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Proface

THE acquisition of historical information about music is of little
value unless thar information is applied directly to the literature of
‘music. In any study of the history of music there is, inevitably, a
- considerable quantity of factual material that is of purely historical
interest. However, in the present outline, nonessentials, such: as
biographical detail, have been minimized or else eliminated alto-
gether. The present emphasis is-upon the organization and presenta-
_ tion of essential historical information that bas a direct bearing -
upon the actual music of any given period, or else upon the devel- -
opment of musical trends. The outline deals primarily with the -
characteristics of form and style as they apply to music of broad and
specific periods, to nationalities or schools, and to the most important-
composers, This outline, then, is intended to be a substantial guide
-~ to the intelligent study of music by the amateur as well as by the
advanced student of music. It can be applied equally well to the =
occupation of hstenmg to records and to detailed analysm of musmal T
scores. : - S
“Furthermore, the present work is more than a mere review, out—
line. It is a functional work which can be used as the basic textbook
in a college course in the history of music. This does not preclude
 collateral reading in the many excellent textbooks in general music
history which are indeed valuable. But the present outhne should
be the core of the study. ' : -
- At the end of cach chapter through baroquc music, record lists -
have been provided. These are selected from available recordings -
prmapally by Columbia and Victer, and from the valuable Antholo-
gie Sonore. As more and more rcprescntanvc works are 1ssuad

\f-.
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$ ecmlly recordmgs of musu: pnor to 1600, the lists should be <0
derably stpplemented.

“Scoré lists, also, have been prov1dcd for reprcscntatwc music ip
0" 1750, mriusic for later periods being much more easily accessible,
“hese “lists are primarily - based" upon two musical anthologlcs 3

\

istorical Am}zology of Music, edited by Dr. Willi Apel and Dr 5
chibald ‘T. Davison,.and scheduled for publication. in 1947 byé
c'_-Harvard Umvers:ty Press; and  Arnold Schering’s Geschichte
“der Musik ‘i Beispiclen (“History. of Music in Examples”) pub- :

ished by Breitkopf & Hirtel, Leipzig, 1931,
he author ‘here ‘wishes to express his deep gratitude to Dr.'
loyd Hibbtrd North Texas State College, Denton, Texas, for
-reading of the entire: manuscript and for numerous invaluable sug-
ions and cr1t1c1sms and 0, Mr. Walter Rabert for reading proof.
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" PART ONE -

- Monodic Music to about 1300 -




eCHAPTERI o
Antiquity to azé’aomf 200 'A.D.__ :

'T{E history of music until about 260 A.is shrouded in darkness
The limitations of the study are attributable to the fact that there is
virtually no extant music because of the absence or inadequacies of
carly notation systems. Furthermore, except in the rather extensive -
© Greek IIterature litle about music was written by ancient contem- -

porarics.

Limited Knowledge of Anclent Music

Methods of Studying Musical Antiquity. Some knowledge of
antxqmty has been gained, however, through certain methods ap-
~ plied by modern scholars. (1) The study of musical systems of old

1 civilizations of today (India, China, etc.) affords some insight-into

early practices. (2) The study of primitive tribes of today likewise
| provides some mforma‘tlon about music’s past. (3) Reconstruction
| of ancient systems from pictures, drawings, a few actual specimens - -
" of instruments, and a few fragments of: olcl musmal notation have .
provided some enhghtcnment. ' - o
Theories about Origins of Music. From the ahove methods, certain' .
theories about the origin of music have been evolved. (1) Music

may have developed from primitive communications: tribal drums, L

- calls, ete, (2) It may have been associated with work rhythms at a
i very early time. (3) It seems to. have been assoaated almost msunc—\
| . tively with emotional expression. ' S
Ancient Uses of Music, Music probably dld not emst asa separate'
art until the Middle Ages or later. Before then it was undoubtedly
~used in connection with various functions. Pmbably the most impor-
tant of thesc were religious rituals, mystic ceremcnles, festivals, etc.,

'3



vas probably sed ‘with
: ery‘-hl\ely cmployed

slicity. - L : : - !
Chmese -Musm. Chmese riusic made c0n51clerable use of a ﬁvc >

_5

Early Hebrew Musu:. Among the Tebrews music was important,
udgmg from humerons “Biblical refercnces. It was probably of E
ritual nature. _The Hebrews employcd unison singing, chanting, and
' s1dcrablc melodm embclllshmcnt They also employed cmt:pfwﬂaf.f
ﬂ_gmg one chcur or. group of ‘singers answered by another). Th :
lustoncal s1gmﬁcance of’ carly Hebrcw music lics in the great 1nﬁu
etice it Had upon’ Chnstmn music, partlcularly npon plainsong. :
Grcck Music, The rusic-of the Greeks is ‘the most important i
al annqu,lty'for several reasons: (1) Greck ‘theory had a marke
1nﬁuence 1ipon- thcary in the Middle Ages. Such terms as perfe
consondnce.” (fourths, ﬁfths, _octaves) “and  imperfect consonance:
{t }urds and’ sixths)’ come from Greek theory and are still used ‘to-
(2) Throughout history there have been recurrences of Gree
‘ideals n:musm as, for example, the revival of Greek tragedy in th
laté 16t cetitury which’ gave rise to opera. {3) The doctrine of etkoa’
cc page 6) ha_s been manifest in ‘various ways.

GRI:ZEK-C 15; There were tio cults that deminated musical co
¢epts 'in ‘general; (1) The Apolloman ‘cult made use of the cithare
{ pluched Strlnged 1nstrument), and -was characterized by clarity
of fOl‘l'l_J, purity; and objectivity of | expression. (2) The Dionysian
the- ther hand uscd thc au?os (a doublc—recd wind instr
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MONUDIC MUSIC O ABOUT 1300

: _cnt) and Wwas charactcr1zed by ecstasy, passion, sensuality, and :
"'subjecnvny These two concepts have had varying roles in the sub-
 sequent history of Otcidental music, the former embodied in classt
‘cal trends, the latter in romantic trends. .
. GrEgk . THEORY. Greek theory was based largely upon the acousti- 7, --||
 tal ‘mathematics o£ ‘Pythagorean ratios. Various complicated scale .'\.'i_‘
atterns, called modes, were' employed. They, in turn, were based-
Poh:k;mgf};grdf' (gi'oups of four adjacent tones) arranged in con- -
“junct order (the lowest note of one tetrachord being the same as the
op- Aote” of the tetrachord lmmedlately below) or disjunct order
(the lowest note of one tetrachord being adjacent to the top note of
the- tetrachord immediately below). There were three genera of
: tnj:trachcurds (1) the diatonic (e.g., the tones B CD E), (2) chromatic .
(¢.g» the tones B C C§ E), and (3) enharmonic (e.g., the tones*
BBf C E; wherr:: B, Bﬁ, and C are theorencally a quarter tone
Caparty

NO'I‘AT[ON “The . ancient Greeks had two kinds of notation:
“(1) 2n mstrumental notation, the symbols for which were perhaps
_':.derwed from Phoenician letters, and (2) a vocal notation, where
_E-:-'fthc symbols (Iomc alphabct) were placed above the words of the

U téxt .
_'.RHYTHMIC MDDES An 1mportant part of Greek theory was thc--:‘
employmﬁnt of rhyt.hmic modcs directly assocmted with poetry (see”
- page-12). . L .‘

:DOCTRINE oF E'raos The doctrine of etios involved the belief -
hat ‘music ‘has a direct effect- upon the soul. The doctrine was es-
Z:'tabhshed by the Penpatctu:s and Stoics. The determining factors in -
- mussical ethos were: rhythm, tonalxty (or mode), and’ the instrument

EXTANT Music. The most 1mportant examples of Greek music

are: two ' Delphxc “Hymiis to_Apollo” {c. 130 Bc.), two short

-,-“Hy‘mns to"the Muse,” a “Hymn to Nemes1s, and a quaint little

::"“prtaph of Seﬂulos ” The few remnants of actual Greek music

-..-.-__consutute a who]ly madequate bas1s upon which to judge Greek
usic;

WRITERS Although most of t.he Greek phﬂosophcrs deait in some




-

.A\TTIQUI"[‘Y.TD ‘ABOUT 20042, o

'measurc with the sub]cct of musxc, Arlstoxcnas is c0n51dered the =~

most important Greck writer and cheorist, -
In geeral it should be kr:pt in mind that music to thc Grecks
was not an individual art but was mscparably bound up \’i’lth poetry '
~and drama. : . :
‘Roman Music. Very httle is known about’ Roman music. Tn | gen-
“eral, the Romans were imitators of Greek cultire, Music did not.

develop extensively in their hands. It is likely that they were re-

sponsible for separation of music and p'c.et’ry' They developed brass
instruments largely for military purposes. Music was also used for.
enhancing scnsual pleasure.

RECORDS
Hymn to Apolle. 'V 3529A.
Skolion of Seikilos. No. 1 in “2000 Years of Music,”
Hymn to the Sun, No. 1 in “2000 Years of Music.”
Jewish music. No. 2 in “2000 Years of Music.”
- SCORES :
Skolion of Seikilos. SB 1, HAM 7C
First Delphic Hymn, HAM 7a. - -
Hymn to the Sun. HAM b,
 Jewish music. HAM 6.



