193,

*Sec Howard M. Niowoo, Steivnct- Contury Gold- Thedod Svol bindings ix Mv Fnpont Mepen Librery
[New Yorke The Picrpost Morgan Lileary, 1971) for further dnoumion oo (he peoduits of this
binder

*See Howard M. Nison, Flor Contwrins of Eaglioh Besd biadings (Landon: Scodar Poess, 15780, p
I The somsror which ceeslunes the two stybos snd sens of wols — Lo G . . . do Badluage,
Sennschawcive ot Proases ropenls . . . & Frasce (Para, 1550 @ reproduced on p. 39, pl. 53

"Mirjamn M. Foot, The Hony Dasir Gl A Colloction of Boodbindings, vol | Stndier in she ivtver of
Bwbbinding (London: The Deitink Libwary, 1578), p 22

YMoward M. Nison, Rl Saglish Bosdbindings in obe Mrinid Mewws (London: Bemnh M
v, 1997, p 4

“lbid, p &

“Bereatein, “The Charson in Eagland.” p. 62

“This emblom appears o0 A Pogliadis and Notiange Daipne [1355) and Fpoimy aperem i
Aspeiind, Codagre (1349, both biown 10 Bave Seloaged 10 Mary [ | Reproductions of those
bind ingy appear is Nixon, Koo’ Lagiit Besdtindings, p. 12, pt 4, and Bomih Mo, A Gt 0
M Exhabinnes, p. 140, cenpectively.)

Tnformation obtaised froem Dr Migam Foot, Assistant Keeper of Priseed Bocks, Bennh
Museum, For example, the Slloming bndings, om which the same sools bave bevn wed 10 Sain
the s royal arma, were pooducnd for pamesea other than Mary §: Lisrgia sare, s ridur mins-
Ao i accfnie pevegrinorem profegeram prapler oangedion Christy Argentiner. Advwta ot od fovom brevis
Apingia pre hov Litwrgea, por Falerandwm Pollommm Flandrwm (Loodon, 23 Febawary 1551), dedica
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Gon copry 10 Edward V1 the binding cover s reproduced in G. D, Hobwon, od., Exgluk Sundimgr
56 I e Libsary of | R Abo (Lovdotc The Chiswick Prem, 1990, p 9, Tie Tomily
Callege Apuotiypoe - the Binding of thes Wirscenihecentary illeminaiod manmcripe, peadaced for
Temity College cn. 15304 1555, is sepeoduced in G D Hobsos, Boadings o0 Combridpe Librerser
(Carmridge. England, 1929), p. 78, and Fonger of _hogpdal Bacdere, 4 Oicee of Yemsor, Tute Tome
of Peoia, trsas. Wil Thomas - this wis dedicaied 0 Edwand VI snd is reproduced =
Henwry B Wheadey, Romarkadle Madings o s Briaih Mowm Selosd S sherr Bomty o0 Hubers
Sutest (London: Sampecn Low, Manston, Searfe, and Rivingrwen, 1885, p. 20, gl IX.

“Leta £ Millee, od, Thistp-Sin Chonsnns by Fumh Provtacial Compasoy 11509 1550), wil . 18,
Rocont Reowarches i O Masc of the Ramalocance (Madinerr: A-R Edissons, 1nc, 1561)

“The dase 1560 with seperscripn ” refers s the entry in Ripertabe Sndvaasinel o Soenns M-
coler, Series B, Vol. | (RESM). See Bermitria, “The Chansen in Eagland,” p. 77, Sor 3 discas-
won of the probalie cornection of these manucripts.
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TABLE 1

CONTENTS OF ROYAL APPENDIX MSS 4144

Puis e e peult venir  ancaymous

Vious ussrpes, dames
Inpasiemoss

Plos sl regrete

{Sandrin
(Peree Regnauk))

[Jemuin des Pres)

Poet
ABOTYIO M

[Wrancis 1)* (Lo Fiewr d¢

podue frangope, Parn: An

Lotram, 1543
[ean Lemaire P

(L pongee fameridie des
bt du fru oy dom
Fhokpper)

|Crarles d'Orléans
e fardon de plaviance)

ANCOY IO

Concordances®
m‘mud

1536, 1538™, 15007,
15467, 1551°, 1550°,
13

Augabrrg 1423
Bascl FX 14
Brosseh IV.50
Brosseds 208
Vicaence 3442
Florence Magl. 164-7
Munich 1508
Munihk 1516

Paris Vo' 504
Regeraburg C 10
Vatcan 11953
Vienra 18410
1586, 15407, 15404,
15507, 1562™, 1539,

noae found

London 58
15800, 15367, 15407



Sur wous regretz

Se dire je Fowoie

S par soulleir

11 et oy doukee vie

D, double devils

|Jean Rickudort) BTOMYIROU

[Benedictus AROUYINOUL

Appesaclier]

[Jean Comnon) [Chement Mapue ¥
(Smivmen plusears belles
chansonu, 1 535)

[Jean Richaton] MONYTROW (LENT appears in
Racrssl piosral, |, 1520

[Nicodle des Celliors ANOTYTIOA

de Hesdin|

MaldeghemP XVI
{18804, p 34

Beowm T, p. 85,
X\
(18800, p. 35
110 text “Chamoma
T dous e2é”)

Das Chonvent, Vol 15,
p
Ml T, p. 37

Cambyal 12525
Hague T4H7
Muaich 1501

Munich 1516

EASSA, (1555, 1560,
LS4 15457, 15487,
E54T™, 1552™, 15557,
15647, 1571, 1563,

Cambeai 125-25
Hague T4H7
Munich 1501

5347, 15407, 15420,
RO, 10800, 1550,
1848

Cambeni 12528
Mumch 150}

E3347 15407, 154477,
LA L B
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*Duses with superscripn sumbers refer 1o

Se par souffrir
tdaplicane)

Pourquoy (langrur|

e vient tu

Moet e Fortune

Ches Bxchoux sota

Changer ne puis

[Jean Coertons)

| Nocotai Goesbert )

UJodaanes Lup)

Ancaymeous

ansnsoust Ly Slow &
poivie frangepe, Parix
Alsin Lotrian 1543)
|Clément Masee|*

[Senmpoent plupions bl
e, 1535)

ANONYIDOUN

xviu

(18821, p. B (o 1o “Hl 'y

aquum sl Dieu™)
Thempun, p. 402

GombertW, A1

Concordancey®

VASO', 1535, 1587,
1537, 15447,
1546%, 1349%, 1552%,
15567, 15627, 1561",
15677, 1579%, 1563,
D.78

we above

Cambwai 12528
1542%, 1502

1556°, 15587,
LI538)", 1546), 15007,
s

none found

JAS3A, 1536°, 1587,
1554

Internadenal des Sonrces Mwscaler, Sexies Bl Vel. | (RISM Y those with sabscript numbers refer 1o

Howard Mayer Brown, Jeavamenss! Maswe Proond Bofer 1600, The snghe cotry of 15534 is fosend in Robent Eitner, Biagraphie der Maosk Semmelaerie
des XVI. and XV, folotandon, D278 reder oo the Bblographic dor ddnons mumvales pubiider par Nioodas v Chomn by ¥, Lesure and G Thebande. Prinsed



sources which could not be found in 2y of the major smdexes are indicated by supersenpt levens (for example, 154281 Ressues of peimed sources buve
been Incloded, but becawse of the numeross reprints produced i the sixtecnth century, the It may be incompleic.
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Problems Encountered in the Study of Portuguese
Musical Relations with Spain, Italy, and the
Netherlands during the Renaissance

By Mansel Carlor de Brito

What might have been is an abstraction
Remaining a perpetual possibility
Only i a woeld of speculation

(Four Quartets, |, Burat Norton)

Thus said TS, Elsot 50 the Foar Quertets, and these simple lines, always
pertinent where historical research s comcerned, are particularly apt to de-
scribe the situxtion of Postugueie musical butoey, apecially durisg the Re-
massance, o fact, two of the main difficultics in studying this subject are, on
the cese hand, the rdative scarceness of musical sources and, on the otker, the
accumulation of historscal evidence which, as oftem ax not, has no direct
relevance for the study of those sources. Evidence refating to singers and
plavers, court and cathedral chapels, music teaching and so on, esually frag-
mentary im any case, will only gnve a very limited picture as Jong as we
resaan bn the dark abowt what music was stedied, sung, and performed,
whether of foreign angin or the product of mative composers, about the rela-
tive proportions of vocal and instrumental music, of secular and religioss
music, of plainchant and polyplony, and so forth. As long as we are unable o
establish this cssential relationahip between the surviving evidence and irs
context, the history of Portaguese musse in the Renalssamce will largely re-
main a matter of speculation: we may guess what it maght have been, but will
mot be able to say what it really was.

1t yo happens that at the present moment fxirdy complete information ox-
ists on the musical sources which have survived in Portuguese Libraries and
on those which are scattered here and there in vanous European and Ameni-
can libraries: it is unlikely that amy major surprises are to be expectod in this
field. The reasons for the relative rarity of musical sources are very much the
same as those that Higinio Asghés has put forward in regard o Spain: "'the
abscnce of a gemerous musical peess, the absence of librasies which maght
have carcfully collected our music monuments, the wars, revolutions, and
fires." In the case of Portugal two particular calamities should be men.
tioned, One i the great Lishon carthquake of 1755, wiich is gencrally beld
responsible for the koss of sources belonging to the Royal Chapel prior 1o the
secoed Ball of the 18th century; the other the Napaleoeic invasions and the
Liberal Wars, which kept the country in a perpetual state of war and anarchy
during the first half of the 19th century. To these must be added the dissolu-
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tioe of the monasteries in 1834 and the ieveparable loss caused by the indis-
crimipate sale of mansscripts belonging to their libranies, many of which met
thear untimely end as wrapping-paper in grocers’ shops.

As was the case in Spaia, the National Libeary of Portugal did not try to
prescrve musical masuscripes, unlike the National Libraries of Pans, Mu.
mich, Vienna, Berlin, Brussels, or the British Museum. Porrugal did sot have
a Padee Martim, or 2 Féts, or a Proske, It s therefore very difhcult, if not
altogether impossible, 10 estimate what part of the nation's musical hemage
Bas in {act sprvived 20 our own day and what part is irretrievably loss,

One must keep these hmisations in mind when considering the musical
relations between Portugal and the rest of Europe during the Renasssance.
OFf these connections, the most imeediate and obvious is that with Spain,
involving political and caltural as well as geographical ties. The Portuguese
court in the 16eh century was bilingual; this balisgualism was hedped by &
greater phonetic similanity between Portuguese and Spamish than oxsts 1o
day. This face helps to explain why little more than twenty percent of the
sillascicos and meewe peescrved in the [our known Portuguese mussacal song-
books of the Renaissance have Portuguese texts, the rest being in Spanish.

Although the existence of Fortegal as an independent country antedated
by mare than three comturnes the political unification of Spaan, repeated of-
forts were made om both sides during the Renaissance toward the umification
of the Spanish and Poetuguese crowns (see Table 1), One Portuguese king,
Manuel T {1869-1521), went so far as 1o marry successively three Spanish
princesses—two sisters and their nicce. As it turned out, poliscal usion was
finally achieved at a time when both countries were already past the zemith of
their historical importance and their empires were beginning 10 decline.
Royal marsages occasioned a consdderable interchange of musicians between
Spain and Portugal, as was already evadent in the Sfieemth contury. Alfonso
the Magnanimous of Aragon sent musicians 10 his sister Eleanor, queen of
Porvagal, in 14287 Trstano de Silva, a Spaninh composer who was a frsend of
the thearist Bartolomé Ramos de Pareja, was in the service of King Afoaso V
of Porvegal. Kisg Duarve | complaimed in a letter wotien in 1434 w Johs (1
of Castile 1hat the latter “has seduced 1o by own seevice ome of the best
Portugoese Roval musicians, Alvaro Fermandes, despite the fact that every-
thing Fernandes kmew about playing the organ and sianging had been dearned
in Duarie’s bousehodd.™

The chapelmaster to the empress babel, wife of Charles Vof Spain, seems
to bave beon a Portuguese along with some of the musicians. The coscern
over the preservation of national traditions Jed w arguments over whether
the singers in the eomprosa’s service should only be paid 20,000 mararedis, as
was the custom in the Portugoose court, or 40,000, as was the custom in
Spain. Forvanately for the singers, the Spanish wradsion prevalled in this
instance.' Conversely, the two Spaniah sisters lsabel and Maria, wives of
Masued 1, wok their musicians with them to Portugal, as did the princess
Juana (1479-1555), sister of Philip 11
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Pedro de Escobar, a Bamous composer who is repeesentod in the Cancionere
de Palacks and in vanious other Spamish and Portuguese sources of the carly
sixteenth century, amed was chapelmaster at Seville cathedral between 1507
and 1514 has been identified by Robert Stevenson as Pero do Porto, a Poetue
guese singer in the court of the Catholic kings (soe Figure 1), He may alswo
have been chapelmaster a1 Valenca and come back 1o Portugal 10 serve the
cardinal Does Afanso, son of Manuel 1. As Stevenson puts i1, be Lived 10
regret his return bome, complaining of the gravity and melancholic bumor of
his countrymen.' Ancther Portuguese is the Spanash service was the poet and
musacian Jorge de Montemor or Montermayor, awuthor of the famous pastoral
romance Digae, who may bave come 1o Spain with Maria, the first wife of
Philip 11, and laver served the princess Juana (1535-1573), daughter-in-law
of John H1 of Portugal.

Portuguese patrosage of Spanish musicians iy particularly soteworthy in
the regn of John 111 (1502-1557}. Both Lués Milan and Francisco Guerrero
visited Lishon, the former to presemt the king with the first known book for
the sihsels, £1 Macaitro; the latter 1o present him with has first book of Masscs,
The theorist Fray Juan Bermudo dedicated to John the first edivion of his
Declerecion de Iuutrsoorntss Musicales. The king had in bas service the Spanush
whwelists Hernando de Jaen, and one other composer for the sulnnls, the blind
author of the Ospheice Lyre, Miguel de Fuenllana, was in the service of King
Schastian between 1574 and 1576,

The presence of Spaniah meanicans in Portugal dad not restrict stsell to the
court and the Royal Chapel. From Spain came the first known chapelmaster
of Evora cathedral and first kmown music lecturer a1 Coimbra University,
Mateo de Aranda, His two treatises on plainchant and polvphony seem 1o be
the first books on music 10 have been printed in Porrugal.” He boasted of
having stedied in Jualy, besides having been the papil of Pedro Ciruclo an
Alcali de Hemares. In 1580 there were two Spanish organists at Evora cathe
dral, cee of whom had previously seeved in Braga cathedral.

From Spain also came the Grst known chapelmaster of the dukes of Bea-
garga a1 Vila Vigosa, Gines de Morata. A kaver director was Amdnio Pine
heiro (4 1617), who may have been a pupal of the Spamiard Francwo
Guerrero. It is probably no mere coincidence in thas respect thar the three
main centers of Portuguese polypbony in the south of Portugal, Elvas, Evora
and Vila Vigosa, lic so near the border with Spain. Direct contacts with
other musical centers on the ocher side of the boeder, such as Badajox, are
alo well documented.* The Badajor cathedral chapel and the Vila Vigosa
chapel in particular helped cach other whenever cither of them was in sud-
dem meed of a replacement singer or player due atber o dlness or leave of
absence.” It must also be remembered that Evora itself was often the resi-
dence of the Poctugaese kings in the 16th comtury, I Coimbira 23 well, one of
the main composers at the monastery of Santa Cruz in the 16th century, Dom
Francisco de Samta Mana (d. 1597), was a Spanaard by barth. The musical
contacts between Cosmbea and Spanish centers such 2 Ciodad Rodrigo
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TABLE 1
Family Ties Between the Houses of Portugal and Spain

During the Renaissance
1
Ferdnand | Joda
of Aragon
tidin
() 11447)
Dusrtc | = Elcance Maria = (1] John 11 (2] = labells
of Porvugal 11445 of Castie of Portugal
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Aoaso V Joaras « Henry IV
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Contivund om next pagy
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Table 1—~Continund
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Figure 1. The Main Centers of 16th- and 17th-Century Portuguese and
Spanish Polyphony, and Pormuguese Composers Active at that Time

' Manurel Rodrgues Coclbofe 1555, * Mapsct Machado (1585 1648)
L635) 2t Badajor 15781507 “ Astdeon de Macedo (1 1590y

' Estevio de Beino (d. 1641) ¥ Nicolay Doesi de Velawo (d. 1659

! Fres Maneed Correna o Campe (1555  Marreed Tavares (1. 1630y

1645} “Nkotau Tavases (o0 of Manuel)

* Fres Francsco de Sarmugo (c. 1578-1684) ™ Leitdo Avikds (15ch century)

' Pedro de Porto (Escobar ) (0 1500 * Gregders Sthoesire de Mesa (8 15040

* Fres Marwed Corvens (da Veiga?) ic “ Annoeoo de Oliveira (1. 1629 Leer cha:
OO 1623) peimasser of St Joba Lateran in Romse)

! Gongalo Mendes Saldanda (¢ 1580 * Astiro Carrers she Younger (8 Lee
1645) 164h century)

* Fres Flipe da Madve de Desa (0 1630 “ Feed Francisco Bapesta (0 Diost 2alf of dhe
o 17¢h cem )

¥ Frot Flipe da Crue (B 16540)



bave also been studied ™

After Philip U ascended the throee of Fortogal in 15380 the musical rela-
tions between the two countries were, i anything, intensified. The following
year the organist Hernando de Cabesba, son of the famoss Amtonso, was
called from Madrid 10 serve the king m Lisbon, Philip 11 also 0ok with kim
o Madrid a number of singers in the Portuguese chapel, amoag them the
coenposer Antinso de Macedo.

Spanish rule coincdes in Portugal with a period of economic and cultural
depersiaon, occasoned by, amaong other factons, the decline of the overseay
empire and the suicidal African adventure of King Scbastian, where a large
mumber of the country’s anistocracy, and the king himself, Jost their lives. It
s nol surprising, therefore, that many Portuguese composers in the first hall
of the seventeenth contury sought posts in Spain. History has not been kind
o them, as it bas not been Lind 1o Portuguese writers of the same period who
lived in Spain and wrote in Spaniah, Spanid rescarch has dismissed them
for bong Portuguese; Portuguese rescarch has forgotten them foe being ex-
iles. Ounly recemly, and maindy through the woek of the American musicolos
gist Robert Stevenson, have detasls of their lives been uncarthed and their
works begun 10 be published. 1t is imeresting to note that in many cases their
munc wandered fur and is still 1o be fousd roday w the cathedral archives of
Maxion, Guatemala, Colombia, Poru and Argentina. This has ded us apgar-
ently away from the period under considerution, but in fact, one of the cen-
tral probloms in the stady of the Poetuguese musical Renamsance m precisely
that the period of its Bourishing falls outside that of the Earopean Renais-
sance. We shall return 20 this central question below.

The refations between Portegoese and Flemish music iended 10 be, in part
at beast, mediated through Spain. It is true that the marniage of Dabel of
Portugal, daughter of John 1, with Philip the Good of Burgundy, may have
occassoned some imterchange of musicians, but this has not so far been docw-
mented. [t i st even clear whether the two hlind viol players who joined the
duke's chapel in 1435, and according 1o Martin le Franc “put Dufay and
Binchois to shame.™ were Portuguese. A paint deserving attention in this
cosnccton iy the Furopun carrer of the basse-dance Porfingaloiir and iy
possible relation with the pm by Dufay entitled h'fqpln

We know of forcign musicians other than Spaniards in the Portuguese
court simce the 15th centary. The reliable chronicler of King Manuel 1, Da-
mido de Géis, tells us that he had in his service the best singers and playors,
who came from all corners of Europe.” fo 1515, b first shawm player was 2
certain master Jacques, a Flemang by birth, On his advice the king wrote w0
his agent in the Low Countries, ordering him to hire four of the best shawm
and sackbut players svallable.” On Joha 1H's payment roll were 52 singers
and 8 chamber musicians, some of whom were Flemish and German. He also
had in his service a certain Copym of Holland as harpsichord maker. The
two sisters Eleanor and Catherine, wives of Manwel | and John [, respec-
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wnvely, bad been musically educated in the Netherlands, aloeg with their
brother, the emperor Charles V. John 1Py daughter-in-law, Juana, brosught
10 Listom with her Flemish as well as Italian minstrels. One thing, however,
must be pointed out: these Sorcigners were nearly all mstrument players. The
omly known exception s the composer and chapcimaster 10 King Sebastian,
Raynaldus vasn Mdle or Rinaldo del Mel, who afier leaving Lishon in 1580
was active in Rome and Venice.” We do not know of any other Fleminh or
[ralian composer who may bave been i Portugal during the 15th and 16th
comtunes,

Portuguese musicians do not seem 1o have been frequently active in Euro-
pean centers ostyide the Iherian Peninsula, The presence of three Portuguese
in Roane in the second half of the 16¢h century has been docaumented; one was
a singer in the Cappella Giulia, another an oeganist or, moee Likely, organ
mender in various churches. The therd of these i the theorist and composer
Vicente Lusitano, who became famous for his dispute oo gewera with Necola
Vicentino of which Lusitano was judgad the winnes. He pablashed an farody-
tione Faclissima, of astiscims, di cando ferme, Sgurats, comirapents . . ., which had
three editions {Rome, 1553; Venice, 1558; and Venice 1561); a book of motets
for five, six, and cight voices (Rome, 1551 or 1556); and one Ttalian madrigal
(" All'bor ch'igmoda d'berby’ et fior La terra,”™ in I Primo Libee delle muse a tre oot
v ooy (Vemice: Gisolamo Scote, 1562).% Anotber Portaguese active in laly
was a oertain Frei Jodo Leite Pereira, who was organist to Vincenzo Gonza-
4 a1t Mantua in the Grst years of the 17th century and may thus have taken
part in the st performance of Momteverds's Orfre.