“The Christian Era

1&’ Chrigtian Fra ‘i rausic: encompasses the development of
tonodic-music from about 200 A5, to about 1300, Sacred and secular.
monody .continued:to develop long after the: advent of polyphony

{c 800 &

Sacred -Mouody: Plainsong -

Rchgwusn_lonqdy i_é_rcfef:é_d to variously as plainsong, plain chant,

synonymotsly; Gregorian charii:_us_tially implies a_special branch of
plainsorig (see page 10). Catholic plainisong constitutes the greatest '

2) i f#qdcif! (iéyit is 'b_'as'éd' iipoq the eight church modes), (3) is

ext, and (8) makes use of a special neumatic notation (sce page 6o). -

onic, i, the tone-on.which the melody ends),-and which have
Greek .pames, and (3). plagal. modes which hay
"fnplddic__;répg‘g'@f a: ﬁfth_abb'v: aﬁa a-fourrth below the final, and 3
~ which use _th:-Pr.eﬁX_ﬂ_-";fJ’-PG? with the Greek pame. The cight church
.__-'modgs'afe;f;_(i) Dorian; rangeé D to D (scale-as on the white i«:eys k
-of a”piano), ‘final’ D; (2) Hypodorian, range A to A, final D;. ]
~(3) ‘Phrygian, t0°E, final E; (4) .

bddy_':'_jéf._ pure monody known to man, even greater in extent and

: _l_l'e"_J_Z:ig_l_lf_'C'l:{urchi';Modes. The church modes are divided into
wo classes::(x) authentic modes which have an approximate melodic
ange (called ambitis) of an octave abave the. final (the plainsong

Gregorian. chant, and cantus plasius. These terms may all be used -

'aul_:'y'___'than_-folk—_:éqng.- R T SR -
~General. Characteristics_of .Plainsong. Plainsong (1) is monodic, -

_ na'c_c;q'rhp'aﬁicd', {4y is'_-.ngin_metri¢; (5) usés a free prose rhythm,
Aollowing: that of the text; (6) ‘has a limited range, (7) uses-a Latin

]

1

ave an approximate |

rg}'r.lg.?-.'E.tO E, final E;. (4) Hypephrygian, range B- ;
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to B ﬁnal E (5) Lydlan, rangc Fto F, ﬁnaI F (6) Hypnlyd;an
~ rarige C to C, final F; (7) Mlxolydlan, range G to G, final .G; . -
(8 Hypomlxolydlan, range D to D, final G. Four additional modes":_"_f

~are infrequently used in Catholic chuich music:-the Aeolian and
" Hypoacolian modes on A’ (the same as the natural minor scale) PR

and the lonian and Hypmoman modcs on C (the same as the ma] or.
scale). . o L R
Styles of Text: Settmg. Therc -are four styles of text settmg of- o

plainsong: (1) syllabic, where one note of the mclody is set to onc".'.; -
syllable of the text; typical of hymns and ‘tropes (sce page 10)- -

- (2) neumatic, a few notes to one syllable, the mcst commnton style, -

(3) psalmodic, numerous syllables to one note or pitch; used- in".

psalms and gospel readings, and (4) melismatic, numerous fiotes
" to one syllable; used in settings of the Alleluia, : e

Early Chant Cultures.. Sacred monody .of the prc—Chnstlan eras = -
“had an important influence upon later Christian chant, There are- -
four principal pre-Christian ‘chant cultires. (1) Syria, a part of _thc-
- Roman Empire near the Holy Land, was the scene of much religious ..
 activity, The Syrians employed antiphonal chant (one choif answered =
by another)} and refpomormf chant (a solo voice answered by 2"
g chmr) (2) Byzantine culture contributed ‘hymn writing. Tt influ-
enced Greek Orthodox Church chant, (3} Armenian chant was -~
. developed in connection with an- alphabetic notation and later with -
@ system of neumatic notation (sce page 60). Armenian-chant was ~.* -

_in the style of hymns. (4) Hebrew chant was perhaps the most -- -

important early chant culture because mixch early Chrlstlan plam— i

" song was taken dircctly from Hebrew chants, -

Branches of Christian Chant. There are five branches of Chrlstlan' R
“chant: (1) Russian chant is derived from Byzantine chant and is -
“used in the Greek Orthodox Church.. (2) Ambrosian’ chant, named -

for Ambrose, Bishop of Milan in the 4th century ap., is- charactér- T

ized by development of hymnody and antiphonal-singing. (3) Galli---

" can chant flourished in France until Charlemagne ordered substitu- :

tion of Roman rites-arourid 800 a.p. A few of these Gallican tunes -
were carrled over into Roman service. (4) Mozarabic chant stems -
. f‘-‘Dm the Moonsh mv:tsu)n of thc Spamsh pcnmsula where Chris- -~
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- tiasity was: allowed 'to continuie. The earliest Mozarabic chant
-i"-rri'#nu's’cripts__ date from ‘the end of the gth century. (5) Gregorian '_
.~ chant is the most ithportant branch of plainsong. It begins with the.

B ;1i:urgicél"Ibrgaiiizai'tion effected -by Pope Gregory the Great in the
" 6thcentiry an. He collected ‘and organized liturgical chant. -

. Catholié Litargy, Plainsong is used in the Catholic Mass and in

“some ‘of the sn{alleij services known as Canonical Hours. The Mass
.includes two types of liturgy: (1) the Ordinary of the Mass, in-
“cluding the Kyrie, Gloria, Credo, Sarictus, and Agaus Dei, the texts
" of which do not vary, and (2) the Proper of the Mass, including the
“Introitus, Graduale, ;f}llcltiia, Offertorium, and Cominunio, the texts -
£ which vary from day to day according to the seasoni or the saint.
The Ordinary of the Mass is a later development than the plain-
“songs of the Proper, which- gradually hecame standardized from -
sabout the'gth centwry. 0 o
1‘_-T1:opi_3‘s'ahd-5equeﬁc¢_és; From the gth to the 12th centuries a new
,development. in plinsong took place. This originated with the
- practice of interpolating plainsong melody and text phrases (syllabic™
" S‘t_j’le) :.-bétWéen_ the' words of ‘an already existing pIainsong, or be- :
“.:tween the verses of a hymn, These additions were called tropes. A
~special kind of trope, called sequelz or sequence, ariginated with the
- practice of adding prose texts syllabically to the jubilus (long melis- .~
" matic- passages occurring -at the end of -the Alleluia). Sequences -
: -@ec&'uie‘ﬁd__eta;:hcd_fro_rn' the: original plainsong. Tuotilo (roth cen-
'@_tury_)_ is considered the father of the trope. Notker Balbulus (gth
century) - and Adam .of St. Victor (12th century) are important

‘writers of sequences. S

L L Secular Monody .
- Lacking the 'ci'gani'zation and systématic dissemination that plain-
- isong. _rec_:gi\_r'_c*d_.._in the hands.of the Church, secular music, though
* doubtless. extensive, ‘was not - preserved. Little secular music has
_becn-recq;d;d carlier “than the soth. century. The “Song of the -
+ Sibyl”. is one of the earliest known - secular songs. . . ,-
'_Gengrall__Ch@ra_ct_erisﬁcs of Secular Monody. Secular inoriody differs " -
f_ljgm':gla}l__lfqng-m various respects: (1) It usually has a metrical
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basis and is more strongly rhythmlc than: is plamsong (2) It often”.
has'a wider range. (3) The phrases of secular melody are usually
more régular, (4) Secular melody -is not strictly modal. (5) It.is.
* usually nationalistic in character as opposed to the more universal -
nature of plainsong. (6). It is now more often harmonized: and
- .sung to accompaniment. (7) Secular texts are usually i thc vernac-
" ular language. : : o
Latin Songs. An exception to charactenstlc (7) abovc is a- body :
“of songs with Latin texts. From the latc 10th to the carly 13th

_centuries vagrant students and men in minor ecclesiastic orders,

known as goliards, roamed over Europe composing and singing -
- Latin songs on various subjects—love songs, drinking songs, spring
songs, ribald songs, and humorous paraphrases of ‘plainsong. Con-
‘ductus is a term loosely applied to all sorts of Latin songs from the
11th to the 13th centuries, These were normally based upon metrical
texts and the music was original. However, conductus . probably -
originated as a trope sung during processions in the liturgy.

* Jongleurs and Gaukler. In the Middle Ages there was an important .
-class of minstrel entertainers called jonglenrs in France and Gaukler
in Germany. They were performers and entertainers rather than -
poets or composers. They were musically important in that they' )
kept alive a large body of ‘secular meledy., . .-

~ Troubadours and Frouvéres. The most important body of secuiar '
monody comes from two minstrel groups in France: the troubadours-
~ and the fronvéres. Unlike the jongleurs they were persons of rank.
The troubadours flourished in Provence in southern France from -
the end of the 11th century to the end of the 13th. Of this group
some 264 melodies are preserved and aboit 2600 poems. The most : °
important names of this group are Marcabru of Gascony, Bernart
de Ventadorn, Guiraut de Bornelh, Guiraut de RLquler, and Bertran
de Born, The trouvéres, located in northern France, reached'a peak -
of development slightly later than did the troubadotirs. There are -
about 1400 extant melodies and roughly 4000 poems of the trouvéres, -
- The most important trt-:nuiféres are Quesnes de Béthune, Blondel de
Nesle, Thibaut IV (King of Navarze), and -Adam de la Halle, the
latter famous for a medieval play -with music, Roém et Marzon



tendcucy ATy t’oward ma]or and minor. The songs are based upon- f
rkytbmsc modes. dcnved from the Greeks, and are usual[y thought to ¥
' ome form of trzple mctcr. The basic modes are: (1) trochaeus
' (2) mmb;{_f U....JJ (3) dactylm‘ . ——uu-JJJ
-uu_,JJ,J (5) spondeus - —-—=JJ and (5)
: bmdxy: .'-u p Another characreristic of troubadour and.
trouvere music is thc grcat varlety of forms employed. Apparenﬂy
'comrnon practu:e among’ the ‘minstrels ‘to improvise ac-
umpamments to their songs with.the viclle (the most important
string . itistruiment. of the* Middle -Ages; four strmgs, one drone’
string,-bowed) or somie form of lyre. -

Poctic Types. The- main poetic types, according to sub}cct used
by the mcdleval mmstrcls Wcre (1} canso, a love song, (2) strventes,” .
a satirical: poem sung to-a: kiiown melady, (3) planh, a lament on
the dcath of:a’ great personage, {4) pastonrell, where a knight woos |
shcphcrdess, (5) chanson de-toile, a spinning song, (6) enumeg, a -
satire; (7)’ azsée, the- song of a friend watching over lovers until
dawiy; - (8) zensoor jer-parti, dialogne between two or three peoplc,
and (o) c}mnson e geste, an epic chronicle of the deeds of ‘a.hero: p
Song Forms A great: wealth of diversified musical formq was .|
cmpioycd by the troubadouss and trouvéres, These forms may be _
divided:.into " four - main. classes: those - derived from. (I) Iitany,
(2) del,(3) : sequence, and (4). kymn. ' -

‘Lirary. Typrs, Musical forms derived. from the litany are the -
cﬁamorz dr: ge.fte the rotromn ge the ;tropkzc lame, and the chcmsarz

rf-v;"'z: 5o

uncqual paragraph hke secnons. called. lm::e:, each of whlch consists |
of two shar '_H'lC]OdlC patterns repcated over and ‘over tncil the end -
qf a thought 18 feached, at which- point a-cadential formula is sung
or played Thc plan of the l:usse then, is: ab abgb ab.. . . ¢, .
b.: Rotrozwnge Thr: rotroucnge form makcs ue‘of a rcfram,
2 xth mtcndcd forpartmpatlon by an. audlcnce It consists of a
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Adapeed from K Wistory of Mudle by Emil Mogmant -~ 0o iy
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'strophe and -a dosmg formula presented by a soiolst, and a refram
" ywhich is the same: selodic pattern as the- close of the strophe. It
. 'may be represented by the formula: a2 aa...& B. (Lower-case
letters stand for soloist performance, capitals for chorus refrain)) -
e Stropiz:c Laisse. A shorter lyric form growing out of the chan-.
on- de geste is the strophic laisse in which a single laisse pactern is .
‘used- over ‘and over. again with each stanza. .- Co
d, Chanson with Refrains;’ A fourth litany type is the chanson. -
-with refrains. “This includes several different refrains borrowed from -
rell-known songs, each bemg chosen for its approprtatencss to the
_:foregomg strophe.. . - - . : .
" Ronper Tyess, The rondel types 1nclude the rondeat, mrefm, and
b bak'ade These wete often dance songs.for leader and chorus. _
2. Rondean. The rondeau has the musical form: 2 4 ab AB.If
‘the text Kas eight.or more lines the complete refrain (A4B) appears
at ‘the begmmng as well as at the end. The rondeau continued to .
_Zbc a-popular form for several.centuries. :
= b. Virelai. When a two-part refrain (AB) is used at the begin-
ning ‘and at the end, but different material is used by the soloist, :
'he form is. ealled a vrrelm and i is represented by the formula: 4B
:cc .:zb 4B - : :
G Ba!!ade ‘Three pnncrpal ballade forms are represented by the
following formulas: : (1) 4B cd cd ¢f AB, (2) AB ¢d ¢d e ab AB, :
f.and (3) ab ab cd E (which drops the introductory refrain).
. SEQUENCE TYPES ‘The various . forms derived from the plainsong :
‘sequence are vatious forms of the-Z4i and the estampic. They are
-__characterzzed by melodrc phrases 1mrned1ate1y repeated to new words.
2. Lai. The ‘lai- may be represented in general by the formuta:
a bb cc dd_ee, etc.; or by an, bby - o6y "dd,, etc., in which the repet- -
) t.ron is a 311 ghi variation of the preceding- phrase :
b, Remforced Lai. A group of phrase pairs repeated together is
“called remforced tai, For example it might be represented by the
| formula: g b6 tc dd-ee ff. cc dd- ee ff - gg hh.
; '.'.-"'fe:reft;ﬁfszz lfrjis p shIorte;lled version of the lai plan includes.
"""'.'.":'represented by the tmg e phrases or phrase pairs), and it may be
o YPICal pattern @ bb o d’ The pattern might -
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-~ be further -reduced to the formulas a2 4 4, which is the familiar .
plan of later song form and the da capo aria. Other shortened ver- -
- sions of the lai form are called la/ segments. R
 d. Estampie. A dance form, known as the estampie (sec-page 52),
_@niploys the ‘general sequence construction, but is characterized by .
_grouping of the pairs (called prncta) as follows: aby ab, cby chs
dby dby by eby. (This would be an estampie with four puncta.)
~ Hyamw Types, Forms derived from plainsong hymas are the vers,

chanson (without refrain), and rounded chanson. SRR

* a. Vers. Each strophe-or stanza of the vers, as with the-plainsong -

hymn, consists of different! musical phrases (ebcdefp). _
b. Chanson. The chanson without refrain is represented by a

- repeated section and an unrepeated one: ab ab ¢d, in which the

unrepeated section (cd) is longer than the repeated section,” -

" ¢ Rounded Chanson, The rounded chanson resembles the chan- . -

son but with the addition of the second phrase of the opening
section heard again at the end: ab ab odb. . L
Minnesingers. The Minnesingers (singers of chivalrous love) flour-
- ished in Germany in the rath and r3th centuries, largely as an out- ~
- growth of the troubadour movement in France. Their songs closely.
resemble the style of the troubadour and trouvére music, They used
duple as well as triple meter and employed the Ionian {major) mode * -
as well as the older church modes. - : ' o

- Nanss. The most important names of this class are Walther von .

“der Vogelweide, Neithart von Reuenthal, Heinrich von Meisscn
(called “Frauenlob”), and Heinrich' vor Miiglin (14th century). -

“Forms. The principal types employed by, the Minnesingers are: L

the Lied, the Tagelied (similar to the French aube}, 't'hq_Leic}; - :
(similar to the French lai), and the Spruch, a proverb. - .-
- Meistersingers. The Meistersingers of the 1ith to 16th centuries,

 unlike the aristocratic Minnesingers of an earlier period, were of the .~ .

burgher class, and were resident members of the priéal‘ guild organ- -

izations of the Renaissance. Characteristic of the Meistersinger music - ...

are the numerous pedantic rules governing musical creation, .the

‘recurrent use of standard melodies, and a certain amount of crudity -

.?_nd lack of inspiration. The principal Meistersingers were Conrad i
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Nachtlgall Sebastlan Wllde, Adam Puschmann, .md Hans Sachs’
__(1rnm0rtahzed along with the whole Meistersinger movement, i E
Richard. Wagncr s Die Me::ter.:m ger von N zzmberg)
English- Secular Monody. ‘The éxtant music of the British Isles®
rior to' the- I5th century is not extensive, "but it indicates a high
degrec “of artistic’ development, In the Anglo-Saxon period tw 2
Tasses of minstrels existed: scops, who were resident minstrels, and?
gléemen travelmg minstrels. Both classes seem to have practiced thc
ecitation of long poems to harp accompaniment, One name is asso-3
ciated; Wlth carly English monody: St. Godric (12th century), a half. ;
cgendary heérmit of northern’ England from whom numerous songs
are supposcd to havc come.

- from thc Mass “Lux et origo.” V M87 1-2.
Examplcs from the Proper of the Mass. V M87. 1-2. AS 34.
Allehiia ascendit Deus; Alleluia Dommus in sina. C goB8M.
chmem acternam. C 9o88M. -

Hymn in-honor of St; John the Bap'ust ( ISt half only); Ilymn :
'_Vem Crcator Splrltus Te Deum \Y 2089613 ' ]

Sccm’ar Monody P 3

qu_ndcl de Nesle, Pemn dAgmcourt R:chard Cocur de Lcon,
Walther:von der Vogelweide, Rumelant, AS 18a, 28b.
Thlbaut of 'Navarre, Adarn dt la Hallc v 17760

' Plaxmo:*zg ' : o '

Ordinary _ of thc Mass Glona and Sanctus from the Mass “In
oo festis dupllc;bus ” 8B-za.

: Gzaduai verse: Qm sedes.” Roman -and Mﬂan versions., SB 2b.
*Gradhal- verse: *“Haec dies.” HAM 12,

Rcsponsorlum “Libera me.” HAM 14

Byzantlne chant. HAM 8.

Ambroslan hymns, HAM 9.:

- Psalm - 146 with antiphon. HAM 11,

Alleluia: Ahgclus_ Donum HAM 13
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Allelula Dommus in sma, w:th sequcnr:e “Christﬁs h.'_liiné..fdiém';"’
 HAM 16. - .
: Tropcs Tuotilo, " © Ommpotens.”-'. SB 3; Kyrie, Kyrie ‘trope. -

HAM 15, = ' S - '

Sequencc 5By, 5,6 HAM 16 o ' I ST \

_ Scmfaerzody R Lo

-+ Troubadour and trouvére songs. SB 11, 13, 14 HAM 18, Ig
Minnesingers. SB 12, 21. HAM z0. -

- Meistersingers. HAM 24. :

. Latin songs (conductus). HAM 17.- |

Latin songs (religions laudi). HAM 21

~ Spanish songs. HAM 22. . IR S

English song: St. Godric, * Samte Marlé " HAM 23, o _ '

.
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The Poly pfzmzc Perzod (8 0 0—-16 0 o)