The caly other music by Portuguese composers known 10 bave been print-
ed absroad in the sixteenth century i 2 book of motets by Jodo Alvares de
Moura published in 15M, and three motets by the above-mentioned Damido
de Géis, vne of which, Ne lastens, was included by Glarcasus in his Dodeche-
chordon (1547). Géan was an amatcar masican and the leadieg Portuguese
humanist. He was a secretary at the Portuguese factory in Amiwerp at the
time of Joban 111 and carried cut several other diplomatic and commercial
missions in Exrope before resigning from government sexvice 10 devote him-
self 10 bumanistic studics, He studied in Padua and also became a diose
friend of Erasmus. It was while staying a1 the latier’s house in Freiburg e
Breisgau that he met and made friends with Glareanus.

The Musical Sources

Although the carliest polyphosic sources which have survived in Portagal
date back 10 the end of the 15th contury at most, we may be swre that po-
lyphony was known and sung there before that period. King Duarte in his
Lol Comselbeiro {*“The Loyal Couscillor'), written before 1438, refers o those
members of the chapel who shall sing alto, contra and temor. Thus the prob-
kem mentioned at the beginning of this article is particularly acute with re-
gard to the 15th century. We bave a fair mumber of docaments concerning
musical activity and practice, but no actual masical sources which we can
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refate with this practioe. We kmow for instance thar King Afonso V ordered
Teistano de Silva 10 gather a collection of Franco-Flemish chansons, bt if
this was ever dooe, the collection dad not survive,

The manuscripes from the monascery of Santa Cruz, now kept ar Colmbira
Universaty Library, constitute the richest coldection of 16¢h- and |7th-cen-
tury sources that survive in Portugal. Several of these manuscripts, dating
mostly from the 16th century, such as M. Mss, 2,3, 9, 12, 52, and 34, cantain
masses and mosets by Joswquim, Compére, Mouton, La Rue, Willacrt and
many of their Spanish comtemporarics. Two manuscripes, M. Mss. 48 and
242, contala organ istabalations and organ peeces by Clemens non Papa
{29), Thomas Ceéquillon (20), Nicolax Gombert (13), Orlando di Fasso,
Jacques Buus, and several other Franco-Flemish composers, as well as pieces
by Cristobal Moeales, Carreira, Cabesin, and other Spaniah and Poetugaese
COMponcTs,

Of the four or five Flemish composers more widely represented in the
Coimbra manuscripts, two of them, Gombert and Cedquillon, were both
members of the Flemish chapel, the capills Samenca, of the eonperor Charles V,
ard as such speat smpoctant periods of their lves in Spain. Thanks o the
sudics of Van der Stracten” and moee recemtly of Paul Beeguarnt™ we know
that afier the death of the emperos, the number of Flemish musicians in the
royal service did not diminish and seems o have growa. The Flemish chaped
in [act exinted 23 a separate institution untid 1637, For the reign of Philip 11
alone, Paul Beoquart found the names of arcund 100 Flemish musicians.
These were mostly singers, but there s an important group of composers
among them, OF these the moat famous were Philippe Rogeer, who died in
1506, aged 35, his duciple Gery de Ghersem, and his sucoessor as chapel-
master, Mathieu Rosmann or Mateo Romero, known as “El Maeitre Capi.
fan ™ Their main creative fickl way the maw, the motet, and the redigious
villeacice. As for their secular music, while Rogicr still wrote a fair number of
chansons, Romero seems to have caltivated almost exclusively the Spanish
ramence reperioey.

1t may be reascmably argued that thes late Bourishing of the Flemish tradi-
tion in Spain aloag wich the cultural isolatson into which the whale peninsu-
L withdrew after the Counter-Refoemation are mainly respossible for the
conservative tendencies which are 10 be found in Spanish and Portuguese
religious music well inso the | 7th contury. As ssated carlier, the period whach
Bas traditionally been considered as that of the greatest flourshing of Porta-
guese polyphony already falls outside the Evropean Renamsance. Men like
Filipe de Magalbdes, Duarte Lobo, Manud Cardoso, Francisoo Marting or
Estevio Lopes Morago (the last a Spaniard by barth), all belong to the first
balf of the 1 7th century, and even if we now poassess a more complete knowl
edge of the music of thesr predeceiaces, such 2 the court ceganmt Antdnio
Carreira, or the Coimbira cancn Dom Pedro de Crinto, this traditional view
has mot yet boen senousdy challenged. There docs not seem to be any reason
%0 think that this is so simply because more sources have survived from the
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1745 than from the 16eh century. Therefore, an attempt mast be made to veck
some sort of explanation for this late Bourishing of Portugoese rdigious po-
lyphony. What enust indeed be stressed is thar these polyphonists confined
themae lves to religioss music and went on wisting m the e astics, apparent-
ly unaware of the inense masical revolution which was going on, particularly
in lualy, durieg their lifetinse. Even in the slightly more progressive repertory
of the religious sillancics, stylistical innovation seems 10 have penetrated only
slowly and timidly.

Althosgh this has not been studied yer, a direct imfluence of those Bate
Flemish composers on their Poctuguese contemporaries is probably 10 be
expected. The master of the Lisbon Royal Chapel, Frei Manuel Cardoso, for
instance, visited his colleagee Matco Romero in Madnd in 1631." King Joha
IV, while still at his ducal palace of Vila Vigosa, was so enthusiastic about
the works of these ﬂanbhmpaasthnhrnu&w«yeﬁtwwqm
them for his famous library, Joba 1V father, Duke Teodosio 11, had already
ordered a namber of works from Rogier, for which he had paid as much as
10,000 peaie.™ In the catalogoe of Joha 1\ library there are more than 200
works by Philippe Rogier, mearly 300 by Gery de Ghersem, and nearly 100 by
Maseo Romero. John IV wrote two essays in Spanish defending Palestrina,
which were published in the mid-17th century, in which he quotes several
musacal examples taken from Rogier. His admiration for this composer ox-
tended itsel 1o an interest in the music of his disciples. v is, in facy, theough
his catalogue that the lange majonty of their works s still known today.

As for Mateo Romero, the Portuguese king tried mot only 10 acquire his
complese works, bt also his musical lbeary, both before and after the com-
poser’s death, Romero visited the then-duke at Vila Vigosa in 1638, remaaan-
ing there nearly six months, and before retarning to Madnd, be was royally
paid for his voubles. [n 1644 be was made a chaplain 10 the Portuguese coart
and allotied a life pession.™ The fact should be noted that the War of [nde-
pendence between Portugal and Spain dsd not prevent the Fortuguese king
from distinguishing thus the chapeleaster 10 the Spansh Ueg.

It is well known that John IV spared neither effort nor mosey to gather
one of the most remarkable mussical librasves in 17th-century Europe, order-
ing as many as 162 differens items from laly at one time, This library was
destroyed i the Lisbon earthguake of 1755, and caly 4 part of it is kavwn
throsgh the Brst volame of the catalogue mentioned above.™ The list of
French, Flemish, and ltalian composens it induades is 100 long 10 be quoted
n full, A few mames will suffice: Créquitlon, Gombert, Clemens mom Papa.
Orlando di Lasso, Willaert, Clawde Legeune, Gabriel Baraille, Tivelowee,
Jannequin, the two Gabeels, Ovazio Veochi, Palestrina, Luca Marenzio,
Monseverdi, Gesualdo, and the books cm cenamentation by Bassamo, Rogno-
mi, Bovicells, Banchieri, Comforti, and others.

The number of English composers & particularly stnding: Byrd, Gibboos,
Mosley, Weelkes, Holborne, Rosseter, Pilkisgron, Robert Jones, Dowland,
John Bardes, Camgion, Coprario, Tobias Humee, and the “anglicized”’ Fer-
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rabonco, among others, Cosld it be that thas was due 1o the mflaence of the
king's supposedly English tcacher, the otherwise unknown Robert Toenar
(Tarner?)™

The case of John IV's library i the exact opposite of the general situation
described above in relation 1o the 15th and 16¢h centuries. Here we have a
list of a few thousand works by more than one thousand ditferent awsthors,
which we know existed in Portugal in the first balf of the 17th century, even
though only a few dozen have actually survived. The question thar immedi-
ately comes to mind is thas: was all thes music ever performed cither at Vila
Vigosa or in Lisbon, and if not, what pare of it really was used?

Everything we know about musical life at Vila Vigosa, about the king's
musical education and personal tastes,” and abowt his own Spanish wife's
pusstanical mestality leads s to think that secular music was very rarcly, of
over, played at court. [t is very unlikely that French chansons, English airs,
or lalian madrigals were ever performed, Jobn IVS tastes scem 1o have been
onfined to relagious polyphony, induding religious silancicos, of which there
were maore than two thousand titkes in has library.™ A Large part of the warks
in the kimg's library should therefore be seen as collecton’s items and not as
reflecting actual musical peactice in [ Tthecentury Portugal. The almost sotal
absemce of socular vocal and especially instrumental music by mative com-
posers im 16eh- as well as |1 Tth-cenury sources seems to confirm a general
relagious trend s Portuguese Renaissance music.

Evadence produced so far allows wus then caly very limited condlusions
regarding Portaguese musse i the Remasssance and s redations with Euro-
pean music in general. First of all, judging by surviving sources alome, Portu-
guese Renaissance musec seenss 10 have blossomed relatively late, Sccond,
mussxcal contacts between Portuguwese and Flemish music seem to have been
largely mediated through Spain, and comtacts with Ttaly seem 10 have been
scarce. Thiedly, religious polypbosy seems to have largely dominated im the
16¢h century, and even more in the 171h century. Almast all instrusental
(keyboard) masic which has survived is also related to church practices.

The question remains why the traditional golden age of Portuguese hiszo-
ry—the first half of the 16ih century —camnot be moee cearly seen eeflected
ity musical life, whach seems 1o have remained at a very provincial stage.
This is particularly puzzling when we think that i that persod Portagal had
mtense commercial and cultaral relatsons with the Low Coantries, with Tea-
by, amcl i fact with all of Europe. The only reason thas writer can offer is that
Portugal's appearance at the foeefront of European powers was 1o beswel 1o
campensate far the country’s peripheral position in the continent and 1o on-
courage the development of a truly international masical life, amonomous
from that of Spain. In 1536, the Inquisiteon was introduced in the country
and i 1543, the first victims were barned at the stakes. At the same time,
the first signs of a crisis in Portegal's overseas ventures were already appar-
ent. The two Lactoes of the Counter-Refor mation and of the decadence of the
empnre soon combaned to redece the country to the state of cultural ssolation
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and political dependence whach it was 1o know until the 18th centary.” The
case of Damiio de Gais, the fnend of Exasmus and Glarcanws, is a good
example of the new times. He recurned home in 1548 10 become the keeper of
the maticmal archive and official chronicler. In 1571, he was tried by the
Inquisition and put in prison; his death followed soon afterwards. A witness
at hix trial declared 1hat i his house in Lashon be entertained foecigners,
who ate, drank, and sang for a long time things which people could nos
understand and songs which were not customary in Portugal, and organ
playing was also heard. To this charge he replied that Germans, Fromch,
Flemish, both musicians and noa-musicians, as well as Portagouese came w0
his house, and afier dimner be sang with them masses and motets, because he
wits @ great music-lover

We may be justificd  saying, on the other hand, thar Portugal turned iy
back on Europe as it embarked om its gigantic adventure of discovery and
everseas expansion, The Gucinating subject of Portuguese musical relatsons
with the Far East bas hardly been tackled yet, bat a single example may be
quoted: in his travel book, A Peregrinsgéo (“The Pilgrimage”), Fernao
Mendes Pinto describes the singing of religious sillasaces accompanied by
mstruments sn a Portuguese church in Chana an 15427
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The Geography of Folk and Popular Music in the
United States: An Annotated Bibliography*

8y Kip Lorwall

American folk and popular music bas been the subject of numerous arti-
cles, monographs, and books over a period of many years, These studies have
beens carried out from a wide variety of perspectives, but surprisisgly few
scholars have examined American folk and popular music from a geographic
perspective. The parpose of this beiel cssay and annocated biblicgraphy is w0
introduce this way of studying music to a greater number of scholars who
may not be aware of the work already accomplished.

It 35 clear from a roview of the articles, theses, and books incleded m the
annotated bibliography that mos: of the work in the ficld has been doae by
grographers who bave published their Sndings in jousnals x diverse x
Harper'’s and The Mississippt Geographer In fact, twenty-seven of the tharty-five
published works an the geography of American folk and popular music are
written by geographers, The rest are by folklonists or musacologists apphing
geographec methods 1o their own research interests.

There are two basic types of stedwes undertaken by cultural geographers,
folklorists, and musscologises interested in the spatial aspects of American
folk and popalar music: diflssion and distnbution studies, and studies of
geographical themes. Most prevalent are the diffusion and distribution sved-
ies, which examine the movement of masical styles theough time and space.
They also study certain caltural elements related 1o music, radio broadcasts
for example. Studies such as these have examined many types of music in-
cheding bluegrass, white gospel quartets, rock and roll, and Blues, Several
questions underlic nearly all these siudics: among them, why and when did
cach of these musical styles migrate from thar hearth arcas to secondary
locations? and how was this music diffused?

Migration studics arc the predominant means by which such questions are
answered. Since most of the fores of music studied from a sparial perspective
are relatnely recent innonations, the theme of popalation migration is an
extremely important ane. Douglas Langille writes adamantly about this in
his stody of blues music: “"When comsidering the processes and patterns of
the diffusson of blees it i exsential to relase and outlime the patterns of twen-
tieth-cemtury black out-migration from the Southern Umited States. For it
was the process and resudtant partern - . . that set the stage for diffusion of
the regionally varsed foems of traditional Afro-Americas blues.”

Diffusion and distribation studies also address the travels that groups or
individuals undertake 1o appear at functions such as churches, schools, clubs
or Sestivals, This type of movement is, of cosrse, migration, but i o of &
transitory and temporary sort when compared with the migration studied by
Langille. This remporary migravion is chosely related to the improvement of

127



the interstate road system and the availability of mass transportation in ad-
dition 1o the commercial viabidity of cerexin types of music, George Carmey,
for example, links the phenomenon of termporary migration with an increase
in bluegrass festhvals. By the mid- 19705, fesinals had been heldd in nearly
every state in the comtinental United Seates, and thus had belped diffuse this
masic far beyond its central Appalachian heasth.

These diffusion and distribution studies also generally emphasize the im-
portance of increased technology and mass communication s the diffusion of
music. [t is difficult 10 enderestimate the strong impact that radio and com-
mercial recordings have had on the diffusion of American folk and popular
menic since the early 1920s. George Carney has, in fact, devoted three arti-
cles 0 a discussion of the spatial reflationships between the diffusion of coun-
try music and the distnibution of radio staticss. Some of these same gemeral
themes—particularly the diffusion of rock and roll by means of radio broad.
cast——are discussed by Larry Foed in his stadies of popular music.

The secomd type of study produwced in thes arca focuses upon the use of
geographic themes. Most of these studics examine the lyrics of songs in oeder
10 usderstand the musician's scave of place. For example, in his article about
Woody Gutheie, James Curtis suggests that scholars interested in a spatial
approach 1o the study of music pead o examine lyrics a8 “an aural legacy of
disaster, epic events and other dramas.™ Curtis studics the lyrics of Woody
Guthrie's songs, especially those describing the physical geography of the
“dust bowd.™

Several other scholars have followed an approach similas o that used by
Curtis. They study references 1o place names and other goographical fea-
tures found in the names of musical groups or in the titles of their songs.
Lasgille utilizes this approach in his study of blues, as does Alan Lomax in
his work on folk mussc im America, The sort of names studied are typified by
two examples found in Carmey’s article on bluegrass: “The Free State Suning
Band"” and Missourt™s “Cuarrent River Boys”

In this brief introduction 10 the study of the spatial aspects of American
folk and popalar musec, 1 have tried o outline some of the major trends in
the Beld. The geography of American folk and popular music is obviously a
recent fickd of ssudy: all but four of the articles, theses, or books listed in the
amnotated bibliography were published alter 1970, Even 2 cursoey scan of
the bibliography reveals that many types of American folk and popalar mu-
sic have never been scrutinazed from a spatial poimt of view. This list inclodes
Afro-American religious music, ethnk music such as that of the Polish-
American or Swedish-American traditioes, and Rockabilly, Other genres,
such as jazz and mative Amenican Indian music, are poorly documented at
best. In shart, the wedding of caleural geography with the study of American
folk and popalar music is an impoctant rescarch frontier, a frontier complete
with a ready-made data base and a soemingly endless future.



Beown, Donald N. "The Distribution of Sound Instruments in the Prehis-
toric Southwestern Usited States” Etbsesuiicalagy, 11 (January 1967);
pp- 71-90. Through the wse of maps and a detailed narrative, Brown
describes the spatial distssbution of bane whistles, wood and reed Sutes,
conch shell trumpets, and conus rattles throughout presemt-<day New
Mexico and Arizona.

Burman-Hall, Linda. “Southern Amencan Folk Fiddle Styles." Ethwesss-
eologx 19 (January 1975): pp. 47-65. This study examines a vanery of
musicological topics conmected with Anglo-Amserican Sddling and de-
limcates several rather general geographic regions— Blue Ridge, Sowth-
erm Appalachian, Wesern, and Ozark.

Carney, George O. "Bluegrass Grows All Around: The Spatial Dimen-
sians of 2 Country Muasic Style.” fournel! of Grography, 73 (Apeil 1974):
pp- 3455, The author considers the geographacal implications of blue-
grass music through an examination of “'1) the spatial distribution of
bluegrass susicians; 2) the man-dand relationadips which exist among
bluegrass musicians; 3) the annual migratory routes that the musicians
follow; 4) the origin and diffusion of the outdoor bluegrass festivals, and
5} the location of places that present blwegrass musse on a regular
basis.”

. “Country Music and the Radio: A Historical Geographic Assess-
ment." Rocky Mowstaie Sscial Sciewce fournal, |1 (Apeil 1974): pp. 19-32,
This article empbascecs “the mmportance of radso transmission in the
diffusion of cosntry musac,” expecally in the arcas “west of the Misyis-
sippd River” theough an analysis of *'1) shows which are spoasored by
radio stations; 2) the dffects of the Mexican border stations; 5) the ime
pact of radio in the origin and evolution of country mussc styles; and 4)
the expansion and hierarchical diffesion process that has occurred with
the all-country radio station.”™

e Tt Difusion of AllCountry Music Radio Stations in the Unir-
od States, 1971-1974." fokn Edwards Meoriel Foundstive Querterly, 13
(Summer 1977): pp. 58-66. Carney describes and amalyzes the diffasion
of commercial country masic radio stations through a series of maps
and a marrative, comchuding thar sach stations ceigimated i the “South
and South Central States . ., and diffused cstward [through] . . . sever-
al different, secmingly disparate processes | . . fram chat bearth in all
directions. ™

. “From Down Home to Uptown: The Diffusion of Country Music
Radso Stations in the United Staves.” Jowrna! of Geographn 76 (March
1977): pp. 108-110. The author traces the expansion and dillusion of
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country music radio stations from large citics, such as Chicago and Fort
Worth, ia the 1920s ouwtward across the South and Central states where
the majority of such stations are found today,

od. The Soands of People end Ploces: Readings in the Geagraphy of Masic.
Washington, D.C.; University Press of America, 1979, 336 pages. A
compendium of 13 articles, a bibliography, a list of teaching resoarces
and an exsay by the editor, “The Roots of Amenican Musie.”

e Y for Tesas, 1 for Tennessee: The Origins of American Country
Music Notables,”™ Journel of Geograpés, 78 (November 1979): pp. 218
225. Caroey examines the birthplaces of some of the popular country
masic performen from the 19205 to the present day and concludes that
their origins tend to be in Southern States and in rural areas or urban
arcas with popalations under 50,000,

e, “Country Music and the South: A Caltural Geography Perspec-
tive.” furael of Cultural Gesgropdy, | (Winter/Fall 1980): pp. 16-34. The
parpose of this article is to detail the area of origin and the diflusson
routes of seven genres of country music— Traditiomal, Singing Cowboy,
Weatern Swing, Homky-Tonk, Bluegrass, Country-Fop and Coumiry-
Rock—through a series of maps and a narrative. The author conclodes
that “country music comtinues 1 maintain its regional association with
the Amernican South” despite ity widespread popularity across the entire
country.

e, Musac and Dance.” in This Renartable Continnt: An Atlss of North
American Sociery and Caltares. Edited by John F. Reoney, pp. 234-54, Col-
bege Station, Texas: Texas A & M University Press, 1982, Using a narra-
tive and maps, Carney details the diffusion and migration of a vassety of
folk and popular msusic styles that have existed i North America from
Colonial times to the present,

Curtis, James R "Woody Guibrie and the Dust Bowl." Places, 3 (July
1976): pp. 12-186. This stedy analyzes the “crodemtials of Woody Guth-
e ax a folk chronicles™ and surveys “some of the more prevalent [geos
graphic] themes of the Dust Bowl as revealed in the lyrics of his songs.”