CHAPTER III

Eczﬂ_y S mge.r of PoZ_ypbomc Mmzc

91 T:IE most significant innovation in the entire '_hiét’or’y of musicis e
; the advent of polyphony ini the gth century. The polyphionic concept . -
’tj ~~more than one'single melodic line at a time—dominates the artistic. . -
i development of all Occidental music. The early stages.of its develop- .-~
i ment (8o0~1200) take place in the 1atc Carolmgsan penod and the‘-' _—

early Middle Ages. ~ . - o ) T

- Organum. The term organum is apphed to various types of early
pelyphony. The terms organum, discant, and diaphory were used © '
: mtcrchangeably at first. Organum began abeut the gth century with
i the practice of singing plainsong _mclody in two parts simultanie- <7
ously a fourth or fifth apart. In’ other words, the organtim - moved >
J in parallel motion without melodtc o’ rhythmlc mdependence of L
4 the parts.
" “Theories concermng the Ongm of Parallel Organum (1) Be:lau:v, o
# a Russian musicologist, holds that the practice of singing in parallel.":'. :
# fourths and fifths appears in secular music before it does in sacred:”
4 (2) One explanation of parallel organum is bascd upon the physmal e
d series of overtones: octave, fifth, fourth, third, etc. ‘Beginning’ ‘with .
4 the much earlier practice of - singing melodies in octaves (called
§ magadizing);, this is also the order in. which ‘these intervals ‘appear - L
 chironologically in parallel organum. (3) Another’ ‘theory relates =~ .
“jearly organum to the fact that the natural pitch ranges of the-human | e
A voice lic approximately a fifth apart, hence it would be natural for -
Y tenors and bases to sing the- same melody a fifth- apaxt (4) Tvise -
-4 believed that two-part music was played on an organ at an early *
time, leading to the practice of doubling the voice part at the ibterval -

CLTar
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' of al fourth’ or ffth, and in general gxperinﬁénting with parallé
- .poljfphcﬁy. (5) Finally, parallel organum may have originated from
“. ‘the practice of repeating a sequence phrase a fifth higher by a second
", chiorus, which was‘only a step from both choruses singing the same
" phrase simultaneously. . . '
" Types of Organum. The following types of organum are presented
" in approximate chronological order, although no dates can be
. affixed to the beginning or end of any one practice. There are two
" factorsiin the development of polyphony: (1) melodic independencs,
" departure from strict paraliel motion of two or more voice parts,
“and (2) rhythmic independence, where two or more notes in one

_ voice part _ill'é sung to one note in the other parts.
7 Srrier Simrre Oreanum, The most primitive stage of polyphony
. is called strict simple organum. It consists of two voice:parts moving
*.in parallel motion a fourth-or a fifth apart. It is based upon a plain-
" ~*song melody, called vox principalis. The added part, the same melody
" sung simultancously a fourth or a fifth below the principalis, is

- called vor organalis.” o,

"~ Conposite Oreanum. For palyphony ‘of more than two parts
- the vox principalis was doubled an octave below and/or the vos
- organalis doubled an octave above, This is called composite organum,
- which is simply a manner of adding parts without departing from
.. strict parallel motion. - - o _ : )
-+ Frex Oncanuni. Melodic independence began with the practice of
. beginning two-part organum in unison’ (both parts on the same
- - note) ; then while the vox organalis remains stationary the vox prin
< ten cipalis moves until the interval of a fourth is reached. Both voices
F_ﬁqn move in parallel motion until the close of the melody (called
" occursus) where they again move to unison. This form was preferred
"";:'bY'G.‘-‘idO d’Arezzo (x1th century). Strict organum was probably
< still used in. the 1xth century, although the interval of a fifth was
~no longer permitted in parallel motion. - : _
.z'.'-'susmjm;\.m.mToi\iE StyLe, Oreanum Purum. Free organum gave
:.m;-lodrp. 11'.{_clcp¢ndex}ce_\ to polyphony. The next step was toward
L _f}l)’_thmg :.md_epeqdence, gained in the sustasned-tone style, some
< times “called - organum purum. Here cach tone of the plainsong
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."Imelody was sustamed of ‘held out (hcncc the term tenor),; :
-added countcrpomt moved in free mchsmatlc s’cyle The tcnor part_”‘
‘may have been pl:'.ycd by an’ mstrument _ S : R

GYMEL. Thc practice of “singing a gwen melody in thlrds was'i."'.'-"
.callcd gymel ot cantus gemeﬂus (i, “twin song”). This practice
| ;seems to have had no connection Wlth ccclcsmstlcal dcvelc)pmcnts' |
in organum and it may. have- ex1sted prlor to- organum It was prob
ably of Welsh or Enghsh origin. - S
: Writets and Documents Pertammg to Organum The ﬁrst dlStlIlCt'_-
reference £ part singing was by Bishop . Aldhelm (s, 640-709) The -
first detailed . description of organum is in.-an -dnonymous work-
entitled Miisica Enchiriadis of .the oth century or earlier. ‘An early -
‘mention of organum is found in the treatise De Harmonica Insti-
 tutione. by Hucbald, The Winchester Troper is an-important, xith "
| 'ccntury manuscripe collection of tropes with organuim. John Gotton;. .
-~ an English theorist in the eariy 12th -century, prescribed the use of
- fourths, fifths, and octaves in parallel and contrary. motion, the cross-:
ing of voices,’ and two or threé notcs of the organalis against one.
 riote of the- plainisong cantus ﬁrmus These writings of Cotton show.""_
‘that polyphony had achieved some dcgrcc of melodu: and rhythmic‘
mdependence by Lht- carly Izth c:ntury Pt an

2 RECORDS ; : .
© Organum. V 20897, examples -3 and 3.
.~ Veni Sancte Spiritus. CHM Vol L
- Mira lege. CHM Vol. 1.~ L
- Alleluia: Angelus Domint. V M739—2 - - '
Organum purum Easter Gradual “Hacc dles » V M739-2

' _' SCORES : _.
__--_Organur:i '“Cunctxpotens genltor SB 9 '
o Parallel organum, HAM 25. .
- Free organum. HAM 26
. Mehsmauc organum HAM 27.

./.
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Tbe Am' Am‘zqm

TH‘E music of the 12th and 13th centuries (the Middle Agcs o:
. the Gothie period) is referred to as the ars antiqua.
. General Characteristics of the Period. In the Middle Ages Pill‘lE
became the cultural center of the world. "This was the time of the
. troubadours and trouvires, the late crusades, and the building of the
- great Gothic cathedrals of Europe. Important developments in poly-
" phonic music took place at St. Martial in Limoges and at Chartres
- "in the 12th century, and at Notrc Dame in Paris in the late: Izth ancl
_13th centuries. -
.. General Charactcnstlcs of the Musxc. (1) Complctc melodic and
rhythmlc independence was established. (2) All intervals were
.:..'_"cmployed in various combinations, Octaves,. umsons, fifths prcdoml
: <~ ‘nated as perfect consonances, Thll’dS and sixths were more frequentl
T-uscd than before, Seconds, sevenths, ninths, and. fourths WEre treates
i as- dissonances. (3) Frequent sharp, dissonant clashcs of. the: voic
"parts characterize the hatmony of the period. (4) Triple time (tem
pits perfectum) was used almost exclusively: (s) Adherence to th
.- thythmic modes often resulted i, rhythmxc thorictony., (6) Three
"'_-"_“vmce polyphony prevailed.. Two- part polyphony continped to b
. used and four-part pelyphony began: (7) A device krown as hocke
or boquctm was sed. It consists of ﬁequent arbitrary lntcrrupuon'

o in the melodic lmc of onc part alternatina w1th szmllar mtcrruption'
in’ another part, :

~ Forms. Various styies of free organum were cmployed, partlcularl)
thc: sustamed tone style In addmon tao thcse, new forms were created

...._:.24-._




THE ARS ANTIQUA e _ 25" L

CLAUSULA At the beginning of Lhc 13th century thcre arose a.new -
polyphomc form called clausuia. As opposed to organum, which
‘used an entire plainsong as ‘the cantus firmus basis, the clausula used
-a short' melisma frem an Allcluia for the cantus firmus tenor. To

this were added two contrapuntal parts in faster-moving note values. =

All the parts were sung without text or possibly played by instru-
ments. In the manuscripts only a word’ or two or sometimes just 2
syllablc were used to indicate thc plamsong from’ which the tenor .
was borrowed. o : : : - T
Povyrronie Convucerus. Anothcr 1mportant form -of r_hc penod
is the polyphonic conductus. Here a freely composed tenor is used,
rather than a plainsong. All the parts move in more or less uniform
thythm and use the same text throughout in all parts. ‘
- Pares Moter. The most important form of the period is the motet
This is usnally called the Paiis motet or the 13th-century motet to -
distinguish it from the very different style of the later Renaissance -
motet, The lowest part, the tenor, is'a plainsong broken up intc one.
of the rhythmic modes, usually the slower—movmg spondeus.. Two
‘upper-voice parts with différent rhythms usuvally move in faster
values than the tenor. The upper voices were set to different reli--
glous texts in Latin. Late in the 13th century secular texts in French .
were used for the two upper voices, and eventually for all three -
parts. The tenor part has a Latin text, but it was probably often
performed instrumentally. Harmonic clashcs of the voice parts are
particularly characteristic of the moter. . - . - -
Ronpzr. A less important form of-the ars anaqu is the’ rondd
ot rondellus. Tt is a polyphonic form that makes use of the prmaple _
of exchan ge, which means that different melodic ‘motives or phrases’
are exchanged between two or more voices. For cxampie, the lowcst
of three voices might sing the melodic phrases 4, &, and ¢, while a-
second veice at the same time would sing the same phrases in- thc
order ¢, a4, and &, and the top voice would sing the same phrascs in-.
the order b, ¢, and 4. This practice is important becanse it opencd
the ‘way to the contrapuntal devices of imitation and canon.
Important Names and Manuscnpts. Perhaps the first 1mportant .
composer in music history is Léonin, connected with. the’ Notre
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o Dame school in thc mlddle 12th century His successor was Pcrotm'
o in the late r2th and éarly 13th centuries. An important writer and

comnposer of the [ate 13th cénhrury is Franco of Cologné. Pierre de la’,
-+ Croix {or Pctrus de Cruce) in the late 13th and eacly r4th centuries:
L represents a transition from the 13th- to the 14th-century styles. The

" largest’ manuscript collection’ of x3th-century motets is the Mont.
" . pellier Codex. The famous rota or round, “Sumer Is Icumen’ In,”
- was formerly thought to belong to the 13th century, but recent evi-
" dence established by Dr, Manfrcd Bukofzer shows it to be a product
'.{'_-"_of tl}c early I4th ccntury

*'RECORDS . '
*0) Miranda Dei caritas.” “Pue{lare gremium.’ V M73g—3
~ Pérotin, _“leusa est gratia.” Lcomri, “Deum time.” AS 65.
Pcrotm, t:ondut’lu.s “Bcat‘a viscera. Lumcn 32012,

SC.ORES o
. Org:tna HAM 29, 31 :
 Motets, WS 3. HAM 32, 33—35 SB 18 rg, 20, <
. Clausulae. HAM 30. SB 15, :
" ‘Conductus. HAM 38, 39. SB 16.




CHAPTER V '

The Ars N. Qm

' 'THE music of the 14th century was referred to as the ars nova (“the
new art”) by contemporaries to distinguish it from the older prac-
" tices of the r3th century which they referred to as ars antiqua;

.. General Characteristics of the Period. In general, the 14th century
- is marked by great literary activity with such names as Petrarch,
- Dante, Boccaccio, and Chaucer. The most important painter-of -the
'period is the Florentine Giotto. It was also a period of trouble in
‘the Church, resulting in a dual papacy (Avignon and Rome) be-
tween 1378 and 1418. Two additional historical events belong to the
_ 4th century: the “Hundred Years’ War” between France and Eng-
Jland (1337~1453) and the Great Plague of the black death (1349) '
- Italy shares musical leadership with France in the ars nova,

- General Characteristics of the Music. (1) Predominance of secular
- music ‘in the ars nova is attributable to trouble in the Church.
-(2) New polyphonic forms were added to the-old ones. (3) Imita-
tion and canon were employed rather extensively for the first time:
.(4) An important characteristic of the ars nova was the development
of a new rhythmic freedom. Tempus imperfectum - (duple time) -
now predominated over tempus perfectum’ (triple time). Strict

adherence to the rhythmic modes disappeared, atong with the monot-

onous, short, recurrent patterns .characteristic of the ars antiqua
~ music. {5) There wasa brcdominancc of two-part writing (cspccilally B
in Iraly). Three- and four-part 'polyphony was used mainly in France
and England. (6) Melodic style was generally more florid. This was
especially true in Traly. (7) Harmonic style was characterized by 2
more extensive irse of thirds and by a bold treatment of dissonance,
'_._Therc was little parallelism, _
27
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entury.

=the Middle -Ages.

' short modal ‘patterns of the Paris motet - tenor, howcver, longer:-
‘pattcms are. employed These arc called talea (i, “cutting” where
a: thythmic pattern begins again). There s also repetition of
. melodlc units, called color, which do not coincide with: talea. This
1sorhythm1c plan was apphed less smct]y to the _upper parts of
“the motet; than to the tenor,’ -

ﬁrpe ‘of the’ sarfie name.

poser goes to Machaut, -

in Italy in this period. -

_Important Names. Ph1hppe de V1try (c. 1290—1361), a French-"_
‘theorist and composer, is noted primarily for a treatise entltled Ars--
Nowa which deals with expansion of systems of notation, The first 3
' r0h1b1tton of parallel fifths appears.in this work. De Vitry was prob- -
“ably-a great composer as well, but not much of his music has been -
?:'preserved Guillaume de Machaut (c. 1300-1377) is the foretnost -

rench composer of the 14th century. Francesco Landini {c. 1325- .
1397), a bhnd orgamst is the greatest Itahan composer of the I4th_.

IsowirvTeiMic MorEr. The most 1mportant 14th-century llturg:ca!_.-'
- form is the isorhythmic motet, developed from the Paris motet of-
“the r3th century, Tt isa polyphomc composition of three or four parts;”
based “upon’a llturglcal cantus-firmus in the tenor. Tnstead of the_ )

“French Ars Nova Forms Most of the forms used by French- com-
posers in the 14th century are.a. contmuatlon of earher forms of._._

' :.-_'BALLADE Tn: the secular ﬁeld perhaps the most 1mportaﬂt form_.j' ]
* ‘was the ballade, & polyphomc form derived from the troubadour _

** Oreter “ Forps. Other- forms employed in. the Frt:nch ars. nova_.'.
musm are ‘the lai; chanson 5ol£ode or virelai, and the rondeau, CIEdlt"-:. .
for the first- eomplete polyphomc settlng of the Mass by one ¢ om-‘" _.

* Ttalian Ars Nova Forms In Italy new forms were developed
These were largely secular forms Little sacred musu: Wwas produced A

Maprrcar. An lmpﬂrtaﬁt form of the early 14th century is the'-."-:
Ttalian medﬂgal ‘The origin of the term. has been . explained. vari- "
.I-gusly as bemg derived from mandnak (a pastoral poetm), matricale’
(a. rust;c song in- the mother tongue), and maa’rzaﬁe (a hymn to the




. _.THE .!_\RS NOVA - B 29 -

- Vj;'gin). The ars nova madrigal was usually a two-part composition, -

“the upper part characteristically florid and the lower part in slower-
moving values, ofteri played on an' instrument. The formal plan of - -

the madrigal consists of two or threc strophes of three lines each

 and a final strophe of two lines called ritornello. The musical setting - - :
~ was usually the same for the strophes but different for the ritornello.

-~ Frequent use of imitation and a free rhythmlc style are typlcal of -
~ the madrigal. S L

T Caccra. A second important form of the penod is Lhe caccia; . )
huntmg song. It was most often-a three-part composition with twa -

" parts in strict canon, while the lowest part (tenor) did not imitate.

" the melody of the ather voices but was free. It was probably pe;-
© formed instrumentally, The caccia was a lengthy composition. -

Bazvata. The third most important form of the Italian ars nova ©
*'is the ballata. It carresponds to the French virelai and not to ballade, -

. The poetic_form consists of several six-line stanzas, each preceded
and followed by a refrain. Landini madc two- and three-voice
s SCttll’léS of ballatas

' RECORDS S -
- Machaut, “Douce dame ;ohe V 45083B, first part.
- Machaut, Mass. AS 31,32, . '
- Vincenzo da Rimini, *Ita se.n’era.” AS 8a.
Giovanni da Cascia, “Jo son un-pellegrin,” AS 8a.
Religious songs of the 14th century. AS 8h.
_-14th-century canons, AS 59. .

SCORES
" French Ars Nova h
_Tsorhythmic motet. WS 5. SB 27. HAM 44
- Ballade. HAM 45, 47. SB 26a.
- Virelai. HAM 46. SB 26b. -
. Rondeau. HAM 48. -

- Italian Ars Nova -

- “Madrigals. HAM 49 50 54 SB 22.

- Ballata: HAM s1, 53. SB 23, 24

o+ Caccla. HAM 52. WS 7. . :

T oo Mass: Movcments from the Ordmary HAM 55s 57



CHAPTER vl .

T}ae N eﬂaerkmdy AY cbools

I_}i-f_'the 15th cesitury leédership in pol;ipho_nic development shifted-
" from France and Ialy to the Netherlands area. ‘This includes the -
. activities of twe schaols: the Burgundian in the first part of the .
" --_;:__'-'-'rj,th century, and- thc Flemish in the second half. The techaiques

. of .the latter dominated thc 16th cenzury, and spread over all of
o '!ccmtmcntal Europe. - :
0" General Historical Backgmund The 15th century represents thc
-+ transition from the Middle Ages to the Renaissance. There is a
general breakdown of fendalism, and i in its plage the rise of the ..
- bourgeois class, partlcularly in the new commercial cities. France
... and England rise as national powers. Of particular significance to .
. the ‘history of music is the important cultural influence of Bur-
o gundian courts under Philip the Good (1419-1467) and Charles the
. Bold (1467-1477). Their patronage of music, both sacred and sécular,
.. gave great impetus to the art, In painting, this is the period of
L .'Lconardo da Vinci, Van Eyck, and Raphael, The invention of mov-
i j. able. type (1454) does not directly affect music until the 16th century. -

. The Burgundlan School .

SR There is a marked difference of style betweer the music of the
...'_"-'_. first half of the 15th century reprcsented by the Burgundmn school
and that of the later 15th ¢ century referred to as the Flemish school..
T ‘Characteristics_of the ‘Music. The. following characteristics - dis-
e 'tmgulsh the music of the Burgundian®school. from that of the
_.'_-_,-Flemxsh school (1} Three-vou:c polyphon}r prcvaxls {2) Melochc '

. . - 30
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_and rhythmlc interest centers on the upper voice.: (3) The melodic -
interval of a third becomes the chicf characteristic of melodic style
_in general. (4) Harmony is characterized by many incosnplete triads

(without thirds), but open fifths and octaves are not used in paratlel

. 'motion. (5) Parallelism does occur in sections of polyphonic com-

~ positions in the form of a device known as fauxbourdon or English -

discant. This consists-of progressions of first inversion triads (triads
arranged so that the third of the chord s the lowest-sounding
" member; e.g., the chord C-E-G with E in the bass). (6) Contra-

puntal imitation is infrequent, (%) The 7-6-1 cadence (sometimes
' mistakenly called the “Landini cadence”) is commonly employed..
- This cadential formula, employed at ends of “phrases and in final-
cadences, consists of the melodic progression. of the scale degrees

7.6,and 1 (e.g. the tones B, A, and C in the key of C). (8) Poly-

" textuality disappears. () The use of a cantus firmus, or “borrowed
 tenor,” is less frequently employed than bcforc or after the ﬁ.rst
half of the 15th century. '

Principal Composers. In the carIy i5th century there is an impor-
tant group of English composers, They are Roy Henry (Henry V,

King of England), Cocke, Pycard, Damett, Lionel Power, and, the ~ -

most important, John Dunstable (c. 1370-1453): Power and Dun-. -
. stable were well known on the Continent and are directly connected. -
~ with the Burgundian school proper. The two most Important namies
of the Burgundian group are Guillaume Dufay (c 1400—1474) and
~ Gilles Binchois (c 1400—:460) .