Drum, Steven L. “Country and Western Music as Education Media ™
Jormal of Gesgraphy, 70 (May 1971): p. 314, This brief article suggests
several ways in which geography instructoes can use counstry snd west-
ern mussd as an educatiosal wol.

Ford, Lasry. "Geographic Factors in the Orgm, Evolution, and Diffusson
of Rock and Roll Music." Jesrnel of Gesgraphy, 70 (November 1971): pp.
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455464, Ford focuses on a “comcept of cultural diffusion™ as it is illus-
trated by Rock and Roll music. He also looks at the masic’s bearth arcas
and discusses “the topic of cultural resstance to Rock and Roll,” con-
cluding that, despite mnitial resistance, Rock and Rall has continoed w
gain popularity 1o beoome the most pervasive form of popular masic
across the workd.

Ford, Larry, and Floyd Honderson. “The Image of Place in Amencan
Popalar Music: 1890-1970." Mecer, 1 (March 1974): pp. 31-37. The
authors’ hypotheses that popular songs “both reflect and mfluence the
images people have of place and that these songs and images have
changed signiicantly [between 1850 and 1970]" & examined using the
concepts of “diffusion of ideas, perception of environment, migration
amx] urban versus rural culteral train.” They conclude that their theses
have been substantiated and that “the regions favored im popullar music
have [alo] changed over time.”

Francavigha, Richard V. "Ditfusion and Popular Calture: Comeents on
the Spatial Aspects of Rock Music.” in An fesitation to Geagraply. Edited
by Daviad Lanegran and Risa Palm. New York: McGraw Hill, 1978, pp.
117126, Thas chapeer deliseates ihe cultural hearth of Rock snd Rall
music and describes carriors, such as disc jockeys, records and televi-
shon, whach served to diffiase this music durieg the 19505 and 19605,

Glasgow, Jon A. “An Example of Spatial Diffusion: Jazz Music.™ Ge-
graphical Sursex 8 (Jamuary 1979): pp. 10-21. The purpose of thas article
is 10 examine the movement of jaxz between New Orleans, Chicago, and
New Yark, and w “add some details and refinements 10 1the account of
the spatial diffesion” of thas music,

Gordan, Jefirey J. “Rock-and-Roll Music: A Diffesion Study,” Unpub-
lished Master’s thesis, Penasyhania State University, Deparoment of
Geography, 1970, 183 pages. This stady analyzes Rock music by study-
ng its movement across space and through time in relation o commu-
nication centers or cithes. "' Using as his prissary data “record chart data
for a number of Gtses for 1965-1966" which reveals the “peofiles of rec-
ord traffic flow among the selected urban centers,” the author concludes
that the selected “cities vary in their preferences and behavior in serms
of adoption, duration, regection asd isolation™ of this mussc.

Gritzner, Charles F. "Coumtry Music: A Reflection of Popular Culture.”
Joarwal of Popular Cultwre, 11 (Spring 1978): pp. 857864, The authoe
sagests that Amencan folk and popalar country music o pertinems
data for geographers and that the music frequently reflects such basic
concepts in geography as sense of place, locational conditions and spa.
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tial peroeptions.

Henderson, Floyd M. *“The Image of New York Cicy in Amencan Popular
Music: 1890-1970." New Fork Kodblore Querierly, 30 (December 1974): pp.
267-279, The author stedies attitudes and perceptions of New York
City found in popular songs from 1890 through 1970 and concludes thar
the perception of the city changed fram a positive 20 a4 negative image
during the 19505, and that these songs “have boch reflected and influ-
enced the image people have of” New Yark City

Herzog, Geonge. “The Yuman Musscal Style." fowrnal of American Faltlore,
41 (1928); pp. 183-251. In this study the author describes the “rise,” a
short section in a noastrophic American Indian song which is repeated
at Joast twice st different pitch devels, and dedineates amd maps ity
distribution.

Hoesley, A Doyne. “The Spatial Impact of White Gospel Quartets in the
United States.” Jokn Edwards Memerial Foundation Qaerterly, 15 (Summer
1977): pp. 91-98. Horsley noves the existence of four main nodes Sor this
type of music; he describes through maps and a narrative the spatisl
distribution of “Fulltime Professional Quartens,” “Gospel Music Radio
Stations,” “Gospel Quarrtet Travelling Regioes,” and the tour stops for
four popular quartets im 1977, He concludes that “gospel quartet music
which began within the southern staves, has diffused nationally and is
mow spreading into imternational areas.”™

Jackson, George P “Some Factors in the Diffusion of Amenican Religious
Folksongs.” foursal of American Folblsre, 65 (1952): pp. 356-369. The av-
thar traces the dillesion of Anglo-American religious Sk scags from
their Northern and New Eagland core area in the 18th century to their
present day strongheld i the South and South Central seates, conclud.
ing that this music was diffised by way of camp mecting revivals which
represent a type of expansion mavement,

Ladd, Charles T, “Distribution of Jukebox Music Styles in Syracuse and
Onondaga County, New York."” Unpublished Master's thesis, Syracuse
University, Department of Geography, 1978, 39 pages. Using quantica.
tive methods of anahysas, Ladd maps and describes the spatial distribe-
tion of musical styles found on jukcbox phonograph records within his
stody area.

Langille, Douglas. "“The Sparzal Dynamacs and Ditfusion of 2 Calture-
Spexific Artform; The Geography of Blues.”" Unpublished BA. thesis,
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University of Guelph, Department of Geography, 1975, 183 pages. Thas
thesis examines blues from a number of geographic pesspectives incled.
img rural 1o wrban migration, semse of place, man-land relationships,
and diffasion from hearth 10 secondary centers.

Lomax, Alan. The Folk Sengs of Novth Awerica m T Exglish Lavgwage (Gar-
den City, New York: Doubleday & Company, 1960), 623 pages. Al-
though thas is primanly an anthology of Angio-Amercan and Afro-
American folksongs, Lomax does include two pertinent maps: “A Map
of Falksong Style Areas in the Unised States™ and “A Map of the Names
and Places in the Saga of American Folk Song.”

Loemell, Kip. ™ ‘Happy 0 1the Service of the Loed': Afro-American Gospel
Quartets in Memphis, Tonnessee.” Unpublished Ph.1). dissertation,
Memphis State University, 1983, 250 pages. Chapier Five evaluates the
cultural mraphy of these quartets wsing the llowing approaches:
performance megration, iamigration, performance neiworks, and geo
graphsc themes,

e, VSpatial Perspectives Om The Field Recording Of Traditional
Amserican Music: A Case Study From Tenneace in 1928, Trnwecine Fold-
lore Sscaety Bulletin, 37 (Winter 1961): pp. 153159 In this study the
author examises the spatial variables related 10 recording traditonsal
musicians in two consecutive Victor hield recording sessions in Bristol
and Memphis, and the underhving reasoms why partscular musicians
were chanen 10 be recoeded. Loenell concludes that these and possibly
other feld sessions constitated temporary caltural regioms,

Marsh, Ben. "Séng Me Back Home: A Grammar of the Places in Country
Music Song."” Unpsblished Master's thesis, Pennsylvania State Umiver-
sity, Depariment of Geography, 1971 81 pages. Using concepts of “pop-
ular” geography, a type of cognitive mapping, Manh explores the
relationship between the hyrics of popular country music and cultural
geography. He concludes that “there is a coberent structure i the geog-
raphy within country musac which has discernsble logical structare re-
lated 1o the cultural conditions of its audience.”

Marsh, Ben. A Rose Colored Map." Harper's, 255 (July 1977); pp, 80-82.
Marsh presents two dominant themes in commercial coumtry masic—
“lafe as it should be and life 24 3t should not be™—and describes, usng 4
mental map and narrative, how these themes relate to cultural geogra-
phy and the values of "Soatherners.”
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Meyer, Duuglas K. “Country Music and Geographical Themes." The Mis
sinsippi Geagrapher, 4 (Spring 1976): pp. 6574, Meyer describes the uses
of American folk and popular music as a means of “illustrating many of
the important concepes and themes i geography ™ 10 students through
the use of “photo/music’” essays.

Murray, Ronald 8. "From Memphis 10 Motown: Some Geographical Im-
plications of the Origin and Deffusion of Rock 'n’ Rodl Music,” Unpub-
lished Master’s thess, Oklahoma State University, Department of
Greography, 1975, 95 pages. The author describes the gemesis and evalu-
tion of rock "n’ roll music and examanes the principal agents in the diffu-
sion of this music—"independent record companies, the radio, the £5
rpen record, the juke box, television, and the monses.” He comcludes that
it was mass media “as well as persomal comact and the migration of
rock "0’ roll performsers that led to the ditfusion of rock 'n” roll from the
South in the early filtics o dominate American popular music national-
ly for several years.™

Remner, James H, “Geographic Implications of the Fyddling Tradstson in
Oklaboma."” Unpublished Master's thesis, Oklaboma State University,
Department of Geography, 1979, 83 puges. Renner describes his objec-
tives as adding “to the literature of folklife offering mew insights w a
traditional humasitics study™ and comiributing “10 the lutle-rescarched
area of non-material culture in geography.™ He accomplishes this by
utilizieg three techniques—"“the area stody, man-land, and spatial
traditions.”

Schulez, Masgarer. “An Asalytical Methodology for Stedy of Regromal
Fiddle Styles Applied to Texas Style Fiddling.” Unpublished Master's
thesis, Oklahoma State University, Department of Geography, 1979,
170 pages. Schelez summarnees the purposes of her rescarch as “1) w0
define Texas Hiddling as it s now plaved, by referemce 1o specific charac-
teristics of the music, 2) w0 compile data on a subject upon which re
search has been hindered by ity scarcity, and 3) 1o develop a research
methodology which may be used for further roscarch in the geography of
traditional American instrumental music.” The author attaiss her third
and most important goal throagh & mesicological analysis that includes
hve components: * 1) Choice of tunes. 2) Choice of performers. 3) Nam-
ber of tanes. 4) Source of tunes. 5) Treatment of tunes.”

Spiclman, Earl V. "“Tradivional North Amerscan Fiddling. " Unpablahed
PhD, Dissertavion, University of Wiscoesin, Department of Music,
1975, 623 pages, The author includes a description of Anglo-American
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folk hddle-style regions across North America based om their settlement
history and 1he role played by fiddling within them. The dissertation
mcludes transcriptions of several well-known fiddle tumes.

Stephenson, Larry, and Tamara Seephenson. "A Prologue 10 Listening.”
Astigode, 5 (March 1973): pp. 12-16, The authors ssggest that Appala-
chaan folk and popular music “is an important cultsral compenent foe it
reflocts & set of cultural norems, shared experiences and similar desires,”™
and that geographers should examine “the lyrical coment of country
somgr” 1 order 1 place them “within the beoader framework of cavi-
rommental and spatial perception.”

Weiland, Enc. “"Woody Guthne: An Informant of Geographacal Themes."
The Missisippi Gengroplar, 6 (Spring 1978): pp, 32-37, This study stross-
es the importance of Woody Guihrie as a chronicler of geographic
dmwunmlmbodmmp and one poers which are

analysed using geographic oncepts such as environmental perception,
mas-land relationships and migration.

* The audior wishes 1o ank I George O Carney, Department of Gosgraphy, Oklahoma
State Usbversiy, Sor his graaroas asisiance in prepariog s hdliography
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The Demise of Inversion
by Nachare Scho/fesn

Whes we consider the revalutionary changes in the use of chords since the
maddiec of the pincioenth century, we justifiably focus our attention on the
central problem, the loss of 1onality and the funcrional peogressson of choeds,
In doing so, howeves, we lose saght of cme of the stages in the process of tosal
dissolution, a stage that is interesting and revealing in its own righe, the kas
of inversion. Tnversion is, admittedly, oaly ane aspect of harmony and cer-
tainly not an aspect cemtral to the transformation of harmosy in the last
century and a balf. Scill, it is usefl 1o isolate one part of a problem and thus
reduce fundamental questions to a manageable form. Hopefully, the resslt
may be a small contnbution so the understanding of the problem as a whole.

Asymmetrical Chords

The tonal system of harmony is based on asymmetnical structures. The
doesinant is taken to be the midpoint of the octave, but the domanant is not
at the midpoint. It is a &fth above the 1onic, and the interval remaining o
complete the octave is only a fowrth, The basic choed of the system, the triad,
covers a &fith; agam, the remander is a fourth. In the case of seventh chords,
the remainder is only a second.

This usyesmetry peovides the busse means of ariestation in tonal harmony,
the sdemtification of a root position chord with its inversions. Isversion pro-
duces new imtervals which are the complements of these present ia the room
position chard, The second inversson of a trisd, for example, produces » sinth
and a fourth, the complements of the omginal third and &fth. The saliest
incerval is many appesrances of the damimant seventh chord i the majoe
sccoed, the complement of the onigisal minor seventh, Al this is, of course,
expressed with telegraphic concseness in the digits of a figured bass.

In traditional harmony, lsversion of & chord does not change ity identity: »t
is still perocived as being on the same degree, having the same root, and
having the same functson. This stabalicy of identity ander inversion works sot
m spate of the change of tervals, but bocause of it, The peesence of the
complementary intervals is the coe for onentation, so that the root of the
choed, and thus its fanction, is still perceived.

Altered Chords and Sabstitute Functions

There are limitations to the concept of chordal imversion within the frame-
work of raditional weal haresony, 1t i possibile o interpret an apparent
mversion ay an altered chard, or a chord with addod notes—a suspenason, an
appoggatura, or a noighboring tone—and 10 let the bass note assume 1the
rode of functional root. This 1endency 10 favor the bass as roo and conses
quently 1o discount the isterpeetation of all chords as either root positson or
inverted i part of the concept of functional harmony promulgated by Ric-
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mann' and, in an entircly dafferent form, by Schenker’

We do not need a theary of funciional harmony (o see, for example, that in
the context of the cadence: 13- Vo1, the chord 17 can easily be interpreted as
V with a doubde appoggiatara, The fact that the hass is on the domanant is
moee imporeant than its apparent role as filth of a I cheed.

In functional analysis, ssbistitution blars the distimction between altered
chords and chordal inversion. Since many substitute functions are removed
by & lower thied from their primary functions (for example, VI a8 substiteie
for 1, 11 as substitute for V), the Grst mversion of the substitute can casily be
percenved as mothing more than an alieration of the primary fanctica. When
a trisd with an added sixth, of whach jaze musicians are so fond, s used as
the tonke, it can oo longer be construed as VIT, but must be considered as |
with an added note,

The subdominant funcrion is particularly amenable 10 substitutions. Ex-
ample 1 shows a varsery of chords in which the bass note F is mot the root.
Theoretically, all are inverssons, some with the root 1 and soase with the root
D-flar. But, in C major, any one of them could serve as a subdomimant chat
moves casily and smoothly to 15-V=1 or directly to V=1, The fact that the
bass is F obscures, 10 a certain degree, the imerpretation of the chord as an
inversion,

Chords

I the asymmetry of tradsonal chosds provides orientatson, the opposite is
also true: symmetry weakens ocientation and peoduces ambagaity. The sym.
metnical scales, both whole-tone and chromatic, are notanous for their lack
of tonic orientation, The same is true of symmetnical chords,

Of the wradivional chords, 1wo divide the octave evenly: the disinisbed
seventh and the augmented triad. In cach case, the interval that completes
the octave replicates the intervals within the chard. Thes, inversion of these
chords docs not produce new intervals, and ths is the source of the ambagu-
ity. The same holds for the one interval that divides the octave symmetrical-
ly, the tritonc.

Thas ambaguity can be illustrated by resolving each chord i all its inver-
sions. Example 2 shows the resolutions of a titone im its two imversions.
Depending on which note is s the bass, the same itone resolves, wih the
same voece Jeading, to two different 1onics a trilone apart.

The diminished seventh chord has a ssmilar property. I for example, it is
considered 1o be a VI, cach of its imversions (if ome allows for eaharmsonic
reapelling) resolves 80 2 new tonic, &y shown im exampde 3. Note that the
interval separating the ressltant tomics is the same as that ia the ambiguous
chord, & manor third. Although the asgmented tnad has 50 such standard
resolution, we can perform an analogous operation with i, As shown in ex-
ample 4, il cach imversion of the same augmented triad is resolved by the
same voice-leading, the result is three different tomics a major chird aparc
All the ambaguities of symmetrical choeds are, of course, sofved through thesr



rescdution: foe example, raclution to an inverted tomic leaplies peeparation
by an inverted VI (sce example 5). On paper, the spelling may give a due,
but the car can anly assess the mversiom on the basis of the whole tonal
context.

These symmetrical choeds are nosinvertible because all their inversions
contain the same mtervals as thar root position forms, As a result, it is
primarily the bass note that determines how they will resolve and conse
quently which functions they actually falfill,

la this regard, motson of the bass through a minor third, major third, or
tritone creates an ambsguity of & different sort, For example, two trisds
whose rooes are a tritone apart can be, interchangeably, the Neapolitan sixth
and the dominant of two tonics, these likewise a tratoese 2part (agas allowing
for enharmonic respelling). Each triad can progress to the other, as shown in
example 6. Such reversible peogressions, bowever, are outside the purview of
our discassion of Iversions,

Pedal Points: Bass versus Chordal Root

Much as symmetrical chords and imervals produce ambiguity, so docs a
pedal-poimt bass. 11 it & 10 be at all effective, a hass pedal should produce
some dissonance. This entails a clash betweon two functions, one implied by
the hass, the other by the choeds abonve i In aum?lc 7, the first theee chords
can be interpresed as both & progression, 1=IV-V", and as the alteratsans of
a sustained domimant. The second choed, an Fomajor tnad with a G in the
bass, w mteresting for the two possible, comtradictory interpretations implied
by the bass and the chard above. Although the first chord might be om-
strued a 15, the secand, however, is surely son 2 ninth chord oa F in its Sourth
wmversion, bat simply F major over a sustained bass G,

In the example above, the comradiction between bass and chord & possic
ble pamarily because the chord Bas a root that is peroeived independently of
the bass. Any weakening of this wentity weakens che comtradiction. For ex-
ample, if we change the F-major wriad sn our example 10 an ambiguous di-
manished seventh chord, one that bhas no note in common with the bass, as in
example & the whole situation u altered. The chord i no lessger contradict-
od by the bass G, and it is cortamly not an emaginary thirteenth chaord bailt
on F. In the comext of les resolutson, it becomes simply an appoggiatura 1o
the following dominant seventh chord, [n the absence of an independemnt
root, it surrenders the determination of its function 10 the bass,

Parallel motion im the upper voices against a pedal bass prodwces a similar
rrsule, even when the individual chords have dear identities in their own
nght. In example 9, cach of the upper chords is 3 major triad, and cach of the
dissonant choeds-the second, third, and fourth in our example—forms o
gether with 1he bass note a perfectly conventional sevemh choed. Each of
these would imply # different sonic, as shown in example 100 the sevand
chord of example 9 can be interpeeted as 17in Cosharp, the third chord as V7
in G, and the fourth chord a8 117 in Baflar. In the consext of the pedal poim
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Example 11. Clasde Debussy, Pralades, Volumse 1, Number 7, "Ce qu'a va le
vent d'Owest,'” man, 201-22.
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and the parallel motion, however, none of these harmonic implacations are
realized, or even perceived. The pedal note remains, for all peactical pue.
poses, the root of all the chords,

We would saturally look for examples of parallel chords in the works of
Debassy, and we fnd that in most cases they move over & stationary bass. A
typical case is shown in example |1, from the Prelude “Ce qu'a vu le vemt
d'Ouest.” It would be uscless 10 "analyze™ these chords. They have the
shape, without the meaning, of various seventh chords in the thisd inversoon,;
but because of their parallel motion, they have no functions in the traditional
sene, The function s contained in the F-sharp bass, which has been sus.
taimed since the beginning of the picce.”

In the case of the pedal point that runs theowgh the section “Rondes prin-
tamidres” in Stravinsky's Le Sacre dv Privdemps, it is even more obvious that
only the hass can constitute the root. Depending on onc's approach 10 analy-
sis, the whole section can be understood as cither a static polychord with
passing tones, oe else an instance of polytweality. In either view, E-flas, and
no other pote, can be perocived as the root—not even the B-flat which is
actually the final of the melodic line. The conssant E-fat bass desermines the
toenc, or ote of the tmscs, and would not be perceived as siach were it not in
the bass, If this improssion holds at the beginning of the sectioe, 3t is felt cven
stroager flerther on, as more and more dissonances are piled on the founda-
tion of the pedal paint.

A fnal example of a pedal point, Bartok's Six Damces in Bulgarian
Rhythm, Number Six, is shown m example 12. Again, nome of the chords can
be perecived unambiguously as tsversions, but all are subordinate w the
tomic fenction of the podal pomit E. Consader, for example, the chord of m, 4,
In mo sense is it a Arst imversion of a C-major triad. In this context it is a
chord on E, just like all the other chordy 0 the passage.

Nonfunctional Harmoeny: Chords Composed of a Single Interval

In much owentseth-contary musec, the traditional functacemal refationsbips
no longer apply: there is mo saingle overriding tonality, the choeds mene in
parallel motion, or the chords themaelves are no loager primanly triadic. In
the absence of funcrion, the choeds can no longer be comsidered 1o have roots
in the traditional sense. Without tooes, there can of course be no inversions.

But the problem of inversion goes oven deeper: in sonlunctional harmany,
the very spacing of the choeds, i.c., the specific intervals between their mem-
bers, comstitates chedr idemtities. Barodk described the sivuatson thus:

One works in homophonsc music—aso 10 sprak-—with tosal masses that
sound simultancously or in a more or less guick succession, and with
dense or aury, massive of thin tose-patches [ Toafecken] whose features
depend on the number of 100es used, the absolute pitch, the relative
(that is, open or chose) position, and so forth, By meams of these tone-
parches, which have an sntensity of varied gradation that corresponds
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to the way in which they are combined, and whose single tones have
different importance i accordance with the role they play in vertical
grouping, the consequence of those very differences makes possible the
plan of the “horizontal line' of atonal masic.’

Canversely, any respacang of such a choed would, by changing the array of
intervals, change its sdentity and the nature of the progression. A respaciog
that placed a diffecent member of the chard in the bass would certaindy cause
such a change, In noofunctional harmoony, the bass is not invertible,

We can begin by considering the simplest case: that of fousth chords. Al
though 1t & nonsymmetrical within the octave, a Sourth chord is composed of
intervals that are all of one kind, and it is noafunctional. [ts identity depends
o6 the characteristic somarity of the consecutive lourtbs, Thus, 3t is suscep-
tible of inversson or respacing only to the extent that its unique somority is
pot obscured by the new imtervals produced. For examgple, fourth choeds can
be turmed upside down to produce ffth chords comtaining the same notes, as
in example 13, without seriously disturbing their harmonic sdentity.

The greater the number of notes in the fourth chord, the Jess stable o
becomnes under imversion. A fourth chord containing only three notes can be
nversed in the tradstsanal Gashion, as i example 14, without ksing My iden-
tity; the new interval produced, the major second, is peroeived as the comple-
ment in a manner analogous 10 the perception of complementary imtervals in
iversions of triads, Example 15 comtains a five-note fourth chord and two
different spacings of its second waversion. In the first of these, the array of
conyecutive fosrths has boen preserved, with only ome unasvoidabie third, and
the chard is still recognizable. In the second case, a different spacing intro-
duces so many seconds and thirds thay, for all practacal pusposes, the chord
is a differemt one aliogether.

The thematic fourth chord of Schoenberg's Saks Mane Klesirmticke, Op,
19, No, 6, shown in example 16, s precisely the sort of “tone-patch” of which
Barwok wrose. [rs identiry & inseparable from its specific spacing. Were we 10
Bave the temerity to respace the same notes, as in rxample 17, we woukd
discover that everything meaningful in Schoenberg's piece had evaporated.

In Hindemith's music, we find examples of fourth chords which retain
thewr identity with inversion or respacing as well as those that do not. In the
excerpt from Die sier Temperamente shown in example 18, the spaciog is such
that cmly perfect [ifiba, perfect Sourths, amd major seconds appear. The
chords arc percemved not only as foarth chords but as sversioms of the same
or similar fourth chords, as shown in the harmonic skewch in our example.
Examgple 19, from the same work, shows 2 different situation, The direction
and the coberence of the progression is desermined 20 a great extent by the
descending scale in the bass. Only the last three chords in our example sound
hike fourth chords, The harmonsc sketch appended 1o our cxample shows
bow all the chords could be analyzed as fourth chords through respacing.
Bat we submit that such an analysis in this context is wrong: the spaciog of
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Example 18. Paul Hindemith, Theme and Vanations: Die sier Tomperamente,
Fourth Variation, “Cholerisch,” mm. 1.2,

Example 19. Paul Hindemith, Theme and Vassations: Die sier Tomperamente,
Theme, mm. 29-30.
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ihe first 1wo chards is an snseparable part of their identity. Any attempt 10
apply the concept of imversion is misconceived.

The treatment of third chords is simalar, even though they are the nucleas
of the waditional system. Thisd chords composed of three or four eotes—
triads and seventh chords—are casily inverted and respaced withost alvering
their identity or function. Bat, as with foerth chords, the more notes con-
tained in the chord, the loss stable it is under mversion. Unless eleventh
choeds, thirteenth chords, and higher-order thard chords are spaced so that
the array of thirds prodominates, they lose their characterstic sanority, and
their identitities.

The fist chord in example 20 & the opening chord of Webern's Three
Small Picces for 'Cello and Plano, Op. 11, No. 1, a chord consisting almost
entiredy of thards. To reduce 1t 10 cdosed posstson, a3 in the second choed of the
example, would expunge the sound of thirds, and change it into something
else entirely, something quite unseited 10 Webern's piece. But a different
arrangement of the same pitches, ooe which maintaing the same wide range,
as in the third of 1he choeds of the example, would for all practical purposes
make yet another, equally unswitable chord.

It is almost superfluous o note that chords built of seconds, to the extent
that they are meant (o sound hike dustery, cannot be respaced oe imverted
without ceasing o sound as such.

Nonfunctional Harmony: Chords Composed of a Mixture of Intervals

If we examine a few examples of nonfunctional harmony that use choeds
composed of a mixture of intervals, we find that no appeal to the concept of
inversion is possible in their case, as well, In the progression shown in exam-
ple 21, from Baredk's Improvisations, all the chords except one (the second
chord ka m. 1) are triads in root pesitson, albeit with additions. The melody
of this passage is heard in the preceding foor measures (man, 5-8) but in the
left hand amd harmonized as the roots of varioss triads.

It is tempting 10 analyze the whole passage in terms of triadic harmony.
Stuart Thyne has done 5o in his analysis of this work* In the example accom-
panymg his analysis, Thyne marks certain “relevant™ notes in the melody,
notes that relate o the madic accompansment as coasonant chordal mem-
bers temporarily displaced by disonances, In example 21, thoe notes are
marked with an r, as Thyne has dooe in his example, Thus the note “rel-
cvant™ to the G-flat major triad in m. 10 is the B-flat that soonds two quar.
ters later. But with the problematic second chord i m. 11, Thyne is foroed wo
admit that “the redevant note G is no longer a note of the triad but a sevemth
to i With the chord in m. 12, his system beeaks down completely: “In bar
12 the redevant E-flat is an added sixth.™ 1f one chooses (o apply the concept
of mvertible chords, the second chord of m. 11 could be considered the sec-
ond leversion of a seventh choed on A, But such an idemification is useless
and meaningless in this nonfunctional coateat,

Taking this chord at face value and not as an inversion, we note an impor-
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tant harmonic fact: the top amd bottom motes of the chord are a semstone
apart, just as they are in the second chord in m. 10, OF the four measures in
the exampile, osly the maddie two contain this sharp dassanance. [t the rise
aed Gl of the level of dissonance, more so than the progression of implied
triadic harmonics, that helps to shape the phrase.

The excerpe from Schoenberg's Piernwt Lamaire shown in example 22 repre-
wents an entirely ditferent harmonse sataatsan, but one 1o which the concepe
of tnadic inversion is just as irvelevant. The total kack of 1onal onentation is
exacerbated by comstant voice crossang which intentionally prevests smooth
woice leading. Thas it is surprising to note that more than half the chords
shown in our example are oedipary triads, The chords 1a 1he example are
numbered consecutively for referemce; numbers |, 3, 5, and 6 are all inver-
swons of the same disinshed triad; numbers 7 and 20 are 1o inversions of
the same avgmented triadd; and numbers 8.9, 10, 12, and 16 are minor triads.
All the remainang chords are pontradic. 1o this context, the trsds do not
operate functionally, and their ddentities as either root position or imverted
trads are of no use in analysis

Example 23 cootains another passage from Barték’s ITmprovisations,
whach beging with a pedal posat on the bass C. With regard 1o this passage,
Stuart Thyne again makes an oblique appeal to inversion: ““There are three
distimet tonal planes i the opening bars: Cthe key of the piece, A-flat
major-minor—the central chord, and B (C-flat)—the key of the melody, the
secomd of these acting as the link between the other two."™ By ddeatifying the
supposed root of this chord as A-flat, Thyne implics that it i in the first
inversion. But if C s the weic (and indeed the bass of the final dvord of the
picee is also C), why should the opening chord be thought of as built ve any
note but C?

Redinquishang the idea of snverssons, we find an this example a chord whose
ouler motes are a ninth apart. Beginniag at m. 7, as soon as the pedal stops,
the whole piece is harmonized with simalar chords whose outer notes are
separated by chther a minoe ninth or a major seventh. Many of these could
alsa be construcd as major-misor chords, but then the whole piece would be
seon to consist of first inversions, a strange description for a picce with such
thumping cadences. In the absence of functional roots, there can be no
invenson,

Serialism and Inversion

One of the weakest limks in the theary of sexmalism is the ostradiciory
status of the octave. Schoenberg, in his exposition of dodecapbony, forbads
ectave doubling, because of its supposed tendency 1o unhalance the equality
of the twelve pitches and to hint at a tosal conter™ What he actually explains
in detail is the avoidance of the same pitch in a melody and its accompani.
ment at the same time,"' These proscripisony are, by and large, obaerved non
only in dodocapbonic, bat in all serial masic. On the other band, octave
displacement of single piaches &s 10tally disregarded, so much so, that 1he
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Example 20. Aoton Webern, Theee Senall Pioces for "Cello and Prano, Opus
IV, Number |, m. L.

Example 22, Arnold Schocaborg, Pierrot Lusaire, Opus 21, Numbser 4, “Einc
blasse Waschenn,” mm. |-6.
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Example 23. Béia Barvdk, Improvisations, Opus 20, Number 8, mm, 1-12

theory speaks not of pstches but of pitch classes, not of istervals bot of inter-
val classes. The identity of pirches an octave apart is thought 10 be so obwi-
ous a8 mot o require meation, jast as the idemtity of complementary intervals
is thought to be 50 obaious as to render their consideration superfluous.

In the linear sspect of mussc—that sspect which serialaam claims to have
wially rationalized—the identity of octaves is manifestly untrue. A melodic
line that leaps up a magor sixth is sot the same & one that descends a minor
third. In the vertical, harmonic aspect of music—which serialism sees as
barg derived froen the linear—at is only i functional harmony that oclave
displacemont can be disregarded.

In fusctional harmsony, octave displacement of amy of the members of &
chord changes the spacing and the timbre, but not the identity of the chord.
Even imversion—octave displacement of the root so that it i no longer in the
bass—does not change the identity of the chord. Thus, any spaciag of a
functional chord, asy combination of octave displacement of its members, is
peroeived as ane manifeseation of a prime form represenited by ity theosetical
closed position,

In serial music, chords are considered 10 be samuslaneities, members of the
series sounded together instead of consecutively, The fact that the members
of a chord may be adjacent members of a series is quite irrelevant from the
Barmonsc poimt of view. Both the salient imtervals of a chard and the voice
leading of prominent parts might casily have nothing to do with the original
series. Simultaneitics, in the sense that they are chords, are simply noafunc.
tioaal chords in a noafunctional context. Such chords are not amenable o
version of respacing: mo supposed octave tramsposition, no theoretical
chosed position, can explain them.

In sammary, inversion is not a universal property of chords, but only an
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attribute of traditionad, funcixmal harmony. The demise or loss of invenson
s ane symptom of the dissolution of the traditional harmosic system. lover.
sam s only possibile when the fallowing conditions arc met: the chords arc
asymmetrical and comain three, fowr, or ar most five notes; rooes, chord iden-
tity, function, progression, and weality are standard or unambaguously un-
derstood from the context; the vosces are not led through parallel motion over
a wastained bass, Owiside the area circamscribed by these limitiag condi-
tioms, the sounding bass must be underssond 10 be the functiosal bass,
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“Colored” Musicians in Cape Town: The Effect of
Changes in Labels on Musical Content

By Erica M. H, Mugglestone

The study of South Afrscan urban music as a sound phenomenon divorced
from social comext can be rather like chasing a will-o'theswisp; the music
may change labels but not content, or content but not labeds, and, like the
labelling of the South African population itself, it may do so frequently.
These frequent changes reflect a struggle now taking place in the urban envi-
ronment for fall rights of citizenshap for all population groups, a struggle
brought on by the carrent phase in the idecdogical development of apartbead,
Urban South Afrcan music can be studied as an isolated sound phenom-
enon, but a more fruidful approach will 1ake ino account the struggle for
cthaic identity by treating the music in termy of group interaction,

In this paper, 1 shall discuss bricfly the changing concepe of ethnicity in
South Afrsca and the role ot plays in the policy of apartberd, 1 shall rebate thas
to the music of a Colored Muslian minority im Cape Town, known locally as
“Cape Malays" In essemce, | have found thar changes in the styde of urban
Soath African Colored music have litthe or mothing to do with mirmsic moti-
vatioa—with modernization for its own sake, for example. Instead, these
changes reflect the current stance of either dlaaming panty with White cul-
ture or asserting political alignment with the Black population.

1 ahall began by introdueding two important concepes: the idea of ascribed
versus achieved uknmy. and the concept of micro- versus macrosociological
levels of interaction. Scene years age Ralf Dabrendo! commented on the
“refeadalization™ of socicty, by which be meeant the return of ascribed rather
than achieved characteristics. In the context of South Afrscan npmhl, wlen-
tity i ascribed; it i Jognlated according o biological and regiomal ongin. In
other parts of the world one may achieve an Mentity. In Noeth America, for
example, one often achieves what may be called an ethnac “American” ien-
tity through the accumulation of wealth and the comcomitant abandonment
of oee’s raditional ethaic ties.

The sccial stratihication of South Africa was founded on “racal” ascnip-
tion and rendered static by law. The “race™ or “dlass™ of Coloreds s deter-
mised by this ascription. For example, the Population Registration Act (No.
30 of 1950) and Proclamation R 123 of 1967 defined Colored as a scparate
political and cultural label, as neither White nor Black.

Ascriptive ethnicity plays a fundamental role in determining the dynamics
of group interaction, The racial system of stratification is impermeable; the
twin categorics of physical appearance and legal status drastically circum-
scribe one’s choices, particularly that of group allegiance. Even iff phiysical
appearance allows assimilation into amother group, 5t & effectively precluded
by legal ascripcion.

153



Two general levels of socal isteraction can be descnbed by the terms mi-
cro- asd macrosockologacal: the relationship of the individual 10 the group is
microsociological; relations among groups are macrosociological. In this
sense, Ovlando Patterson viewed ethaicity as essentially micresociological in
its terms of reference.” In South Africa, however, any sociological sty mast
be boeh macro= and macrosociological. Whenever individuals meet they rare.
by transcend their awarencss of grosp affilaations, One must be continually
aware of this stare of affairs especially when dealing with South African ma-
s3¢ in an urban setting, where many groups, cach with its own rigid ethaic
ascriptions, are brought frequemtly into murual contact.

In the last two decades, the offical docription of South Africa’s cthaic
population has changed. Until 195 the decennial census taken of the none
White population groups enumeratod Coloreds amnd Asians a3 2 single entity,
The 195) census subdinided the Colored population into seven subgroups
according 10 the mitial racal defisition of ethnicity, namely, Cape Colored,
Malay, Griqua, Chinese, Indians, other Asiatics, and other Coloreds. When
the question of Asian status was fisally resolved i the sixties, Chinese, Tads-
ans and other Asiatics were classifiod as a separate population groap. The
1982 Offcial Yearbook of the Republic of South Africa Lisis ondy two Colored
saubgroups, the “Cape Malays™ and Griquas, According to the 1980 census
figures, the “Cape Malays" foem roughly six percent of the 2.5 million
Coloreds,

Iromically, however, the term “Cape Malay™ never delimeaved an ethnse
group m terms of Baological or rogonal angin, as it was, and often still is,
assumed o do. Hissorically, the Coloreds are the ofspring of sexual relations
between Whites, Khoakhoi, and slaves, convicts, and political exiles intro-
duced by the Dutch East India Company. The relatively small number of
convicts and political exsles came predominantly from Company terrisorial
possessions in the East Indies. The slaves stemmed from four distinet goo
graphical and cultural areas, India and Sex Lanka, the Indoncsian archipela-
go and Southcast Asia, the cast African coast (particelarly Mozambique)
and Malagasy, and finally Angola and West Africa. The carly polyglot Cape
population communicated by means of Cape Dutch, Malay, and Creode Pos-
tuguese. Until the midnineteenth contury, the Caolored Muslim minority cons
tinwed 10 spice ies Dusch/Afrikaans with a smattering of Malay, hesce the
local pame for thes came into existonoe,

The change in the oficial ascription of ethnic identity has affecred the self-
ascription made by the various son-White populations. They see that in one
sease the theoretical and ideological framework goverming the political use of
ethmicity has shified from racism o pluralises; ethnicity among snon-White
popalations is now based upon cultural differemors, Reacting to this change,
the Colored Muslim minority at the Cape rejects the name, “Cape Malkay,"
as a label serving discriminatoey ends.

In serms of culture, they argue parity with the White population. The only
discornible differemce is one of religious practice, which they hold o be irrels
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evast sance religious freedom is observed, Islam & a respected relagion, and
religion does mot define culture. They ope 1o identify themselves in national
terms as “South Afncan,” 1o which they may ally the sill broader identifica-
tioa with Islam as a world religion by callisg themselves “South Aflrican
Musdims™ or “Cape Muslims.” The group’s rejection of ethmicty brings it
o line with the same political stamce adopted by the broader Colosed and
Asian popmalations.

It should be noted, however, that the Colored and Assan populations gen-
erally defime themselves polstscally as Black, despite their chaims for cultural
parity with Whites, Because of offical ascnption, Blacks, Colored, and
Asians share a political stance. Despate changes in labels, in thas sense the
fundamental pattern of growp interaction in South Afirica has remained rela-
tively uschasged.

Let me summarize beiefly the social context in which the music of the
“Cape Malays™ must be viewed, before | proceed 10 specsfic illastrations,
Their social status is determined by ascription: politically they are comsid-
ered and they consider themselves 1o be non-White;, culturally, however, they
consider themselves the equals of Whites, Because of this complex pattern of
ethnic ascription, social intercourse is both micro- and macreseciological.
The awarencss of cthaic distimction permeates all forms of social mteraction,
This complex sivaation underlics and determines 10 a great part the meaning
of muasical activaty.

Singing competitions have loag been a feavare of the cultural life of all
population groups. They are oeganized along the lines of thave of the Welsh
coalminers, and are often even describied as Einteddfsdaw (the torm refers w
ancient Celtic burdic competitions). The “Cape Malay™ version was begun
m the late thirties. Colored recreational chubs, usually comnected with some
sport, have provided an important social venue for males and at the same
time an answer to White exclusiveness, In the absence of other emtertain-
ment, such sporting clubs would often get wogether to sing, and a competi-
tioe hetween these “ebonrs’ was initiated, It is anill an asnual event, takiog
place in Cape Town in kate Janwary. The adjudicators are usually Whites. In
former times they were local dignitaries (such as the Mayor of Cape Town)
who frequently had no isterest sn music or musscal traming. Today they are
ussally local musicaans who judge the chodrs on such parameters as diction,
balance of wee, retention of picch, and 30 on.