The Flemish School -

.- The Flemish School is perhaps the more 1mportant because the o

k techmqucs of polyphony established by its cornposcrs were the basw_ -
. of style and fcrrm for the entire 16th century in sacred vocal - po-' "
ly'phony ) L

-, Characteristics of the Music. A comparison bctwcen the corre-

sponding elements of style of the two schools will show the marked .~

~* differences in the respective music. (1) Four-voice polyphony pre-
dominates.: (2) There is more equality of parts. (3) A bass part is -
- addccf ‘giving a lower register to Lhc music.. (4) T herc are-more
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complctc tnads, and more sononty (5) Sections using chordal styfe"{'-'"'|
sometimes called familiar style) alternate with sections more rhyth- -
-'mw.cally 1ndcpendeot ‘The latter are often fugal (ie, employing.~
‘imitative countcrpomt) (6) ‘There is-a technical mastery. of counter- ..
'pomt revealed in this period. This does not mean that technical -
--faahty in coynterpoint was featured at the expense of real artistry: -
he foIlowmg contrapuntal devices were established: canon, imita- "
on, ‘augmentation (mcreasmg the time value of each note of a .
‘melody or. theme), inversion .(turning - the therne upside down), -
and rezrogmde (the theme or melody read backwards). A com-.
position consistently using the latter device is called a cancrizans, or )
crab canon.” - (7) Duet style is frequently found in the late 15th-
entury, “particularly in the motets of Josquin. This consists of -
‘passages durmg which- only two voice parts at. @ fime are per- .
-'_-Eormmg (8): Fauxbourdon and the 7-6-1 cadence dlsappear The -]
latter -is -replaced’ by authentic «(V 1), plagal (IV 1), and modal -
c_zdences of various kmds. (9) In gencral expressive beauty 1s'-'--_~:
“achieved, by the Flemish composcrs Thls quahty was tater referred -
Ao as.musica reservata. . o
L Pnncnpal Composcrs “The cornposcrs of this school did not for thc g
most part remain in the Low Countries but established themsclves
in ¢ourts all over Europe, thus broadly disseminating their art. The
- prmapal composers of this group in the late 15th century are Jean *
- _Oc:keghem (d.. 1495), Jacob Obrecht .(d. 1505),.Josquin Desprez. -
(d. 1521); ‘Pierre de la Rue (c. 1460—1518) Iean Mouton (d 1522),- -
) and Hemnch Isaac (c 1450—1517)

_ Isth—Century Forms, Manuscnpts _ L
Throughout the 15th centiry | the ‘same forms of muswal compos1—. »
tion were: employed. Sacred polyphony ‘was. more important in the -
._Ipenod than ‘sceular polyphony. The iattcr developcd more- pron‘n- -
“nently in. the sccond half of the- century. . : L
..Rehgmus Forms The forms whzch dommated the rellglous mumo
the 15th century are hturglcai Lie. composed for definite func-

tions i the Cathdlic service, There are two' prmmpal forms the '
MASS and the mozet" L :
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POLYpHcNIc SETTINGS .OF THE Mass From the time of Machaut
polyphonic settings of the Ordinary of the Mass became more preva- . -
lent until they constituted a-major part of polyphonic literature of "
the 15th and 16th centuries. Settings of the Mass naturally conform -
to the five main sections of the Ordinary (Kyrie, Gloria, Credo, '
‘Sanctus, and Agnus Dei). The cantus firmus for each part of the
Mass was: borrowed either from plamsong or, strangely enough,
Z'£rom sccular song. One of the most papular of these was 2 French
time, “L"Homme armé,” used as a cantus firmus by all the principal
composers through Palestrina, The cantus firmus was almost always.
in'the tenor part and in longer note values than those of the or_her
voices. The text was invariably in Latin.

. Morer. The moret of the 15th and. 16th ‘centuries may bc dcﬁncd
“as asacred polyphenic composition composed to Latin text (usually
Biblical). It is a shorter compositien than the complete Mass setting, -
_and it is used in the Proper of the service or at certain cananic offices,
'prmapally Vespers. It differs further from the Mass in that it makes
more use of imitation, less use of cantus firmus. In all other respects
irs musical style is identical with that of the Mass. In other words, -

a excerpt from a motet would sound exactly the same as an excerpt

from a Mass, except, of course, for the text Wthh is standardlzed
for the Mass.

"+ Secular Forms. Developmcnts in secular form lagged somcwhat
behind those in religious music. Secular forrs, on the Whole, were
Jess conventionalized than religious forms. Also, they were less -
sophisticated and Jess scholarly. Much of the-secular music of the'

-15th century was still monodic. Some 14th-century forms were still
cemployed 'in the rsth century (ballades, rondeaus, virclais, etc.).

"However, some forms that became highly sophlstlcatcd in the Iﬁth
century found their inception in the 15th century. L
- Frexon CHansow, The French chanson, cither po'lyphomc or ‘
.homophomc, is characterized principally by its lively dance. rhythm.
'The Flemish masters contributed cons;dcrably to th1s type of se:cular
-music,

ITALI&N Securar Forms, In Italy an 1mportant body ‘of sccular :
muSlc was created, Here 3 agaln, itis mostly of dn unpretcnnous folk- -
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hkﬁ: nature. The wl.?ota, canzmzetra and bafletto are secular farms
_mostly derived from danees, In the late 15th and early 16th centuries
C "carmzfai songs were developed in the Medici court in Florence, These
are simple, chordal part songs.. Heinrich Isaac composed a number
_--Gf these. '
" PovypHoNre Liep. In Gcrmany the polyp}mmc lied had its origin
7 inthe late 15th century. Folk songs were given polyphonic setting:.
" Isaac.was one of the most 1mportant composcrs of polyphomc
~Heder in the 15th century. _ :
.- Important Collections. The o1 Haﬂ MS.is a cct].lectlon of Mas
Rty "composmon,s and hymns written by prominent composers of . the
__ - 15th " century. The most important ‘manuscript collection of 15th
' Century music is comamc:d in the seven volumes of the Trent Cadices.
" “About 55 compnscrs are represented in this collection. The Odhecaton
* is- historically significant as the earliest publication of polyphomc
¥ music (printed in 1501 by Petrucci). It is a collection of late 15th
-7 century compositions, mostly secular. The first complete cycle of]
7. tiotets for the entire church year is the Choralis Constantinus. by
" Heinrich Isaac. Important cotlections. of secular music, inclading |
manophcmc as well as polyphoric songs, are. the Locharmer, thc
' '-""'-_Mmzchner, and the Glogaaer Lzea’erbucﬁer

RECORDS . ' '
o Dunstable, ‘Quam pulchra es.” V M739~4 _ . ' ’
'_:'.'Dufa)r, _“Chnstc Redemptnr * “Conditor almc 51dcrum ” CHM -
T /0 R .
. Dufay, “Flos floram.” v M739—5
.. Dufay, “Le Jour s endort ” “Pourrai-je avoir.” AS ra, tb.
_:-Obracht, Kyrie, Agnus Del, Crcdo, “from Mass “Sme. nomine.”
oV My39 Fre.
.- Obrecht, “Qui cum patre.” V M739-6b, No 3.
- .- Josquin, “Ave verym.” “Ave coeloruim domina? v 1&67
_Isth-century rmdcaus AS 39, 43+

“SCORES [t
"; Rdzgsom mec - :
; Mass rnammems HAIVI 63, 66

%%®W%%ﬂﬁmf
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~ . Motets. HAM 62, 64: 65, 76, 96. SB 30, 31, 34, 37 38 13 52, 54
6o, 66 76. WS g, 11, 12, 13, I) :

. Secm’ar M mz'r:

Accompanied song, HAM 6.

“L'Homme armé.” HAM 66a..

Ballade, HAM 67.

Rondean. HAM 68, 69, 71, 72, 79. SB 42.
Chanson. HAM 70, 91. 8B 35, 40, 41. WS 14,
+ Virelai. HAM 74, 75. '

~ From Iﬂcﬁame? Liederbuch, HAM 81a.

 Lieder. HAM 87,.93. SB 44-47, 85, 87, 88. WS 6.

-Canto carnascialesco. HAM 96. WS 18.
. English part songs. HAM 85, 86. SB 32.

. Cazon. SB 6r.
" _Fmttola sB 69 72. WS 20, 21, 22, 23.
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R '_ T,_g;,,, -szngeéﬂj C’eﬁmﬂﬁ |

B ’I:m 16th century witnesses fh::_ full flower of the Renaissance. In
| thusic it sees the éulminatiqﬁof'a vocal polyphony -tha_t has never
" been surpassed. For this reason the period is sometimes referred to
= as “The Golden Age of Polyphony.” - " B
B T - General Considerations _ -
"+ ‘General Historical Background. In the 16th century European
"~ politics were dominated by Charles V and Philip I of the Haly
- -Roman Empire. The predominant - philosophy of the period was
.. humanism, a philosophy away from medieval theology and toward.
7 man’s. interests on earth. The -Renaissance * spirit is most clearly.
- manifést in the-arts and in literature. In painting some of the greatest’
_ '_ar'tist's'b'elohg' to the 16th century: da Vinci (d. 1519), Michelangelo;
e - Titian, Diirer, Holbein. Literacure claim:
'.'-_Machia'vdli in Italy, Rabelais,
“i - Cervantes' in Spain,.

s the following great names
Montaigne, and Ronsard in France,
and Shakespeare, Spenser, ‘Bacor, and Ben
- Jonson in England, Copernicus and Galileo lead the field of science..
f-_i6&1—é:_er_1mry religion - is dominated by the name of Luther, the-

~Protestant . Reformation, and the Catholic.” Counter Reformation.”
B The Prbtéstant_Reforniét_i_dn perhaps had more direct inflisence upom
. . music—cerfainly -upon ‘religious music—than any other historical

e event of the period, - TUUE Ll
" General Charactéristics of the Music, Tﬁc-brdad_cha:actcristics of-
";_[_6th-;c§1_1tui§%.musi_c may be stated as f_ol]ows:_(_x)'v_gc:ﬂ polyphonic:
-style, d;:\_%clo_ping'_ghn_os_g'_c¢ntinuou§'ly' from thegth century, reaches

e S o .