Choirs compete in fowr categories of song; these may be sdentified as the
“Nederlandse lied"” (songs with Datch texts, sung n a particular style), the
“eomic song,' the “combined choeu,'" and the “solo song. "’ Fram the White
viewpomnt, the first two categories are comsidered traditional and therefore
favored, while the last two categories are seen as oo imitative of White mu.
sic, eapecially as the sodo sang s ikely o be chosen lrom an operetta, masi-
cal, or current popular recording.
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From the "Cape Malay™ point of view, the last two cazegories are the most
important. The cholr that wins the trophy in either or both categorics gains
prestige, at least for the next year. In a socal milieu in which the Cologed
male's opportanity w excel is so limised, music provides & significant means
to gain prestige, In this context then, any analysis of the competition as an
inragroup contest must take cognizance of the crucial intergroup relatsons,
2 here between “Cape Malays™ and Whites.

The contest for the category of combaned chorus poses a special problem
for the “Cape Makay™ participants, The soags for this competition are patri-
otic. In light of the political alienation of Caloreds from Whates, these songs
are distiked precisely for this sentiment.

In this competition, the “Cape Malay™ composer is drawn by two antago-
nistic, self-ascribed dentities. On the microsocological leved-thar of indie
vidual to group—he must provide has chorus with a wannisg song, ome that
will appeal to and stress equality with Whises. He must do 0 even if be fimds
its topic distasteful in macrosockological terms, in the political terms of Col-
ored versus White. The chorus is drawn by two similar antagomistic attrac-
tons: a8 cultural oquals to the Whites, they strive for greater prestige; bue
they also recognize their political incquality, a stance that manifests itself n
distaste for the patniotic sentiment.

My sccond illustration perhaps better reflocts the recent shifts i sell-as-
cribed ethnic identity among the “Cape Malays." [ shoald explain first thar
the Coloreds experienced the full smpact of gpertheid with the implementation
of the Group Arcas Act. Cape Town has always been a more liberabminded
caty, so that choice of housing was lsgely determined by coonomic means,
This meant that certain arcas became White or Colored ressdential arcas,
while in others Whites and Codoreds were meighbors. One such arca was
District Six, which has been rezoned as a White area, The residents were
moved 10 new housing in the allotted areas on the Cape Flaes. People who
had dwelt in dose contigwity now found themsches i separate subsrbs
males apart. As in most modern cities, transportation tends 10 be arterial.
Therefare, 10 traverse the city to visit old frsends can be difficslt, tinse-con-
summing, and costhy. The social bisterness engendered is not hard 10 imagine

The musical show Carmizal la District Six lamented the demise of Diserict
Six, which is now remembered nostalgically and mythically as representing a
goldem age of racal harmony, The show is but the latest im 2 long line of
urbans Black musicals which characteristically take the form of a variety
show. The foemula i suceosful ay it allowy a loose plot to connect & series of
otherwise discrete stage events such as a solo song, a chorus, a comic or
dance routine, a dramatic sketch, and so an. Most if sor all of the musicals
with a Black musical content were the products of collaboration between
Whites and Blacks in Johannesburg. Examples that come o mind are Ike
Brooks” Zeat, Alfred Herbert's Africen fazz and Vartety Shose, Kig Kemg (which
has nothing to do with the ape on the Empire State Building, but is based on
the life of Ezeliel Dhlamini, a heavyweight boxer who murdered his girk
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friend), and Jgé Toouby.

To the best of my knowledge, the Colored musical did mot imvolve White
collaboration, at least i itx creation, and i remained a trwe variety show,
rather than deliberately created to resemble one. By this | mean that the
componer had 10 build his show around the particular skills and repertory of
individual performers, so that only certain items were devised specifically for
the shone’

Choices shaping a sound phenomenon are best revealed in those items in
which a composer has some freedom. One sach item in the show i “Neder-
landse lied,”” whach category, it will be remembered, has ascribed to it tradi-
tional status. The song in question, "Rosa,” is also the best known of this
type; im terms of the “Cape Malays™ it bax the same strength of association
as “Walwzing Matilda™ with Australia. The song is presented in the context
of & sketch depicting preparatsons foe a choral competition, here the “Coon
Carnival™ from which the show derives its name. In this context it would
have been appeopriate 1o have used the song unchanged. However, the com.
poser chose 10 render it as & modern popular song. The traditional style is
that of a leader who embellishes the medodic line, with a choral respoase
towards the end of cach phrase. The updated verson retains the spirit of the
song, but the treatment of the chorus is now much more that of a vocal
backing group.

The compaser chose a modern rendition of “Rosa™ and thus sacrificed s
traditional identity. Me did so in sccordance with a self-ascribed cultural
alknity to the White population, o claim parity with White culture.

Om the other hand, the instrumental interludes of the show are arranged 10
rellect political affinity with the Black population. They wse the instramenta-
tion, and 10 a large extent the structure and style, of Johanneshurg marabé-
derived jaxe and buels. The choice of instrumentation s partly dictated by
avaslability. Tt may also be affected by familiarity with thas style of urban
Black wownshap jaxe, as there has always been a good deal of imerchange
between Colored and Black musicians, These factors, however, do not com-
pletely explain the choice of a Black instrumemal style here, particularly as
the subject matter of the show & nol concerned with Blacks. Instead, the use
of Black music accords with the sel-ascribed political allegiance 1o the Black

Lo,

My point i that the componer demonstrably commands the ability 1o use
different styles. Beanng in mand the political alignment of Coloreds with
Blacks, the general theme of the show, and the fact that it was taken oo tour
throughout South Africa and played to White and Black asdiences, | suggest
that the choice of musical style for the imterludes makes a covert palitical
statemnent i the same way as the updated form of “Rosa™ does. The two
statements differ markedly in content but not in kind.

My conclusson s brief | have argued that, in the urban environment in
particular, musical expeession may be manipulated as 0 means serving a
varsety of ends, Both meass and ends can caly be determancd by asalysis that
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takes into account the specific social dynamics of group nteraction and the
context i which a sound phenomnenon takes place.

NOTES
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Advertising and Latin Music at a New York City
Jazz Club: Interrelationships That Shape the
Musical Event

By Jaxet I, Sturman

This study was designed 10 imvestigate the role of advertisement i the
presentation of safss, an cthmically defined, urban popular music, in a New
York City jaze club. During a study of the correspondence between presenta.
tyom Sormat and advertisement policy, it became increasingly clear to me that
mushc &3 & sound prodect was caly a part of the 1o6al unit of lavestigation. Tt
also became clear that, in explaming the dynamic that shapes such an urban
music event, the interaction berween musical and sonmusical components
must be taken mto account,

Advertisements, by definition, are designed to create a product image that
appeals 10 a target audience.’ 1n this case, the titke of the Latin mussc senies,
“Salss Mocts Jazz,” serves as an important marketing device and is wsed
consistently in advertisement and promotional contexts. As with all adver-
tisements, one can assume that the title of the series embodics a certain
purposeful manipulation of what acteally takes place during the perfor-
mance, The club's advertmements emphasize selectod Seatures of the “Salie
Meets Jazz™ series while igmoring other features in order 10 attract a target
asdience, The word “meets™ i the tithe ambiguosshy suggests 2 unson of the
two kinds of music, but exactly how salse “meets" jaxz is not explained. Nei-
ther the format of the serses, noe the proportions of the compoments in the
implied mix can be deduced from this titke. To explain the nature of the
advertisieg for the SM| series and s rolde in shaping the masical event, cne
must take ino account the participants (the audience, the musicians, the
stafl and proprictor of the club), the soco-cultural comtext of the perfor-
mance venwe, and the musscal product. In the latter case, e must conssder
both its current and waditional formats.

As | bogan this stady, | fund ihe frequency with which New Yook jaze
clubs feature performances of Latin music groups om a regular basis quise
sriking. The Village Gate stands out as an example of a jaex club that has
elected to present Latin music on a woekly basis. Advertisements and public-
ity notices for the Village Gate's Latin musac series entitled "Salea Meets
Jazr" appear regularly in the New Yook Times, the Village Foice, and the Dadly
News, three newspapers whose combined Groslation reaches a large hetero-
geneous popalation in the New York arca. | was struck by the fact that,
although the kind of Latin music known as salsa appeals primarily o & His
panic audicncr, the dub decided to advertiae in the newspapens cised above,
rather than in publications catering solely 10 Hispanic readers. This prompe-
ed my nterest in the motivation behind the series and how this motivation
relates to the club's advertising policies.’
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Every Monday naght the Village Gate peesents an established Latin ssusic
group—for xample, Tito Peente and his Latin Jazz Ensembile, Machito and
his Afro-Cubans,” serengue artist Jobnny Ventura y Su Combo Show, El Gran
Combo de Pucrto Rico, or Jorge Dalto and his Inter-American Easemble. A
well-known jazz sololst Is invited to sit in for caly one namber of cach set the
Latin group performs,

Since the dub opened in 1958 its presentations have ranged from poetry
readings 10 punk rock, but as ity owner Art D' Lagofl asserts, “jaxe works
best,” and the Village Gate is primarily known as a jazz chub, This assertion
prompts one to guestion why there is & peed for salse in & dub where “jacz
works best.” According to I'Lugolf, the series, which began in Apnil of 1980,
was nitially istended o caplitalize on the improvisational oppoetusities
shared by both jazz and salra. The Village Gate's association of Latia music
with jazz is not unprecedented. In the 1950s Hispanic musicians on the East
Coast performed with jazz musicians and created music with 136y 0 the big-
band swing seyle, in particular its brass and reed arrangensents. This music
was oftem referred to a8 Latin jazz. Durisg the 19605 and 19705, Latia mus-
cans began to take renewed pride im the African featares of their music, and
it = during this period that the word salse was applied 10 Latin mussc.*

The word selsa, the Spanish word for sance—especially bot sauce—was
originally used, like the word soul, 1o indicate the quality of a performer or a
performance. “Music played cm salia is hot, gutsy or soulful,"™ The term is
now widely used, although with some controversy,” to describe comtemporary
urban Latin music, & music tradition that can be traced a1 deast ay far back
as the 1940s. John Storm Roberts explains that sslse bands evolved as a
combination of the cagjanias, dance bands that featueed voices asd trumpets
agamnst a background of conga and bongo drumming, and charangss, dance
archestras in which futes and violins played melodies of European-derived
dances.”

Salss s dance music. “Salse rhythma,"” Roberts posnts out, “are based on
Afro-Amencan dances such as the bolers, cho-cho-cha, maegvaws, passechs,
mambe, and the sse wontins.” The unifying rhythm in a salss picoe is cleve,” a
term that refers 10 an ostisato-like rhythmic pattern as well as the pair of
hardwood sticks most often used to artsculate that patters. Even of it is sot
articulated, the deve must always be felt. [t forms a time-linc, creating what
Friedman and Singer refer 10 as ""the backbone around which other sounds
are mterwoven and orgazized, ™ In addition, a dase rhythm i often clapped
by the listeners at a selsa performance as a sign of enchusiasm and musacal
appreciation,

As o jazx, improvisation is an imporcant feature of wlia, Most salse picoes
include scanc variation on these three basic sections: an mtroduction, or
hexd; a mostuse or covw section, where the lead singer sings verses in alterna-
tion with a repeated vocal refrain sung by two or three singers (the com); and
a gwijes or mambs section where an individual instrumentalist will improvise,
staying in dlave, of course, while be & supported by rhythmec and harmonic
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mimnmpnfotmcdbydwmtoftkm At various points the brass or
roed players may insert short, repetitive, melodic passages {nfls) sonsctimes
referred to as medes 10 act as 2 kind of high-tension obbligato to the playing of
the full group. The opportumitios for improvisation n i always require
the perforemer 1o adhere 10 the dave; this s ot a characterstic of standard
Jxz improvisatson,

Althougbanamlgamtmofnluudjm is suggested by the title of the
Village Gate series, a mix is mot really accomplished during most of the
sessions, mor do the types of mesic recrive equal time, A succossful wnion
would require that both the sslse element and the jazz clement be perceived
as contributing to & usified sumber. Yet in performance, the brass and roed
performers in a salss band froquently drown out the attempes of the jaxz
wolosst, Even in the more saccessfial combinatioon of whe and jazz, ralss is
certainly the dominant partner. The jazz artist is on stage for only one num-
ber, and because he is playing with the salse band that number is shaped by
the sslse performers and the roquirements of sela rhythms and harmony.

In discussing the origin of the series, cofounder Roger Dawson explained
that be fedt that the chord changes in ssdie’s harmomic structuze are not s
varied as they often are in jazz, and thus be felt that he coudd ask a jazz
pecformer 10 come in and play through a Latia sumber without having 1o
rehearse.” Despite certain similarities betwoen jaxz and safss, the addition of
a jarz soloist does not always peove 10 be as sisnple as Dawson implied in
that carly asscssment, It helps il in addition 1o being able 1o follow the chord
changes, the jaxe: soboest is also (amillar with salie patterns, especially
rhythms. The most sucoessfial integrations of jazz mto the salia framework
that | observed ocourred when the jazz artist was also a Latin musician.

There w, however, no doubt that performers oo the Monday night seres
often try to produce music that matches the advertisement image of salw
“meeting' jazs. Even with the comstraints described above, there are eve-
mings where, in ome piece, rala does seem to blend with jazz. For example,
when the Cuban jare saxophonist Paquito D'Rivera [sic| joined forces with
El Gran Combo, 2 Pacrto Rican salia group, the combo's lead vocalist incoe-
porated D'Rivera’s first same into the lyrics of the verse and then encouraged
the audience to ssng his kst name ax the core response. In the third section of
the number, the improvisation or masbe section, the comba dropped ost and
allowed D'Rivera complete freedom with bu solo,

With froquency the guest jaxe soloiat is alvo a Laten musican, This under-
scores selsa’s strong ethmic assocations. Although the Village Gate does not
stress these ethinic associations in any of their advertisements, it is clear that
cthnic sdemtity plays a very important role in virtually every aspect of the
SM| series. The lyrics of the songs performed are sung only in Spanish, and
petformers encourage, and even expect, their andience to sing the s res
spomse for vanous numbers. Ansouncements are wsually made ia Englh,

but frequently performers tell jokes or offer explanatory comments in Span-
ih. The audience & encouraged by the master of ceremonies o clap & dlase
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rhythm before and during performances to demonstrate appeeciation, ander-
standing, and enthusiasm, Patrons are emcouraged to dance Latin dances
such as the guaguence and cha-che in addition 1o salse. Quite simply, the behav-
jor of the patrons at SMJ events tends 10 separate them into two broadly
defined ethmic groups, Hispanic ard noa-Hispamic—those who are expected
o understand and partiapate fully, and those who are not.

Hispanic is used here 10 refer 10 those people who identify themselves in
terems of their Latin-American or Iberian beritage, mo matter what their spe-
cific national association may be. Though in the minority, there is always a
group of non-Hispanic patrons. This minority is beterogencous in its ethnie
compositiom and always includes a number of students and tourists, Though
the non-Hispanic group is in the minority on Monday nighes, they seem 10
form the majonity on other nights of the week at the Village Gate,

The Hispanic auvdwnce could be broken down into groups according 10
more circumscribed, saticaal asociations; New York's Spanish-speaking
population reficcts a broad spectrum of nationalitics: Puerto Rican, Coban,
Deaminican, Venezuelan, Ecuadossan, among others. Hispanic patross at
SMJ do not respond, however, as membery of these subgroaps, but as mem-
bers of ome large Hispanic group.”

Sociologists have long realized that “an essemtaad feature of any group is
that its members have something in common and that they bebieve thar what
they have in common makes a dilference.”" One featuse that the andience as
a group shares is an active role in supporting Latin music, and a lage por-
e of that group & Hispanic. Despite Latin musicians” atiempes o reach »
larger, non-Hispanic public, ralsa’s heavy rdiance on Spanish lyrics bas kepe
it from receiving substantial recognition among noe-Latins. As & comie for
the New York Timer, Robert Palmer, explaine: “The movers and shapers of
Latin music and the performers whose names arce famaliar in every Latin
household bave rarely tasted the advantages that come with magor record
label affiliation, airplay on pop and progressive radio, and exposure to other
media."™

The Village Gate's primary printed advertising routes are those English-
language publications that reach a cross section of New Yorkers, particularly
those within a maddle lscome bracket o above: readers of the New York Thmes,
the Daily Newer and the Vitlage Fosce, Artacles and listiogs frequently appear n
New York Magezine, the Naw ¥orker, and Lotin N¥, and the club makes use of
the SMJ sponsces (a radio statios and a fast food chain) w belp them reach a
still larger public.” The advertisement copy, particularly the titke of the se-
ries (with its rediance on the word selss), and the media chosen by the Village
Gase for their sdvertising suggest a targer awdience that is ethnically
marked—in this case Latino—but not exclusively 30, Members of thas target
audience are English speaking, most likely familiar with Latin music {since
w0 attempl i made 10 decribe salss in the advertmvenments), and are, in socio
economic terms, middle class or abunve,

The Village Gate has tailored its scries so that Latin music, here labeled as
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rala, takes the dominant role, thes parallelmng the size and etbnic diversity of
the Latin component of the audience, and yet jazz is still indoded, thus
paralleling the non-Latino portion of the target audience.

The shared features of a common language and a common support for
Latin music become impoetant in light of the effoces of bonh the salsa artist
and the proprictors of the Village Gate to reach as large a potential audience
poal as possible. Lavin musiclans have attained some of their non-Hispanic
support through their assocations with jazz musicians. Two Latin musscians
who regularly appear on the SMJ series, conga player Ray Barretto and
timbalist Tito Poeste, have openly wsed jazz elements in thesr music and are
frequently referred o as Latin-jazze performers,

The jazz component in the SM| advertising and program format suggests
that potential patrons can expect the physical set up of the club to differ very
lirtde from the set up om other nighis of the week when jaez may be the caly
kind of music featared. For the most part, jazz patrons expect to sit down at
tables and drink while they listem 1o the music. They rarcly dance, and there-
fare wouk not be dismayed by the meager sccommsodations that the Village
Gate provides for dancing: the club seats 450, but not more than seventy
people can dasce at any one time, Once again, the Village Gate demon.
strates a desire to attract a heterogeneous audience by presenting Latin ma-
¢ associated with dancing in a setting familiar 1w an audience accustomed
10 yust listeniomg.

Admission prices 1o SMJ range from $8.00 to $20.00 per nigh, depending
wpon the performers, Patrons are required 1o purchase a1 beast one drink—
drinks cost a mimimum of $1.25-—per set, in addition to the admission
charge. These prices are high but not out of Line with what one might expect
10 pay at amy downtown jazz chub. Such prces also indicate that the Village
Gate & interested in attracting patrons with middle-class incomes or above.
The club's unswcoessful efforts 1o sell tckets through outlets in East Harlem™
suggest that the Hispanic patrons at SMJ are not from the less-affluent His-
panic community of East Harlem, but instead are reprosentatives of a mid-
dle-class segment of New York's Hispanic population, a group that
sociokagnt Mileon Gordon migh refer 1o a3 an Eth-Class because of the
mtersection of ethmicity and soco-cconomac class. ™

The musscal products of SMJ are not only tailored 1o attract a cosmopolis
tan, middle- to upper-incume chicntele, but the product o advertsed in pars
ticular media and in a manner that make it desirable (o its target asdience,
Ads appear in English-language newspapers read by the larger New York
socicty including 2 senaller group thereol, the Hispanse readers of English.
The catchy SMJ Babel highlights the two musical componeats and presents
them in a foem that will attract salse bovers, jaze lovers, and fusion aficiona-
e, But the advertising ignoces the relative importance assigned 10 cach
compoment in actual practice by wsing the word “meets™ and, thus, evades
the issue of whether jazz and salsa fuse o combirse successfully.

In summary, many features of the SM ] serics that are not overtly articulat-
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ed i the advertisements are the very features that respond 1o and help shape
the musical performances. Once one understands the type of audience thay
the Village Gate s trying to attract—ol middle income or above—and the
corresponding response of New Yorkers, them it is not surprising to see salsa
groaps from many differesst Hispanic countries, with many different musical
styles, performang on the same series together. The word salie, in the comtext
of the SM], functions as an wmbeella term for Latin musse and it is accepied
by patrons who, in the astensibly non-ELatin setting of the Village Gate, sub-
merge their more circamscribed mational identities in ceder 10 form 2 unied
Latin audience to support and enjoy Latin mussic.

My analysis of the SMJ series indicates that neither the musical event, nor
the musical product in an urbun area can be completely understood without
careful conssderation of factors that echnomusicologists frequently refer 10 as
“extra-musical” throughout the course of research,

The Village Gate is a commercial enterpnse cager o attract a clientele
with the abdlity 1o pay thewr prices, who accepe the club’s implied rules of
social bebavior; ethnic identity 1 & secondany comsideration Sor the propri-
etors. The cdhub's praprietor made this perfectly clear when he stated: “'We're
mterested in customers who pay cash,"" Hemer, SMJ presents two bighly
salable kinds of music in a specially desagned format.