= |
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Can ultlmate degree of perfcctlon in the 16th century, (2) Secular
-~ thusic greatly increases in importance. (3) Religious music is
- fostered by the Catholic Church; secular music is primarily fostered

. by nobility. (4) An independent instrumental style, emerges in the
late 16th century. (5) Modality still prevails in both sacred and
- secular music; but:definite signs of its breakdown appear in the .
~sécond -half of the 16th century. (6) Music printing contributes
_ greatly to-the dissemination of musical literature throughout Europe.
“The first printing of music was accomplished by Ottaviano Petrucei -
" in a collection of 1sth-century vocal polyphony entitled Odhecaron_
{1501). (7) Italy takes muosical leadership from the Flemish school.
France and England also become 1rnp0rtant musical powcrs '

Sacred Polyphony of the Catholic Church

General Characteristics of Style. Among all schools of sacred po-. -
"".lyphony in the 16th century there is a high degree of uniformity of
style. This is because of the widespread influence of the F Jemish”
“school, the masters of which established their technique everywhere .
~on the Continent. This does not apply to Reformation music, to
- which a separate section will be devoted (see page 40). (1) There is -
- complete mastery of counterpoint: melodic and rhythmic freedom of -
* voice parts, and at the same time 2 beautiful, cuphonious texture of .
-~ the whole. (2) Tranquillity of mood prevails in the liturgical music
of the Renaissance. Because of the sacred ‘atmosphere of the music,
~ which does not attract attention to itself, 16th- century sacred polyph-
~ony is the perfect religious vehicle for worship. (3} The number of
vaice parts ranges from four to eight or more parts; five-part po-
Typhoay being the most usual. (4) Fugal style and chordal style are’ -
“often employed in the same composition. (5) The complete triad. -
- becomes the basis of the harmony. No unprepared seventh.chords:
~ are employed until the 17th century. (6) Universally. strict treatment
- of dissonance is characterlstlc of sacred polyphony of the 16th cen- _.
© tury, The non-chordal dissonances employed are: passing tones,. .
nelghbormg tones, sUSpensions (partlcularly prominent in polyphonu:
- texture), and changing-note groups. (7) Diatonic modality still
<< prevails, but there are marked tendencies toward a feeling for major
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- and'minor. In a treatise entitled Dodecachordon (1547) the theorist
. Glareanus established modes on A and C. (8) The beginning of

. chromaticism (the extensive bse of altered tones, e.g, C, CH, D, Ep),
o which” CVéntﬁallj’ undcrmined .modaljty, is to be found in the_late
- .a6th century ‘in the works of Lasso and the late'Roman school.

~ {9). Archaic effects such 4s parallelism, open fifths, etc., completely

- disappear. (10) Liturgical music of the Renaissance was probably .

= performed- 2 cappella (for voices alone . without instrumental ac- -
- companimeént). At Jeast there was no separate instrumental accom-

' - paniment, although it is likely that instruments were employed to

- -double voice parts or occasionally to carry voice parts by them--
D - selves, Instruments undoubtedly played a more important part in the”
. secular music of the Repaissance, o ' N
" Forms. The two liturgical forms, the Mass and the motet, consti-.
- tute the main body of Cathélic Church music of the Renaissance. A
- body of nonliturgical music called louds spirituali (religious songs

. -.of praise) were used.outside the auspices of the Catholic Church.
- Such pieces were employed mainly in Italy, They w_eré written in a

- simple chordal and thythmic style, often resembling secular music,

_éri_d- thcy_'_ix_sed Iralian rather than Latin texts. Nonliturgical music
_<-in’other countries was less significant. Do
- Schools and Composers. Despite the general universality of style:

n-religious ‘music of the Renaissance there were ‘several- different

+ schools of development that in varying degrees and extent have |
- special characteristics, - T IR _
-+ Pramise Scroor.. Flemish composers held important musical posts "
" allover Europe, continuing the traditions and styles established in .
- the 1sth century by such composers as Josquin. The most important - |
.. Flemish composer of the 16th: century is ‘Orlando” di Lasso (or
* Orlandus Lassus) (e, 1532~1504), who ranks with Palestrina in his
-contributions 1o, Catholi¢ Church music. Other impo ' .
cq_m_pqs'érs-r:if t'h_'_c peridql_ are Philippe dé Monte, (c. 1521_—-1603) and
_'__Qlcmgns_ non Papa {c. 1510, 15 '8).'_ oL e S e
:':RD?\?IA_Z'_\T“ SCI}OOL."It'Was:natu_ral that ‘the -compbécrs working in- '.
o Ro_me _dir__cc_t_ly_ with the. mother church would constitute the most
o s'}gn__iﬁsa;;t S?_h??l_ of_ -S«f:l:'cre_d polyphony. This school continued the |
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.tradmons of a cappeﬂzz style through later periods whcn other com- *
__posers had turned to operatic styles and forms. At the head of the-
“Roman school stands Giovanmi Pierluigi da Palestrina {c. 1525—
. 1504), whose complete mastery of his art has made his name synony-

“mous with the perfection of sacred vocal polyphony. Other’ com-’
- posers of this school are Ingegneri (t. 1545-1592), Nanino (¢ 1545~
. 1607), and F. Anerio (c. 1560-1614), all of whose sty]t:s show in-
creased use of chromaticism in the late Renaissance. = e

Seanisiz Scroot, The contributions of two Spaniards, Cristobal:
Morales (c. 1500-1553) and Tomas Ludovico da Victoria {c. 1540~
. 1611), are sufficient to establish a Spanish school: Their styles are .
essenitially those of the Roman school, with the possible addition of
- a certain starkness of expression reminding one of the later cinvases
~.of El Greco. . - -

" - VENETIAN ScHOOL.. Perhflps the most outstanding style in sacred
- polyphony of the 16th century is that developed by the Venetians,
‘There are two contributions of this schocl that differentiate its
style from that of other schools. (1) The Venetians made extensive
use of polychoric music (music written for two or more complete .
- choirs of voices), and antiphonal effects created by various choirs
 situated in different parts of the church. (z) Magnificence charac-
terizes the music of the Venetians, This is partly because of the poly: -
. choric technique developed and also because of bold harmonies and
rich textures. ‘The most important composers of this school are’
Adrian Willaert (2 Flemish composer, d. 1562), Andrea Gabrieli
(c. 1510-1586), and his nephew, Giovanni Gabrieli (1557~1612), -
.- Encuisn ScrooL. A great and extensive literature of Catholic
Church musi¢c was created in England in the 16th century, despite
religious conflicts and the rise of Anglicanism. Many fine Masses
~and motets were written by English composers. The Anglican’ |
Church retained most of the practices of the Catholic Church. In its
~ music it used motets and a modified motet style of palyphony but
with English texts. These motets were called cathedral anthems or -

:faﬁ anthems, Late in the 16th century a new form and style came
. _'lntD being. This was the verse anthem which makes use of soloists
_ and instrumental accompaniment as well as chorus. SOlD!St and
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.chmr:".alternate by SeCUOBS The -principal composers of Enghshf__.
- church: music are: Thomas Talhs (c. 1505-1585), who wrote both:
_:“\Cathohc and Anghcan Church music; William Byrd (1543-1623);
. the’ greatest, English compaser. of the 16th century, who also wrote' -
- Catholic’ and . “Anglican Church music, although. he ‘remained a:-
.-\_.staunch Catholic thréughout his life; and Orlando szbons (1583—3--
- a625), who wrote only for the Anglican services.
'-"4_'-'GERMAN Scaoor, Catholic Church music did not- Hounsh in Ger—=-' '
many - ini ‘the 15th century ‘because of the Lutheran Reformation:
Hence -there is really rio Getman school of sacred polyphony "':'_
Iacobus Gallus (Haiidl) (15350-1591) is the only German name of -
rcfal significance in this field. Ludwig Sendl (c. t492-<. 1555), a Swsss,»-?_
wrate ﬁnc Cathohc and Protestant church music. - .- .

Reformauon Mus‘c :

_ -.'Perhaps l,:he most cataclysmlc -event -in the lnstory of Chrlman-_-:'
'-'-.-..-‘.rehglon is the Reformation of the 16th. century. The rise of Protes-
*tantism™had. gréat effects upon’ music, which- effects were manifest.”
- _prmupally in- Getmany, to a lesser extent in France .and ‘England, -
and not at all in Italy, However, not unril after the 16th century did:

- Protestant. Tvisic rwal thc great art of Cathohc Church music of the..
,"RCnalssance: i - T R -
., Martin Luther and Prutestantlsm The prmc.-.pal ﬁgure of zhe' :
-Pﬂ}te&tant Reformation is Martin Luther (2483-1546); whose Ninety-
'._'_'ﬁve Theses- (1517) and . pohtlcal and thco[ogmal attack * on -the ©
" Church (1520) brought open conflict. on matters of long standlng'.
"___'__.pertammg to Church authority and to certain Church abuses. The -
- Protestant revolt~ spread :to Swiizerland under the leadership .of .
_' Zwmgh and Calvm, who, however, were not favorably disposed . .
toward imusic in religion. In- France, the Huguenots (part.of the :
_Calvuust movement) developcd an 1mportant Profestant music. o
.. Protestantism in England under I—Ienry VI, invelving a somewhat
_'"_--leﬁerent situation,’ gave rise. to the Anglican -Church, aiso fostermg
" some important ousical developmcnts (sec pages 39 and 42). _
" +. Luther's Influence upon Music.-Luther had strong. COHVICUOHS“'-'
about the 1mportance of rnusu: in rehgmn He retamed some of thc