The Hispanic dientele of the SMJ sertes responds peimarily as = Latino
group. National distinctions—Puerto Racan, Dominican, and so forth—
have secondary or lintle significance. The maddle or upper socio-econumic
bracket of this Hispanic group can be reached through the kinds of media
used by the Village Gate in advertisemsents, and these advertisements reach
mon-Hispanses in the same socio-ccomomic bracket as well. Therefore the
arget audience can be descnbed as beterogeneous. In practice, however, the
andience at the Village Gate's SM] series can be more completely explasned
by reforence to the sociclogical comcopt of EAb-Class, a combination of ethnic
allliation and soco-cconomic bracket, rather than by sknply referring 10 2
common intorest in aither jazz, or ssiss, or both,

Through the selection of printed media and the choice of titke, SM] adver.
tistng brings together a specific kind of musscal product and a specific kind of
consumer. The consumer response to the scries has belped 1o insure that
Latin components dominate the musical preseatation. Patrons accept differ.
ent kisds of Latin music——ranba, merengae, Latinjers, and solia—as sypects of
onc umbrella term, sslse. Likewise, Hispanic patrans respond not as many
separate groups defined by their individual naticsal affillations but as one
allembrucing Latino group defleed by the beoader ties of 2 shared language
and culture.

The relationship of advertising and masical performance is a dynamic
one: they mutually affect cach other An usdlenstanding of the mteraction
among the many factors imvolved, omly some of which are overtly musical, is
needed 10 explain the role of advertising as well as boch the foem and func.
tion of the musseal series discussed above. [t i hoped that this study, despate
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its specific focus on Latin music in New York ity jaez dubs, illustrates the
necessity of considering music as only a part of the 1otal object of study when.
ever a roscarcher confronts arban masical phesomena,
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Dagaba Xylophone Music of Tarkwa, Ghana:
A Study of “Situational Change™*

By Francis A. Kebina Saighee

The difference between rural and urban life can be dramatic: particularly
in coustnes that are yet 10 be (ully ndusirialized, the behavior of ewral
dwellers contrasts greathy with that of their wrban coumterparts, so much so
that rural dwellers who migrate to an urban area have o adapa their behav-
10f in special ways i order to participate in the social life of their new envi-
ronment. In the course of their adapration, diacritical elements of their tnbal
culiure &5 well a8 their basic value orlentatioss asume new meanings and
functions. Within his framework for studying urban hife, Mitchell has desig-
nated as sitaatisnal chasge 1he transformation of the tribal insthutions and
symbols of immigrants, where this transformation is generatod by a change
in their social situation.’

This paper anses oat of feldwork undertaken 1o test the wtility of situ-
ational change as a framework for explaining urban transformations of rural
musical traditions. The context of the stady was Dagaba music as it & per-
formed in Tarkwa, a gold mining town in Ghana,

Dagaba music, like most music traditions, has close refaticeship with so-
cial behavior, For example, song texts reflect and explain social and contexta-
al usages-——the texts arise out of the comtext of performance~—while the
poctic structares of the same texts determane the structural patierns of the
song. Because of this imtrinsic relationship between music and social behay-
sor, it was assamed chat chamsge in the social situation of Dagaba snmmagrants
as they sdjusted to the demands of the urban setting wosdd effect & corre-
sponding change in their musical behavior,

Rescarch, however, indicates that there is 50 coerelation betweoen the con-
siderable change in the social sitwatson and change in the musical behavior
of Dagaba immigrants in Tarkwa. Though these immigrams have made
noteworthy modifications in their material culture to be able 10 satisfy their
biological needs as well as to meet the physical demands ol thelr new eavi-
roament, their tribal masical behavioe has not been affected in any signifi-
cant manmer. The aim of this paper 1o is examine those factors that have
enabled the Dagaba 10 maintain their tribal musscal traditions with misimal
changex,

The following questions which guided the ficldwork will be addressed:
Whar social factors impange directly or lsdireaily on Dagaba music as the
Enmagransts adjust 1o urban 1% Which components of the music are aflect
ed, and how? How do the actors themschves perceive the effect of the im-
pingemnent on their music? To whart extent do the changes in the music, if any,
reflect changes in the social behavior of the actoes and vice versa? [ there are
no changes in the music as performed by the immigrants, how do we account
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for the lack of change?

The study called for the identiScation of the socio-musical components of
a traditioead Dagaba community and the social patterns that implage epon
these components in Tarkwa, the urban setting, in order to isolate the musi-
cal patterns that resudt from urban interaction. The data wed in this paper
form part of materals collectod from Nandom, the traditional home of the
immigrants under study, and Tarkwa, their new home. Research was done in
Nandom, a village in upper-west Ghana, because sbout eighey-five percent of
Dagaba immigrants in Tarkwa bail from there. Eight months were spent
daing Seldwork in Nandom, and twelve months in Tarkwa, which is about
525 miles away from Nandom,

Poor transportation facilities severely limit mobility of the immigrants 10
and from ther bomeland, thas, it was thought that musical peactices and
repertoire as well as populations and social conditions n the rural and wrban
situations would be distinet i cach case, and thar their comparison would
cast valsable light on the concopt of situational change,

The Dagaba migrated 1o Tarkwa to meet a demand for labor caused by the
establishenent of the gold mines im Tarkwa in 1832 and by the reluctance of
the Jocal poople 10 work for the mining companses.” Before thar migration 1o
Tarkwa, Dagaba male youth used o serve as farm laborers in Ashanti dering
the dry scason when they were economucally keast peodective in their hoene-
land. The migration 10 Tarkwa as miners was a welcome alternative to work-
sng on Ashanti farms.

At Tarkwa, the Dagaba wore first setthed at Akoon Vertical Shaflt Com-
pound (commanly known as A V.S, Compound) among woekers of Nigerian
orgim, At some point, a quarrel which led 10 a bloody fight betwoen the
Nigenians and the Dagaba ensved. After its settbement, Dagarti Compound
was budlt for the Dagaba,” who fornsed the majority of the mine's labor force.
After the 1970 exodus of Nigerians in adberence to the Ghana Government's
“Aliens Compliance Order,”™ A VS, Compound wias occupied by workers of
divense ethnic hackgrounds. Today, the Dagaba form the majority of the pop-
ulation of both Dagarti Compound and A V.S, Compound. The two com-
pounds are about @ mide apart. All Dagaba socio-musical acrivities take
place in Dagarti Compound. Amoeg themaelves the Dagaba do mot differen-
tiace berwoen the two compounds; the chief of Dagarti Compound provides
culiwral, social, and political keadership and guidance foe all of them, The
few non-Dagaba residents act accoeding 1o the directives of the Dagaba
chief,

The maners are replaced every now and then for various reasoas: old age,
incapacity resulting from ill health or occupational hazards, or resignation
for personal reasons. The need for replacement creates a need for new hancds.
One would reason thar since the Dagaba have sopourned i Tarkwa for a
hurdred years there woald be generations of successars in Tarkwa 1o Sll the
places vacated by the aging and ailing workers. But thas essentially is not the
case. Like most migrants, the Dagaba in Tarkwa wish for their children a



better soco-oconomic station in life. They thercfore encourage ther progemy
10 get as much cducation as possible 1o qualify them for relatively more
Tucrative amd “safer”” jobs. To be able to help their children pursue higher
education while planning for the uncertaintics of their own futuee at the
same timne, most parents take advastage of the froe secondary-school edwca-
tiom im their home regions.

As part of the campaign to combat the high rate of lliteracy in Ghana at
the time of her independence from British colomial rule, free eduecational
programs were implemented in the nation. Because the marthern and upper
regions were the least developed and also had the highest rate of illiteracy,
special fimancial incentives were offered the youth there 10 speed up their
education, Today, these incentives are no losger available, but secondary
education ia the two regions continues to be free. While secondary school
students of the other regaomy pay boarding and lodging, those i the two
regions do not. And these “free schools™ are reserved essentially for the
youth of the area. Because of this situation, Tarkwa-born Dagaba mid-teen.
agers beave Tarkwa for their home regions, If and when any of them come
back to Tarkwa in later years, they come only to visit with their parents,
relatives, or fricedls but ot as miners, Consequently, 10 replace the retirees
and the incapacitated, new hands are recrusted from the homeland. It is
sgrificant 1o note that & special office has been ereated in the mine’s peron-
mel system to handle such recruitment.

All new recrules are housed in Dagarti Compound or in AVS. Coen
pound. Even those who come without amy previous job conmections gravitase
wowards Dagart: Compound, where they remain under the wiclage of friends
and relatives ustal they secure a job, If for any reason 2 new arrival is eme
ployed outside the mines and, therefore, must live outside the compound, his
links with his tribesmen are not severed,

The spatial isolation of Dagaba with regard o the greater Tarkwa pope-
bace gains n significance when viewed against the backdrop of general group
relations in African sowns, Though town dwellors partiGpate jointly in or-
ban secial, political, and economic systems,' cultaral differences often lead 10
conflact of imtereat and hostility is group interaction, Ethnic groups, there-
fore, maintain a stromg attachment 1o their common bomeland. Individuals
place tribal interest above that of the Larger society, and there s an urgency
for immsigrants 10 seck ot their own kind and live among them. Thus, mom
African towns, as typified by Tarkwa, are dusters of partly overlapping cth-
nac enclaves.'

Dagarti Compound s grographically isolatod but sy nhabitanis interact
on certain bevels with members of other groups placed in other compounds.
Therefoee, though these enclaves may be geographise realithes, it must be
wnderstood that they are also “behavioral realitios.”” The Dagaba treasure
their isolation because it provides them with a cultural base where, as a
collective growp, they can afford 10 do things their way withen certain limés.
Within the socio-cultural security of their compound they work ot strategies
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for coping with the anxicties, stresses, and sncertaintios that arise in their
interaction with mon-Dagaba.

The Dagaba bave made a fow adjustments in their material cultare 10
enabde them 1o survive in their new environment. This adjustment is particu-
larly observable in their cating and drinking habits. The stable food of the
Dagaba in their homeland s raed, a dough meal obtained from guinea~corm,
Saed can also be made out of other grains like milles and makee. However, in
Nandom, the traditivnal homeland, road from any other grain but gusnca-
corn is scorned. People will cat millet or maize sasd anly in times of need.
The same atitude o displayed wowards pite, a local beer. Like soab, piso can
be brewed from millet, guinea-corn, or maize; but the Dagaba has a predi-
bection foe guinea.corn pits and will drink pio from other grains with much
reluctamcr.

In Tarkwa, however, both seed and pits obeained from miller and makee are
consumed with redish. Guinea-corn & not obeainable in Tarkwa but maize
and millet are, so0, in order to survive, the immigrants have given up their
bixs (oe guinea-corn products; they comsunse products from all grains avail-
able 1o them with equal readiness. They have even learmed 10 eat kentey and
S, the staple food of the Jocal Akan people obtamned from corn and cassava
{manioc) respectively, and 10 drink palm-wine and afpelatie, two potent
drinks which are products of the palm-tree.

There has not been any perceivable chasge in the cothing of their women,
The men, however, tend to prefer European clothes to their traditional figu
{smock) and pantaloons. Because the smock and pantaloons hang kosely oa
the wearer, the Dagaba find it chumay 10 go to work in them, They gencrally
wear them on holidays and on festive occasions.

Tarkwa as an wrban center supports a number of musical activitics, popu-
lar as wel) as traditional; the Dagaba, however, do not, generally, patronize
these activities. They cite the distance of fowr mades between ther compound
and Tarkwa as the cause. Furthormore, there is no public transportation,
and raxis charge between $7.00 and $10.00 one way, fares which, by Ghana-
tan standards, are rather high. Since their economic aspiration compels them
to live frugally, they try to aveid the use of taxas, But when they have o, the
Dagaba walk 10 town “without tears.” Their children walk 10 and from
schoal. The Caibalics among them (and there are many) walk o town to
attend service every Sunday and on holy days, Ther women walk 10 the
central market in Tarkwa when they need to replenish their groceries.

Why then do they refuse 10 walk o wown w0 participate in the masical
activitics there? Why do the few Dagaba who live in town walk 10 the com-

10 make music with their tribesmen but refuse o participate in the
msusical activithes in Tarkwa?

Certain psychological and economic factors interplay 1o create a social
distance between the Dagaba and the southern groups. The most palpable of
these is the psychodogacal sense of inferioeity most sarthernens foel in their
relations 1o southernery, particularly 1o the Akams, This, probably, is duc to
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the historical relatiosship between Ashantis and northern groups. During
the period of Ashanti territorsal expansion, some northern groups were con-
quered at war. This led to a master and servane relationship, with the vans.
quished state paying bomage 10 the Ashants sovereigaty, and its members
obliged w0 humor the Ashanti. The scasomal migration of nonbersees 10
Ashants 10 became farm labosers cemented this relationshap and acted 10
ingrain in the northerner the sonse that he is infersor 10 the Ashanti.

Buat the Dagaba did not go w0 war with the Ashanti. Why then do they
place the southerner on a pedestal im relation o themselves? The Ashanti
did mon have differential wearment for their farm labarers. A laborez, not
withstanding his ethnic background, was peroeived and treated as a servant,
In essence, the Dagaba, as a farm laborer, saw himself that way—a servant
of the Ashants. Because of this rather restrictive attitude, interactson on the
emotional level was not observable between the Dagaba and the southern
grougs. For example, intermarnnage between a Dagaba asd ans Alan, w pat
o mildly, was not encouraged.

Furthermaore, of about 548 Dagaba workers at the mines, only 1wo are in
administrative positions: the Asustant Resident Engineer and the Senioe
Mine Captain. On the middle management level, there are sixteen of them
who funcrion xs supervisors, shift bosses, and chief samplers.* This indicates
that even though the Dagaba form the majority of the mimes” labor foree,
they accupy the lowest rung of the secioeconomic hierarchy of the mines, a
sstuation that widens the social distance created by the pavehological factors
already memtioned.

The Dagaba knteract with other groups mostly on the cccupational level,
this is especially so among the underground workers. Underground mining is
bazardous so there is the need for cordial relations ansong the miners asd for
cach one 80 be his beother's keeper, Once they are down in the pit, all soco-
economic disparities and ethnic differences are ignored. When the day's
work s done and the Dagabia go back 10 ther compound, however, they
maantain their traditional concepes and socio-cul tural practsces, particularly
through music.

In their musical intra-action, three categonies of xylophone music are em-
phasized: dacae recreational damce, Aworbive funeral music, and music in
Chrastuan wonskup. Bavae liserally means, “young people, come sogether,”” It
s a call for young adults of both sexes o come together and make music. In
the homeland, becaa is performed anywhere in the village. Its dance includes
Beaps, runs and body contractzons and seleases. [t also imolves mach stamp-
mg by the dancers who, holding irom castancts in their hands, sound them to
reinforce the rhythmic vitality of the music. [t is recreational music pers
formed most often in connection with socal events like the enskinment of a
chief, durbars, and celebration of marriages. It may also be performed 10
envertain the chief and his special guest. Bur the performance of dewas occurs
with greatest frequency dusing the Barvest of the year's farm peoducts; it s
performed to express the joy of the barvest,
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In Tarkwa, brequ is performed on Sunday afternoons when most of the
warkers are ofl duaty and members of the community can come together (o
entertain themeclves, At abowt 3:00 M., mstruments of the davas cnsemble
are hrought under a shed erected for this purpose. When the music begins,
adults and children of both sexes come 1o sng, dasce, and enjoy themsclives,
Among them are often some who have walked four miles from town. They
have comse not caly to drink pile beer and to make merry, bt also 10 visit with
relatives and friends, and 1o share each other’s conoerns for survival in their
new settiang. Issues worthy of comsideration, including matters arisang out of
news [rom bome and occupational probilems, are discussed, New arrivals are
intreduced on such occaskoas.

As part of it program 10 promote fellowship and cultural interaction
among s workers, the management of the company crgamizes a number of
recreatsonal and socso-cultural activities including music and dance at the
end of cach year and awards prizes 10 deserving grosps, Because these acting.
thes are organized om tribal levels, they fail wo promote the imtended fellows
ship; on the contrary, they stremgthen the desire of cach group to maintain ity
cthnic identity. The occasion offers the participants, the Dagaba in particus
lag, the opportanity 1o demonstrate their distiactive cultural patterss and 10
remiand cach other of thar aniquencss,

Another traditional musical activity that the immigranes value highldy be
cause of their Jocation is funcral musse. The xylophone is wsed in anncencing
the news of death 10 the entire settlement. This is possible because they are
residentially concentrated and can, therefore, be reached by the mesages
underlying the xylophone’s musical patterns, Lastose funcral-dirge singing,
accompanied by xylophones and fwer funeral drum, is used w0 mowrn the
deceased puhlacly,

The Cacholic Church also offers the Dagaba an avenue for the perfoe.
mance of their tnbal music, Because Catholicismn ix the caly Christian fxith
that has gained ground among the Dagaba, most Dagaba immigrants in
Tarkwa are Catholics, and they form an appreciable percentage of the
Catbalic communaty there. Because of their active imvolvement in the activi-
ties of the church, a priest goes to thar compound once a week to celebrate
the Mass there. On the last Sunday of cach month, the main Mass ia Su
Matthew's Catholic Church, the parish church of Tarkwa, i celebrated in
Dagaare. On such cccasions, a Dagaarcapeaking pricst is brought from
Prestea, a neighbaring gold-mining town, to conduct the service. At all of
these services, the prayers are sad in Dagaare, the language of the Dagaba,
The songs, sung 1o the accompaniment of xylophones, drums and cane rar-
thes, have Dagaare texts.

Ia the urban performances, a few devistions worthy of note were observed,
although the actors themselves did not consider these deviations as change
and neither did their kKinsneen in the homeland. Instead of the fourteen-key

logul (xylophone), the cighteen-key dage gl was used in the Aavas ensem-
bles, A wooden packing case was used in place of the usual gongosr cylindri-
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cal drum w0 peovide the rhythmic accompaniment. The text of one of the
b songs was in Twi, a language of the Akan group of people, When |
played music recorded im Tarkwa 1o master xylophomists and other musi.
canss in the homseland, the only negative comment they made was in regard
to the lack of adequase cohesion between instrementalists and simgers. In
other woeds, the criticiam was directed more against the quality of the per-
formance in terms of technique than agasnst the musical content,

The fact that the aciors themselves and their kimsmen dwd not perceive
these deviations as change raised 2 very important methodologecal problems,
Because Dagaba music i basically smprovisatory, musicians are not only
supposed 1o reproduce what they have learned, but also to recreate it within
accepable patterns. In such a vadition, where can the Bne line between
vanation and change be drawn? That is, at what point does a musican's
recreation of existing patterns constitute change? In trying 10 resolve this
problem, | was guided by Blacking's suggestion that ©, , il we are guing %o
distinguish an amalytic category of ‘change’, it really must be something
more than flexible variation, . . . To qualdy as messcal change, the phenom-
enon decribod must cosstitwie a change in the structure of the musical sy»-
tem, and not simply a change within the sysvem. '™

The actors saw 1he few deviatioss mentioned abone as temporary modifi-
catioms of their musical patterns, They argued, for example, that the perfos-
mance of Acae serves not ondy as an avenwe for artistic expression, but also
as a wehicle for commumicating imdnadual as well & group sentimenty
through the verbal references of its texts; dvse songs are therefore songs of
protest. They may be sung to insult, nidicule or admonish. The singiag i
Twi of a particular song referred 80 above was prompeed by the neod to make
the 1exts, meant to ndicule, understandable 1o the addressec, a southerner
who did not understand Dagasre. All other aspects of the music—singang
style and technique, 2y well as mcdodic structare and instrumental sccompa-
niment—follow traditional patterns. Even though the texts of the soog were
i Twi and pot Dagaare, the meaning confoemed with the traditon of peo-
testing through music, On the basis of the actors” angumens, which strongly
underscores Blacking’s suggestion, these deviations are considered as van-
ations rather than changes.

The evidence assombled in this study leads 10 the conclusion that the ad-
aptation of Dagaba immigrants 1o Tarkwa urban setting bas not effected any
significamt changes in thelr musical bebavice The Dagaba have simply not
becogae integrated into the Tarkwa social syatem.

Individuals or groups who interact and express themsclves together, musi-
cally, share certain common emotional or ideational perspectives. Such per.
spectives reault from the imtegration of the individuals or groups involved. ™
But factors like stermarriage and common area of resdence that promote
integration in an urbam area are not generared by the social patterns of
Tarkwa. The factoes discussed below isterplay 10 militare sgainse the inte-
gration of Dagaba into the Tarkwa social system,
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Because the Dagaba, like other ethmic groups, are residentially concentrat-
ed, they are able to maintain and nurture their tribal cultural practices and
perspectives, particularly throwgh music. Their spatial isolation serves as a
partiad barricr between them and the larger society. This situation is com-
poanded by a social distance oreated between them and the dominant Akan
groups by economic inequalities and an inferiority complex of the Dagaba.
All these factors inserplay 10 hamper the development of an imierethnic sense
of comamuniaty.

In the case of the Dagaba this situation is perpetuated by the departure of
Tarkwa-born Dagaba vouth 10 their home-segion-—an act whach sigmifican-
Yy affects, so to speak, thar “detribalization.” While these children are grow-
g up, they attend schood with non-Dagaba chiddren; they learn English asd
Fante, the dominant language of communscation s Tarkwa, and acquare
oon-Dagaba celtural traits. For example, | observed om more than one occa-
soe Dagaba children doing the bebop dance 1o thedr rad itional Sescee musie.
This happened at school away from their parents. Under the eyes of their
parents these childrem refused 10 repeat the dance as they did it at school for
fear of being repesmanded. Tt is plavsible 10 assert 21 this poist that if these
children later, as young adelts, contimued 0 live an the compound and
helped in the direction of ies affairs, the socio-cultural behavior in the come
pound would betray 0 some degree the patterns they comciously o Lncon-
sciously picked up while in schoal with their noo-Dagaba peers, | am coven
inclined 1o suggest that if they got their higher education in Tarkwa and ies
environs and became ecomamically well placed there, the social basrier be
tween the Dagaba and the members of the Akan groep would wear off sgnifi-
cantly. The possibility of intermarriage and other forms of interaction on the
emotional level would not remais as remose x5 5t is now

Bast this fink is broken by the exchange of places between Tarkwa-born
Dagaba youth who must go back to their home-region to continue with their
education and those boes in the homeland who come 10 Tarkwa to work as
miners, The latter come o reinforce Dagaba traditions established i the
compound. Younger musicians are always recruited from among them, and
being new 10 the place, they conform to the pattern of behavior established
Sor them by their aging predecessars. So, in essence, the “Dagabaness™ of the
socio-musical behavior of the Dagaba im Tarkwa s boosted anytiene new
recruits arrive from the homeland. On the other hand anytime Tarkwa-bosn
youth leave for the home-regioa the compound is robbed of agents of change.

Because there is no interethpac sense of comanunaty in Tarkwa, there is
very little musical interaction and exchange among the groups. The organi-
zation of masical activities cn the very few cccasions thas call for imtergroup
musical expeession tendds 10 be divisive, with each group solated o demon-
strate its wniqueness, instcad of performing with the others to promote socio-
cultural interaction. Dagaba exposare to musical activities supported by
Tarkwa, therefore, is oo fleeting and not intensive enough 1o consclously or
uncossciously influcnce their traditsonal musscal peactices and perspectives.
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casays

Young Composers in the Federal Republic of
Germany: The Search for a New Identity*

By Wolfgeng Busde

A few years back, in a lectare delivered s Darmstadt bearing the title,
“Of the Simple, the Beautifisl and the Simply Beautiful,” Carl Dahlbass
dispelled any notion that neo-tonal music belonged 10 a caltural backwater
or that it was basically peovincial in spinit. In Dahlhaus's lecture, however,
one finds this qualifying sentence: “|But] to emtertain the conviction of rep-
resenting the mainstream would be sheer dedasion.™ In fact, peo-tonal music
has m the meantime ceased 10 be cultivated mercly in the backwaters of
Germany, but rather it reached New York same time ago, as a recent series of
conceris dedicated 10 noo-Romantic music of American origin demonstrates,
It now seems more worthwhile than ever to understand the historical precon-
ditices of this musical movement and certaim of ity psychological motives
and aesthetic intentions,

At the present moment there are theee categories of New Music competing
with cach other worldwide, the origims of which can be truced back o the
19508 and 1960x one-surface composition; composational attempts 10 inte-
grate tradutional and contemporary characteristics into a new musical lan-
guage—in the Federal Republic this wndency & known as “meo-
Romantscisan''; and fnally mimimal or persodic music,

Today, tome-surface composition, imaugurated in the 19505 by Ligets and
Penderecki, hus become & musscal warld language, stiractive even 1o masi-
cians of Asia for example. The pecaliar neutrality of this musical language,
in terms of tradition, results from the fact that neither is pesnciples or con-
copts of form, nor its musical matenial are too closcly linked with the Europe-
an Classicak-Romantic tradition

This neutrality was soon relisquished, even by Ligets hisnsedl. His Requi-
em (1963/65), his Cello Concerto (1966), and above all Lontons (1968) con-
tain traces of Romamic expressive gestures—chromatic runs or pale
crchestral pedals, for example. This method of enriching ncutral material
has been consastently pursued by Ligeti in works such as the Horn Trio of
1982, which he dedicated to Johannes Brahms. Not only is the Tro charac
teriend by traditional forms soch as choeale, march, and passacagla, but the
texture itself bears the mark of traditional motivie-thematic work,

Lageti's tome-surface style of composition was in itself a reaction 1o certain
peoblems of serial composition. The sdea of tonesurface composition came
into being as carly as 1950, Liget discovered that the mechansm of serial
composing prodeced permeable structures; the strict ratsonal ordering of the
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musical material led, only 10 a very limited degree, 10 foresceable compons.
tional resules, and the ratoaal concseness of the serial systom was pereepti-
bly eroded by the insertion of chance-determined structures.

Serial music and weesurface compenition bad ane feature in common:
they did not actually dispense with tradition but rather pushed it 10 one side.
Both compositional seyles developed as “negative’ forms, that is 10 say, they
developed their respoctive languages based on certain compositional taboos.
Motivic elabocation of the melody was taboo; a harmoay that was expansive,
not merely statistscal or arganized as chusters, but capable of gravitation, was
taboo; the unfolding of rhythmic patteras that produced a sense of growth
was also taboo, In the 19508, terms such as unfolding and development pro-
voked ridicule. The concept of structure seemed 1o have superseded these
ways of thisking once and for all. The musical “Bashauy™ cdiure of the
1950y —by “beography-less™ composers, as Herbert Eimert bas phrased it—
wanted 10 admit mussc only snsolar as it followed 1he laws imnmanent 1o it

The new beautios of serial music, its “Asiatic™ rigidity, its hard densaty, its
colorfulness, and the elegance of its cenamentation, accompanied a far-
reaching loss of expressive character. Form was no loeger a spiritual or sen-
suous measure of imternal conflict.

Many camposers of the 1960y —alosgpade 1hose concerned with the doms-
nant trends of tone-surface composition and the painful aftermath of serial
composstion —wore themaelves out with an abundance of highly specialized
compositional solutions which were designed 10 overcome the loss of a his-
weical comtanusm in the 1950s, Berlo and Zimemermann wocked on musscal
collage. Numerous European improvisational ensembles of the 1960s—those
of Evangelisti or Stockhausen, Globokar or Cardew-—and the up-and.com-
g Froe-Jazz or Free-Music groups created a musical atmosphere in which
postserial gestures and jaze spontancity, slapstick, and dadaist flavored neos
waality led an unhealthy cosxistence—not to mention the tempeationy
aroused by Cage and his school, or the growing famaliarity with noa-Earope-
an music.

This hissorical background makes it easier 1o understand why West Ger-
man composers now in their thirties have, for ten years, been stimalating
discussion about contemporary mesic not merely in the fwilletens, but also 10
an increasing extent in musicological seeninars. While masy young compos-
ers of the 19505 and 196D were satisfied 10 exhaust the various aesthetic
norms, in order 10 prove themaclves as the most advanced, this new genera-
tion would appear to have complotely Jeft behind all avant-garde ambitions,
They are not prepared to share the Dada sphere of experimental action with
the widely daseminated Cage school and thus 10 relisquish music's artastic
claims, mor do they show any isclination to force a musical work into that
straigackes which at ane time, thanks to Theodor W. Adormo’s thesis of the
progressive hastoeical tendency of musscal materaal, became 2 binding acs-
thetic norm: the strasjacket of dialectical composing. This dialectic has fall-
en into neglect today, not without giving rise to pangs of conscience, but all

I8



the mose thoroughly for that.

It & troe that composers such as Hans Jlirgen von Bose, Wolfgang Rihen,
Wolfgang von Schweinitz, amoog others, do not comstitute 3 group or school,
belong 10 none of 1he centers of the New Music in Donaveschingen, Darm-
stadt, or Cologne, ard they would certainly not be able to draw up a “neo-
Romantic™ manifesto. Nonetheless there are aspects of their attitude and
work as composers which are comparable: all sbare an allergy to the con-
straints of senial music and tone-color composition, and all are wrying 10
atlam an inlogratine mussc,

Whether one studies their essays or listens to their lectares and condes-
sions, the composers bave little to say about the new beauties of their music
(evenm though it #s for these beautics that they are attacked), but they speak
rather about human njuries and fears of isolation. Although ose would pre-
fer 1o describe the musical styles of this genevation of composers as divergent,
thewr literary testimonies reveal a series of common themes, which T would
like pow 10 discuss,

One such theme is the belief thar the peogress of the 19305 and 19605,
which prodweced a remarkable amosnt of material fetishasm, was no progress
at all. Wolfgang Rikm, who studied with Klaus Huber and Karlheinz Stock-
hausen, talks in this conmection of & voluntary, sauscating castration of the
composer. He means by that the loss of a conception of a compositional
totality.”

Wolfgang Rihm pleads for an “unfathomable, clcar, confused, and impas-
sioned music, & music which & precise and assonished--as is human exist-
ence itselfl.” He adds: “For me it is becomimg more and more evident that my
composing is 0ot synonymous with my arranging, bat thar I express states of
music staelf when 1 jot something down, Not something whach is on standby
and at my disposal, but something at whose mercy | find myself. something
which alvo imposcs its sate upon me and pats me is the position of basving 1o
make concrete this state. . . . Nothing, absolutely nothing, will reliove us of
the burden of having 10 find our own langeage. The whole nostalgic fuss i
all #s semtimentality has shown how quickly the attemps to secure history
fails, when ome continues it with a thread that has already beon used,'™

Walfgang Rihm's music, rich in gestures, does indeed reflect & haman asd
artistic conception—music as a record of overwhelming emotions, It sounds
as though it were composed amidst bursts of excitement, bess in accordance
with an overall formal plan or the ks of rgosoas motivie cosnections, and
more with its own instinctiveness, its musical-spiritsal expansive foree,

It s with comsiderable hesitancy amd scepricism thar Hans Jlrgen von
Bose ovaluates the musical and spiritual possibilsties of his gencration: the
socialized individual finds himself in a spinritwal situation in which he knows
neither what is mecessary noe obligatary for hem o do. There is a lack of
imstindt and a far-reaching loss of tradition, which leads w conformaty and
totaltarianism in our societics: aither people decide blindly to desire whan
others desire, or else they carry out what is expecied of them. The fnghiful
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faskion of simply rigging up postserial structures in imitation points to such
conformity. The senal dogma hedongs 1o the categoey of 1otalitaranisns. Such
is voir Bosc's conviction,”

The Joss of values on the part of Western socictses and the resuleant basic
fecling of the meaninglessness of human existence—this basically passive
attitude—cannot in the bong run be countered by rediscovering the cheap
romanticam of neo-tonal masic. “What cesce distinguished tonal mesic, that
is t0 say precisely, the flexibality of expression, the slhightest variations that
could be produced within the systems—~all that, so [ believe, cannot again be
achicved by a “neo™ oriented masic; at all evests it has not, in my opinion,
been achieved by this music up wntil mow. Tt seill remains reaction pure and
simple, po matter bow neceasary this might have been at one tame."”

According to von Bose, there are, however, certain possibilivies for han.
dlisg tonal mussc structures in oeder, for example, to krmalste definite illu-
sions, recollections of the past, and loagings. Such work had led him o use
vanal elements almost in a semantic sense, “'such xs in cerain oollages, in
which even a form that bedongs 1o tonality is quoted (as, for example, the
inroduction of a dance form or something similar). In retrospect it is dith
cult for me to verify two aspects of these works: firsthy, these moments have a
strangely subdued character; secondly, there is almost a feeling of embarrass.
ment, perhaps the uncomscioss pereeption of an inadequacy, which, in the
fimal analkysis, is inberent in the vocabulary, an inadequacy which had led me
virtually to conceal sonal elements in collages.'™

Wollgang von Schweinitz, who studied with Esther Ballow at the Amercan
University in Washington and with Gydrgy Ligeti in Hambury, saflers like-
wise from am allengy to the cuphornic rationalivm of the serial acsthetic and 10
the material fetishism of the 1960s, which trivialized the music msediuns and
peostituted iy sensory qualities. Like Wollgang Rihm, von Schweinitz ems-
phasizes the need in his gemeration for musical invensity; this intensity has
become, so he states, the essence of therr woek and has taken over the Func-
tion of constructive plamming and the materialistic wea of sechnical
innovation.

Vea Schweinitz once described the rolle of harmony in his compositions in
the Sollowing manoer:

“In my harmonic style, the idea of womality plays the cemral role of an
allegory (st muitively and commanicating itself in & sensuous and sponta-
necass manner) for a language which is not yet alienated, psychacally inte-
grated, and harmomious. As wiopda, it is the object of longing. lts nostalgs
tendency —the ieatificatson of that which is sought after with that which is
in the past—is understandable, in view of the gradual process of historical
alienatson."™

Voo Schweinite's harmonse style is mot that of teaditional 1weal harmony;
it & hased om the antagonisem of triad and cluster. Through the integration of
these two clemonts, a vonal cluster-harmony is created. The cluster inseldf,
whose peimary function up 10 Bow has been 10 give form 10 neuteal 100e



surfaces, s given a now semantic content, now becoming the bearer of hare
monic tensson—for example in the sense of unresolved suspensions refating
10 an imaginary harmony. By virtue of the face thar its degree of dissonance
clearly emerges in the tonal context, the custer asumes—in comjunction
with an excessive use of microtones—the function of harmondc focusing and
abesation, Thus a dissllusonment with tonal usopias by means of estranged
material creates a new expressive quality of harmony.'™

The basis of sech harmvonic work is the recognition that a onal wlopea
cannot in fact be realeed, an invight which von Schweinitz believes to be
lacking in the more recent American West Coast Music. The direct experi-
ence of harmsany which would seem to be possible in that music is naively
bought, acooeding to von Schweinitz, at the cost of fecing from realiny.
“Drugs offer only a sham solution, i which the payvchic alienation—musi-
cally evident in (for example) the inhuman mechanisms of the strectural
patterns of chis pusic—continoes 10 exist untreated

Walfgang vom Schweinitz would like to make music more human, would
like 10 dissolve those materialamad compositional peocesses which in ihe
19508 and 1960y took posscssson not only of harmaony, but also of mckady,
riythm, and instrumentation, and which made unorm the instrumsental
sone-colors, or deprived rhythms of all coeposeality, Today von Schwomitz is
certainly not in scarch of regressive pseudosolutions but rather of thar quali.
tative leap which makes it possible for his mussc 10 reconcle the Tiving fea-
tures of tradition with those of the deindividualized phase of the New Music,
How that might come about, what new attitade 1o music would be necessary
i order 10 promose sach riches in truly integrative compositional works, will
become evident from ocoe fimal quotation taken from Wollgang Rihim's lece
ture, “The Componer in Shock,”

“We must thus endeavor 10 develop a mew notion of synthesis, one which
no langer bolls down 10 the belief that everything can be linked with every-
thing, but rather is nourished by the ddea of integrataom, . . . Since music
never depicts in the first instance, it is dependent on s own resources, Bug is
docs ot have the confidence 1o be itself, and instead makes its appearance m
the consequence of its own form. We are not uncomsciously conscious of the
indivisibality of Sorm and sound, We are constantly attempting 1o formalate
the one by means of the other Naturally music possesses form constantly
because it still has a beginning and an end. . . . In spite of thay, form is more
of an wnxveidable resalt than the inevitable searting point of isvention. Fur-
thermore, every thought discovered in musac creates its form for ieself Out of
the language which the composer chooses, out of the ideas which provoke his
utterances, from the wave-dynamat of the sousd, from the refations of un-
planned association there arses form im all distinctiveness, but once and
only once, only for one piece. Everything else &s academic.'™

Wollgang Rikm's confexsons reflect a concept that has a fertile tradition in
Germany, that of expressionism. One is dealing witimately with an okd, Ro-
mantic problem of bow music becomes the sound of the subject or, in Hegeli-



an terms, how the subjoctive mnner life s tramsfoemed isto the medium of
music. In any event, the demand set by Hegelian acsthetics is unrealized o
this very day: “For tnsolar as it is the subjective inmer Hie iself (hat alans w
give the music meaning, mol as outward form nor as objective work, bat 1o
reveal iselfl as subjective inwardness, the wtterance must also smmedistely
reveal itself to be the communscation of a living subgect, in which the atter
invests all his individual inner life."

The chaims raised by such composers take w2 long way froos the backws-
ters, In view of the complexity of our contemporary life, the appeal that we
should shan the smallscale, specialized astistic sedutions and lace the weal
ity of all that is possible today has been received worldwide, Only one who
has analyzed history amd who is firmly rooted in his own tradition can sur.
vive nowadays, as an artist,
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should shan the smallscale, specialized astistic sedutions and lace the weal
ity of all that is possible today has been received worldwide, Only one who
has analyzed history amd who is firmly rooted in his own tradition can sur.
vive nowadays, as an artist,
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Transformational Analysis: An Essay Toward an
Analytic Model
By Jomaes 1. Zychowics

Owe of the best statements abous present-day sdeologies s musscal amaly-
s is offered by Leo Treitler! Identifying the gemeral characteristion of con-
temporary asalysis, Treither first describes a cortain prerequisite order based



upon the perception of the whole. He continees by desonbing the following:
a concentration upon melodic and harmonic features 1o the exclusion of oth-
er factors in a work such as timbire, rhythm, and texy; a seratified or retro-
spective ooncept of musical analysis which does not account for the
progressive mature of musical experience; 3 concentration upon the @ prisri—
the compaoser’s sketches or intentions or some generalized historical perspec-
tive—rather than the experience @ poateriorn of the listener; and the avoidance
of any historical comsiderations in an atternpt at rationalist description, even
though such considerations undeslic and are thus inseparable from anahtic
method,

First, the poant of view is holistic and unitarian. The work must be
explacable in terms of a single principle, and cvery detasd mast be derin-
able from the idea of the whole, Secomd, the focus is mainly on pich
structures. . .. Third, the analytical perapective tends 10 be from the
inside ous, or from back o fromt, rather than from beginning to end. | . .
Fourth, anzlysis seems 10 be of an & priort, ratiosalist nature. It proceeds
from universals about how musse works, more than it seeks to discover
how musics work. . .. Fimally, prevailing modes of stractural analysis
are anti-historical in two respects: they decomtextualize their objects in
their rationalistic treatment of them; and they are taught and practiced
without notice of their historicality, or in gemeral, of the role that par-
ticular models play in crganization of usderstanding.

The goal of this paper is 1o briefly review some contemporary modes of analy-
sty in light of Tremtler's comarks and to suggest, again briefly, 2 new perspec-
tive om analysis, which 1 term “transformational.”

Several current approaches 1o music analysis are founded on the comcept of
a single basic shape as the underlying source for a given compasition. It is
from such a basic shape that 2 work might be recompaosed in analysis in ooder
1o provide some understanding of the inner workings of the music. This ap-
proach is found i the woeks of Hednrich Schenker and Arncld Schoenberyg,
among others.”

Any appeoach based upon the concept of a single shape scems, howeves, o
create a system which inevitably becomes holistic, as Trestler describes .
Such a methodology demands that a strecture be devised 1o show how the
basic shape pervades the music. In daing so, 3t inevitably demonstrates bow
the various Gctors involved in the work combine as a whole 10 produce a
single effect.

One meany for sudying music—a means that does not rely to as great a
degree upon bolistic concepts—is what [ term componential analysis, a
method of sccounting for the various features of a work by organizing s
parts according to some peedetermined mold, acoording to traditional for-
mal designations for example. Componential analysis imvolves separating the
particalar clements of & work, as if it were bang catalogued. Such analysis
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employs a formal-descriptive approach: it lists what is involved in the music
without necessanily explainang its integration into the musical experience,

Analysis along these lines contributes information about the masic, but it
docs mot serve as a basis for a thorough understanding of the processes ine
volved in the art. In some respects, componential analysis deals with the
“what” of masic but nover allows for a fall exploration of the “how™ It
seems necessary o move away from the form-and-content framework of the
componential approach and establish some basss for discussing the processes
of music,

An exploration of the procosses which operate in a musical work would
reveal more about bow the various elements of music work together o pro-
dwce a cortain offoct. Simce nose of the factoes involved with the music oper-
ate independently of each other, an understanding of the processes would
reveal (he way these factars are lused and blended in the music, The study of
process need not suppose, however, a holistic frame of reference.

Schenkerian analysis explores the procoses of @ musscal work, albeit from
Just such a holistic perspective. In a similar way, Arnold Schoenberg posits
an approach based upon a Grsdpetell, a concept which resembles
Schenker's idea of the Unssis 1o a degree, According o Schoenberg, an initial
generative musical thought pervades & work. The Gruadgestall is mon limited
to melodic or harmonic dimenssons; the rhythmic, timbeal, and textural as-
poces of this basic shape may also be traced throughout the musical
Com position.

Imerpreting this concept in Bopnd Orpdau, David Epstein states that the
parameters of the Grandgestalt encompass every aspect of music.’ Any of the
qualities peculiar o the basic shape are open 10 analysis. These qualities
become a generating force in the perceptson of the work, and they may be
analyzed accoeding vo an inherent dynamic process.

In such a way, a whale, a umity may be seen 1o proceed from the Grusdge-
saalt. It is as if the basic shape is constantly translated as the details of the
masic anfold according to the creative will of the composer. This sense of
wholemess and umity meod not restrict itself 10 isswes of harmony and melody.
Much broader ideas of style may be inferred from the way a basic shape is
extrapolated throughowt the work,

This interpretation of the concept of Grasdgestals suggests a shift from the ¢
privri 10 the a paskeriors experience of mussc, 1o the perception of the lstener,
which Treitler alludes to. Rather than treat artworks as the product of the
composer alone, the music becomes an entity that exists just as crucially in
the perception of the listener, in the process of listeaing. The application of
the Grundgestalt idea 10 analysis provides a model of the artwork as a contine-
ously transformed entity limnited ondy by the narure of the basic shape.

Analysis based om the idea of the Grandgestalt would offer an investigative
tool that is not so stratified as the Schenkerian model. An analytical model
based o6 such & concept would be restricted only by the nature of the basic
shape inherent in the componition being studied. As sach, the exploration of



the music need not resalt in a structure entirely governed by a harmonice
melodic blas; anahysis instead allows for & much broader representation of
musical experience.

With analysis founded on the concept of & basic shape, it is important to
specify precisely jest what is involved in the musical strecture. This ap-
preach being mose open-ended than those of ather methodologics, the neces-
sary terminology must be made extremely clear. In this respece, the basic
shape itsell must be regarded as something directly related to the remem-
bered image of the music. Tnstead of a chromalogy of what happens with the
elements of the péece, the structure derived from the Gruedpestalt should rep-
rosent the overall effect of the music, Such an effect would be synchronous—
a byproduct of, rather than equal o, a diachronic representation of the
events involved with the work,

Analysis proceeding from the concept of the basic shape would be some-
thing other than a it of events, as exemplified by appeoaches such as the
“implication-realization” model of Eugenc Narmoue® Instead, o it were
viewed as a network of causes and effeces applicable 10 a given compasition,
analysis based on the Grandgestalt woskd be integrally bound 1o the context of
the piece, a context which shapes and determimes such a network. Ultimate.
ly, the manner in which & basic shape pervades 2 work would illustrate the
comtext. I this semse, the basic shape cannot be isolated from the experience
of the music, as olten occurs in mare stratified approaches.

Rather than content itself with the sdentification of clements involved in
the basic shape and in the perception of the music, a ansformational analy
sis would attempe to describe those elements by examining the ways in which
the basic shape is manipulated by the composer. The basic shape may oxist
&y an abstraction, but as sech, it lacks specificity. The analyst mest consider
how the shape is borne omt in the work itseif,

In this respect, specific rules of rassformation would emerge for & given
peece, These rules may, for example, clucidate some patters in the repetition
of a musical idea throughout & work. The pattern derived need not conform
to more traditional formal structares: it may be peculiar 10 the work stself,
and thercby offer insighes which would not have been found o a more trads-
tional appeoach were wsed.

When studiod throsgh transformational asalyvis 3 masical work wouald
not become bound 1o a priert expectations, The wark would provide its own
comtext instead of relying upon the dictates of a generalized historical-analyt-
wcal perspective. Treating analysas in such a way, ol course, does not remove
historical consaderations from foemal study; it would, however, remone thoase
historical comsiderations which posit an external or artificial o prien.

Several concepis seem crucial to an asahtical framework based upon the
transformation of a basic shape: the comcept of wholeness, the sdea of a trans-
foematsonal process operant within a work, and some sell-regulatory rubes of
transformation which clucidate the context of the mussc. [n such & way, a
transformational approach has the potential for treating cach pecce as & self-



contained system.”

In transformational analysis, the ddineation of the basic shape would re-
quire synthesizing many diverse aspects of musical experience, and such a
synthesis would involve different Kinds of muosical knowledge. The percep-
tion of & basic shape requires not only a technical knowledge of the work, but
also an understanding of its affective and interpretive dimensions. 1t is not
desirable 1o describe or analyze the basic shape solely in sechnical terms,
because the affective and interpeetive as well as the technical domains—
although they may be separated in principle—influence the basic shape in 2
combined fahion. One cannot discsss the allective dimension of music, for
example, without venturing into the interpeetive; at the same time, the inter-
pective cannot be always removed from the technical. A discussion of the
technical aspects of music which does not comtain any reference to the inter-
peetive and affective domains would seem o demy the complete experience
involved in & work of art, Anahyss founded upon the idea of a basic shape
should reflect both the technical details of the work and the experience of the
listemer. Such an approach should sdentify both the detalls peculiar 10 2
given picce and the processes which fuse those details into the musical whaole.

By analyzisg oo levels of understanding other than the sheerly techmical,
transformational analysis would provide a means for expressing the individ-
uality of the music. Such an approach would provide a means for departing
from an expression of, as Treitler states, the “wniversals of how mwsic
works,” and peovide a means “1o discover how musics work,"”
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reviews

Leon Plantinga. Romantic Music: A History of
Musical Style in Nineteenth-Century Europe.
Norton Introduction to Music History. New York:
W.W. Norton, 1984.

Rewanisc Music by Leon Plantinga fulfills ics primary mission. As one of six
books that will constitute the Norton Introduction to Music Histogy, it ad-
dresses a largely predetermined audience, mamely, students of mussc histary
at colleges or canservasories and harried doctaral candsdates oo the Jooko!
for an up-to-date survey of nineteenth-century music. Such readers ought o
welcame Plantinga's effore, so well has he kept their needs in view. Theis
satisfaction s all but guaranteed, for the Srm of W, W, Naorton knows this
market, having over the years acquired (in the words of Joseph Kerman) “a
corner on ‘ollscial” musscological texis'" Some potable attnibutes of Rementic
Masic are those suggesied by the term ofiaal—factual cortitude, the appears
ance of evenbandedness, and the weicing of established opinioa.

Beyond its general usefulness and awthoritative tone, Plantinga™s work can
be recommended for los diverssfied plan. Of the several possible ap-
proaches—the organizing of his subjoct matier by chrosology or by geogra-
phy, around great men, predominamt genres, or prevailing stylistic wrends,
through a focus on emnblematic compositions or on social or cultural develop-
menes—Plantinga has chosen not one but all. That i, he lets one approach
rude here and another there. The subjoct headings of the cleven chapers
following his introdection (chapter onc) ndicate this. Five of his chapters
highlight the importance of infbaential masters (chapters two throegh four,
Beethoven; chapter cight, Schumann, chapter nine, Wagner), Three define
themselves in terms of genres (chapter five, the Liod through Schuberi; chap-
tery six and ten, opera), Chapter seven covers “Paris from 1850 10 1848,
whercas the last two encompass broader tormitory—"'Nationalist Music™ and
“Crosscurrents in the Late Century.”™ Within chapeers and subsectsons the
topics gain additsonal ssgaificance by therr discrimenating placement; Plan-
tinga is especially skilled at linking one subject to another,

Of course any history that takes in a whode continent and a whole century
will be occassonally focced o jumble the march of time, w discass Parsifal
before Nebwers, for example, or PucGni before Brahims, Only the contents of
chapter ebeven, “Nationalist Music,” cause any uneasiness in this connec.
ton. Here, having deale an the preceding chapter with works by Vincem
d'Indy {d. 1931) and Pisetro Mascagni (d. 1945) amoog others, the author
mirodeces such musicians as Friedrich Kuhlaw (d. 1832), Henry Bishop (d.
1835), Franz Berwald (d. 1863), Jan Bediich Kl (4. 1868), and Mikhail
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Glinka (d. 1857), cach entering under his matson's basner. The pianist<com-
poser Maria Szymanowska (1789-1831), who toured from Russia to Britain
in her day, appears under the heading “'Poland,” 1hough ber fellow countey-
man Chogpin has figured at length i the Paris chapter about 150 pages
carlier.

The reader’s misginvangs, aroused by these disdocations, may grow when bhe
sees how the gauging of natiomal character i mwusic has narrowed the frame
of referemce in this part of the book. In sixty-five pages chapeer eleven must
come to terms with the achseverments of Smetana, Dvofik, Musorgsky,
Risaky-Korsakov, Tchaikovaky, and Grieg. This effort i hampered by being
envedoped in a discosrse om lesser nationalistically inclined composers, that
15, on & beglon of musicians active during the mineteenth century ia ten differ-
ent countries, Consequently, the book's richness of organization seems di-
minished in this chapeer

If diverse interrelations generally control the succession of topecs in Remas-
tic Musie, a comparable flexibility shows itsclf in Plantinga’s straightforward
style of writing. [n by hands difficult and potentially bosiag matters become
both accessible and attractive. Though his manner is smoothly impersonal,
Hamm&mnhidwnppurumiumon;fmmiom Thus he
points out some “‘vaguely awkward” moments in Becthoven's Fidelio (page
47) and calls Robert Franz's atsempes to modernize the music of J. 8. Bach
“this unfortupate work™ (page 258).

The design of the volume is as pleasing as Plantinga’s style. Abundant and
diversified musical illustrations are dastssbuted through the text, providing
the author with a ready means of foewarding his arguments, The examples
are clearly peimted, explicatly labeled, and placed s mear 25 possible 1o the
comments on them. Less praiseworthy is the spotty treatment given the
words in the vocal excerpts; no rule governs the problem of whether 1o trans.
Late foreign languages and, if 3o, how literally. A fow accidentals are missing
from the examples, a clef is misplaced, and in at least five of their headings
the mumber of mecasures they contain is marepresented,

Romantic Myxsic boasts more than a hundred pictures, many of which are
0ot just decorative but immediately useful, simce they relate directly to the
text. Besides the expecied depictions of celebeated musicians and scenes of
music making, the book offers sts readers landscapes and battle paintings,
posters and title pages. Perhaps least appeopriate 10 a study of minescenth-
century music are several photographs of twenticth-centary opera peoduc-
tions. The care thar was taken in selecting the illustrations has 1o some
extent been defeated by the small size 10 which each is reduced. Certain
choice avtograph pages fade mwo illegibslity a8 2 result, Faced with such
minsturization, one longs for fewer bt larger and dearer pectures.

A "List of Iustrations' is printed on pages vii to x, and from it the reader
grts & forctaste of the carelessness with which detash bave been handled in
putting the book together. Two pactures are not entered on the list, and for
five the specified page is wrong. Credit for one illustration goes 10 the “Re



cherd-Schumann-Haus, Zwickau.” In sum, twealy or so stemy an the list
mclude mistakes or conflict in substance with the captions carried by the
poctures themselves,

Indeed, throughowt Remantse Masse copyediting and proofreading appear
to Bave been botched. Proper namses and titles take on paerling forms:
Mendlessohn (pp. vih, 252, n. 36, and 253}, Tomsbatser (pp. ix amd 265),
Heilingenstade (p. 15), E. T. A Holfeman (p. 20), Nacholas Johans [van Bee-
thoven| (p. 26}, Mac Ardle (p. 32, n. 12), Paiscllo (p. 133), Aenied (p. 207),
Eichendorf (p. 235), Adolf Berhard Marx (p. 248, . 31), Die Gltterderemenng
(p. 293), Bortayamsy (p. 363), and Seefan Geory (p. 456).7 Everyday English
words also suffer misspelling, as the evidence of correspondances (p. 200), ade-
mend (. 235), and predominanie (p. 267) makes clear. Numeralv—cates in par-
ticular—are 100 oftem askew.” Some verbal errors cam perhaps occasion a
smabe, as, for anstance, certasmn attempes &t fractused Fremch: Sooudd marionele &
munie (po 441), Iuritate natsamale (p. M2), and tragedy Grigwe (p. 467). And
should “Schubertiade” (pp. vill and 126) be understood 1o mean a soft drink
popular in Viemna during the [820s? “Ridi, pagliacon,” ax page 325 savs

The lesser arts of capitalization, italicization, and hyphenation, the spell-
iexg 0wt of numbers, the use of indzals rather than fiesg names, the transliers-
tion of Russian words, the ndusion of diacritical marks, and consistomt
footnote citations are handled with no greaver shill. The reader can only
guess at what went wrong in the production process, Surely, given time the
employees of W. W. Noeton could have umangled these matters, could have
adopied standard usages, corrected typos, amd checked doubiful spellings
and dates. But perhaps the book was semt 10 the promter with reckless
disparch.

Near the eod of Remantic Music, folkowed anly by a slim vet useful index,” a
substantial bibliography of perhaps mine hundred titles appears. In filling
almoat & tenth of the volume and in being set in type no smsadler than the rest
of the book, this sectaon receives a privileged treatment, Most of its convenas,
thirey-seven of s oety-six pages in Lo, are entered under composery’
names, At first glance these lists may seem no more than distilkations of
bibliographses avallable in The New Groce Dictisnary, 10 which every stuident
will have casy access; the inclusion of many recenth published itemns, howev-
er, makes this observation undair. The form of the entries accommodares all
the needed information and more*

In Romawtic Masic Plantinga has tried w subdwe a buge mass of fact and
comment o the governance of some recarring themes. The overall sweep of
his material @ extraordimary. “lo this book | seck 10 gave an account of art
masic in nimcteen th-contury Europe’ (page xi); this, the frst sentence of the
preface, indicares Planinga’s subject more accarately than does the title Ro.
mantic Masic: A Hissary of Musicel Siple in Nenetoexth-Contusy Earope. In Plantin-
ga's account no sngle-manded concentration om romanticiam controls the
discourse, nor does the book constituse an episade in the hissory of musical



style, Several cther topics compete with these 1o give cobesson 1o the stary
that Plantinga tclls,

Chapter one sets farth the themes that will have absding interest. Among
the subsections of this imtroduction are throe that discuss, respectively, “The
Coemposer’s Training,” “Historicism in Music,” and “Music, Patronage,
and the Public.,” Around such topscs large quantities of information can
gather ia the course of the book. So, for instance, whea short blographies of
illustrions composers appear, the Gacts abost masical trainang are found in
each, and substantiating details thereby fill out the summary notion of how
late and how fitfully many of the very best nigcteenth-cemtury compavers
were trained. In every epoch self~education has been vouchsafed 10 gemius
at all mages of life, but in the nineteenth century it became alewost an
obligation.

“Historicisan in Music™ refers msanly 10 the impress made by music of the
near and distant past on that of the nineteenth century. Under " Music, Pa-
tronage, and the Public” Plantinga ostlines the conditions that had devel-
oped up 10 e 1800 with respect 1o musical institutions and concert life,
piano masulacturing and music publishing, composers” employment, and
the like. The follow-throuagh given these topics later in the book & vanable,
Romantic Masic devotedly racks down the influence of Bach and Beethoven;
they reappear often, sometimes 1o inspire and sometimes o hisder their
awed successors. Bur several topics 1o which attention is direced in chapter
one come to bess than their introduction—or their importance—warrants.

Music publishing is a case in point. The entreprencurs who controlled thas
businesy managed both to shape the tastes of music lovers and 1o guide the
activities of the composer. In relation 10 composing they carried out some of
the fusctions earlier filled by courtly and ecclesiastical pavronage, and could
see themaclves as surrogates for the public. The way composers adapied o
publishisg practices might affect even the formal comtours of picces.” And
when careers of nineteenth-century masters are described, publishers should
enter the picture as friends as well as musical advisors, For example, not 1o
mentson the Ricordi famaly and fism is 10 pass over a key ingredient in the
lives of both Verdi and Puccini.

The publisher afforded the composer a link 0 a large pablic, which em-
braced many amateur musichans, As castomers they consumed a wide array
of transcriptions and arrangements and alswo much “eavy musac’™ in ity oeigi-
nal stare. Middle-class interest and participation in music constituced a ki
of sea on which the professional mesician might foar. Home music making
attracts little notice in Remvaxtic Murc, though amateur singing groups both
large and small are wouched on. Four-hand music as well as solo piano pécces
destimed for home use deserve attention oa the busis of intrinsic merit alooe.
No one is likeh o miss Wilhelen Taubert's Minselieder or Theodor Kirchner's
many piano works, but Schabert’s four-band pieces, Beethoven's Bagatelles,
and Mendelssohn's Saegs withour Wards are regrettable absentees. Their inclus
siom by Plantinga would in some small measure balance the fullness and care
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with which the dazzling world of planistic virtosity is wreated.

As was mentioned, the piano itsclf—its manufacture and capabalitios—for
a time becoenes Plantinga’s topsc near the beginming of the book. Hese what
receives disowssion is more the undertaking of Johann Andreas Stein than
that of Stcnway & Sons, but Rementic Masic (throughout favoes the paano
above all other instruments (so, of course, did the nincteenth century). In
striking contrast, Plantinga assigns so space cither 10 the adopting of valves
by trumpet and horn or to the remarkable inventions of Theobald Bochm
and Adolphe Sax. Noe does 1he flowrnshing of conservatories as trainieg
grounds for instrumentalists draw his attention. While he carefully demon-
strates how certain composers of oechestral music wrought their parposes
through intricase calculations of sound, Plantinga neglects the technological
and socal clrocamstances that made such calculations pessible.

The coverage that Resantic Maric gives (o the splomdid violinists and pia-
nasts of the century has no counterpart with respect o singers. Aside from
Jenmy Lind, the only opera stars mentioned are those who marnied leading
composers. One knows how dosely tied 1o opera production were such mas-
tery ax Weber, Wagner, and Virdi and how knowledgeable the successful
opera composer had 10 be concerning the vocal resources available o him.
Introducing Giulia Gris, Wilhelmine Schedder-Devrient, Adolphe Nouse,
Pauline Viardot, Ludwig Schnorr von Carolsfeld, Francesco Tamagno, or
comparable figures would sceve two purposes. One would be o show the
reader how potential casting and the dermands of a role may interact even as
an opera is being written. The other would be 10 underline the fact that an
opera is not as determinate an artwork as is a symphony or string quartet.
(Opera revisions by Wagner and Verdi are comenonly regarded as normal
acts of invention, while symphonac revisions by Schumaan and Bruckner
appear on their face 1o be signs of confasion.)

In chapeer one the prebistory of nincteenth-century comcert life hils a page
or two, but Remantic Music 100 seldam turns back 1o this subject. Scarcered
information s given about available concert Balls and concert senies, old and
new. But as to the size of comcert halls, the frequency of comcerts, their -
nancing and patroeage, (be bength and makeup of programs, the social and
ecconomic status of orchestral musicians—as to all of this, one must look
elsewhere.

On the other hand, the reader of Remastic Mwi can learn much abost
nineteenth-century views on music’s expeessive meaning and intent. The in-
wrodoctary chapter containg & section on “Musical Aesthetics,” and in &
Plantinga has occasion 1o remark that in Schopenhauer's scheme of things
“art does duty for both metaphysics and religion™ (page 14). Though Plan-
tings docs not pursoc at length the ramifications of this exalied opénion of
art, they maght be discovered 10 have had a strong effect on the world of
music making. To the extent that art in the nincteemh century became a
peoxy for redigion the comcert, the recital, or the opera performance func-
tioned as a sacred service. In this regard the extreme was probably reached
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within the precincts of Bayreuth. Yet somethang of the same attitode may lie
behind the importance that music as enactment attaimed in this age befure
the recording of sound. In playing picces from what was becoming a stan-
dard repertory, performers gave listeners their interpretation of ordained
texty, Or they spoke in tongues, ie., mpeovised. The esteem and even vener-
ation felt by the nincteenth-century public for gifted performers and their
calling 1l much about what musec isell at the tinse was undersiood 1o be,

Ramentic Muric neatly pimpoints the most celebrated porformer and com-
poser pairs: Jobasn Michael Vogl and Schubert, Clara Wieck and Schu-
mann, Joscph Joachim and Brahms. But the broader picture of inser-
dependency among the makers of music—that is, between those who
conceived it and those who performed s—remains shadowy at best. During
the nineteenth century “getting performances™ was a major challenge 1o the
ompaser, since no fixed chain of production, so 10 speak, clfortlessly estab-
lished #tsclf. Inm view of this unsure situation the desire or need 1o seck out
conducting engagements, an impulse felt by many m