_"‘ - ' o 0 THE sr\’mm\m GENTURY . 4[

pusic: of the Cathohc service (Mass and motet) but modaﬁcd it
“meet the needs of the German Reformation, Théfe was a. general -
tendency to substitute the German language for Latin, even before -
Luther’s time. He encouraged congregational participation in the

- Protestant service, a practice abandoned by the Catholic Church
“with 'Gregorian reforms at the end of the. 6th century. Corigrega- =
. tional participation brought about the birth of a great body of re- .
ligious song, called chorale, comparable in importance to Catholic

plainsong. Johann Walter (1496-1570) was Luther’s principal col-
laborator in this musical development. Chorales were sung in unison
by the congregation, sung in parts by the chmr, and at a later time
they were played on the organ. : S
" Protestant Chorale Melody. Chorale melody is of great 1mp0rtance _
“to church music of the late Renaissance and Baroque periods. - .~ *
- CHaracTERISTICS OF CHORALE MELODY. The style of chorale melody
differs considerably from that of Catholic plainsong. (1) It is defi-
nitely metric. (2) The rhythm is characterized by a slow, even,
- plodding pulse. (3) "The phraseology of the chorale melody is clearer
and ‘more regular than that of plainsong. (3) Chorale. melody is

-more major or minor than modal. (5) Because of its limited range, =

_evenness of rhythm, and melodic progression, it is easily -singable.
(6) Chorale melody is more often harmonized than is plainsong.
- The chorale harmonizations by Bach in the 18th century are the
‘most famous. (7). Chorale melodies are sung in the vernacular lan-
- guage (German) as opposed to the Latin of plainsong.
- Sources or Crorats Meropy. There are three main sources of -
chorale ‘melody: (1) Plainsong was modified and set to. German
texts, (2) Secular melody was also employed with religious texts.
For example, Isaac’s “Innshruck, ich muss dich lassen” (“Innsbruck,
Tmust leave:- thee™) becomes “O. Welt, ich miss dich lassen” (“O.
" World, T must leave thee”). The famous “Passion” chorale, “O Sa= "
‘ered Head now wounded,” that Bach uses in the St.Matthew Pas-
'_m:m comes from an old German love song, the first line of which -
'_ runs; “Mein. G’muth ist mir verwirret, das macht ein- Jungfrau
zart” (“Confused are all my feclmgs a tendet maid’s the cause”):
(3) Flnally, original chorale melodles wcrc composed by Pmtestant -



: musn:lans Perhaps the't most farnous of- these is Luther s “Ein’ feste'_._
._-Burg” (“A Mighty Fortress”). . : L
-+ Uses oF TiE Criohais. The: sxgmﬁcance of the chorale can bc Seen
~in the fact that"it soon: became the very backbone of the Luthéran
- musical service. Not only did it copstitute a superb body of melody.
- for congrcgatxonal singing and use in the home; but it was exten--
'swely employed as cantus firmas in varjous polyphonic forms: (1) i
the. organ chorale prelude, (2) in vocal polyphonic settings, and -
(3) in sacred cantata choruses and mstrurncntal parts of: the cantata .
' (sec page 82). : e
¢ .. French Reformatmn MU.SIC In France the Huguenot movemnent
- - gave-rise to a- comparatively ‘modest body of . religious music,
'.Clt:ment Marot and Théodore de Béze versified Psalms. These were
. set 1o music by -Clande Goundimel (c. 1505~1572), Claude Lejeune
Lo {i528=c. 1600), and Jacques Mauduit: (1557-1627). The French
- 'Huguenot Psalter was completed ia 1561, These Psalms were prob-
e ably mtended for use in the. home rather than for cﬂngregatmnai :
_ ' CHARACTERISTICS or Hucuenor PSALTER Mousic. Thc Psalm settlngs
rescmblc the German chorale harmonizations. In general they have:
- the following characteristics: (1) They have a simplicity of style.
- (2) Althongh they are ‘usually set in a simplé, chordal style, a free
~.polyphonic style is not entirely- excluded. .(3) The principal melody
-+ s in the soprano voice; the uppermost part in a four-voice sétting.
(4) The Psalms employ a straightforward rhythm, somewhat ‘more -
+ . -varied and animated r_han the German chorale Rhythm and meter
- ..ﬁ-._-follow the accentuation of the text,
- Anglican Church Music. _Thc most 1mportant aspects of Enghsh .
Reformation music have been discussed - in: _connection with. the .
e English school ‘of sacred polyphony (sce page 39): One- additional
feature of English church music is An glican chant. It is a method of
- singing psalms, canticles, etc., dxﬂcnng from ‘that of thé. Catholic .
Church in that: (1) it is sung in English, (2) it is harmonized iit
" simple, four»part chordal style,'and (3)-it is more stnctly metrical.

o 16th-centuiry composers ‘who made . settings of Anghcau chant arc.
- .Talhs, Byrd Moriey, and Glbbous. o o

THE POLYPHOLIC PERIOD- (800—1600) .
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Secular Polyphony

In the 16th century great developments in secular vocal polyphony "
. ‘took placc, and for the first time the secular art rwaled that of reli-
. glous polyphony. .
. ‘General Characteristics of Style. Secular poiyphony differs from
sacred: polyphony in the following ways: (1)} It has a tendency
toward a stronger and more lively thythm than is usually employed-
“in sacred polyphonic music. {2) It has a tendency toward major
tonality and has less modal flaver. (3) It consistently employs
secular texts in the vernacular toague. (4) It is usually limited to
~ four or five voices. (5) Cantus firmus is less often and less strictly
employed as the basis of secular polyphony. :
+ " Tralian Secular Music. The Italian Renaissance not only produced
- great literature, painting, and sacred music, but it also contrlbuted .
a great wealth of secular music in various forms.
- FrorroLa, One of the first important secular forms to develop in
 the 16th century is the frottola. It originated in northern Italy in
- theé early 16th century from a dance form. It is definitely secular and
popular in style. The melody is in the soprano-veice. Usually four
 volee parts in chordal style are employed. The lower voices probably
~ were played on instruments. The principal composers of this form
. are Marco Cara and Bartolommeo Tromboncino.
- Vimianerra, A form related to the frottola is the wffandla or
 .canzona villanesca, Tt comes from southern Iraly and flourishes about -
the middle of the century. It is similar in style to the frottola, but
. its texts arc generally more refined and the music somewhat more
 sophisticated, It may also be parodistic. The principal composers of
this form are Adrian Willaert, Baldassare Donati, Giovanni Gastoldi, -
and Luca Marenzio, all of whom are also important madngal com-
 posers, : : '
" Manrical., The madﬂga! of the Italian Renaissance is not to bc
- confused with that of the ars nova, where the term first appears. The
_ 16th—century Ttalian madrigal is a more highly developed form’ and_
~a more sophisticated style than elther the 14th-ceritury madrigal or
“the t6th-century frottola and villanella, The madrigal as a form con-
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: tmucs its; devclopment well into the 17th cemury There are three'_
" broad ‘periods. of its development. - -
.‘a- The Barly Périod. The first period (roughly from 1525 tor 560)_ '
s charactenzcd by homophonic style, the melody in the uppcrmost’-__
:"_'of three br four voices, and a general qulet sentiment sormewhat - rée- »
| :'..;:scmbhng sacred polyphony. Composers in this period are Adrian -
Willaert, Iacques Arcadelt (c. 1514~¢: 1557), - Phlhppe Verdelot_-'=
{d. ‘before 1567), and Costanzo Festa' (d. 1545).
b.. The Middle Period. The madrigal of the sécond perlod { roughly--.'-
-1560 o 1590) usually employs five parts and is more polyphenic in -
.stylé. Itis further characterized. by bréeaking of the text by rests- for’”
__'.-'..emotmnal expression and by considerable naive tone painting (. €y
" expressing siiple plctorxal ideas of the text in the music). The com- -
" posers'of - madrigals in this pcnod are Lasso, Palestrina, Andrea -
:':-:_Gabrleh Cyprlan de Rore (r516-1565), and Philippe de Monte. -
» ¢ The Late Period. The third period of development (1590-1640) 2
‘réveals a transition from polyphonic to homophonic treatment with- -
more use of solo voices. It is further characterized by a new dramatic -
_“éxpréssion-and a-certain amount of virtuosity (display of technical -
1-_'f3£1hty) “There s also an extensive use of chromaticism, The prin-"
cipal composers of late Italian madngahi are Lica Marcnzxo, Baldas- -
sare’ Donati, Orazio Vecchi- (c. 1550-1605), Don' Carle Gesualdo -
- e 1560~I6I4), vaanm Gastoldz, and Claudlo Montcvcrdl (1567- .
'1643) :
MADR]GAL CchE.nY An interesting forerunner of early 17th-ccntury. ;
;opcra is the madrigal comedy. These were quas1—dra.mat1c forms con- -
2 sisting of a ‘chain of madrigals in dlalogue centered around pastoral
themes. “An_example of ia . madrlgal comcdy is’ L’Amf pama:xo
(1594) by Vecehi. - T , .. :
. - MSDRIGALE SPIRITUALE. A madrigal of rehglons and moral content -
- "'_-"""_was called 2. madngaie .rp:rztmfe { spmtual mad:rlgal”) These *
_ adngal-style rehglous pieces-are- related to the Iauch spmtuah,
*and do not belotig'to the category of secular music. SRS
- . English Secular Music. The flowering of anllsh secular music in-"
- the Renalssancc is coeval w1th thc El1zabethan penod and its great
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achlevements in drama and verse. It reaches a peak of. development -
| somcwhat later than the Italian madrigal. _ Lo
- Eweuisn Mavricar.-The English madrigal was mﬂueﬂced by'
- secular dévelopments in Italy. However, it was deﬁmtely developed
':.along individual lines and bears unmistakable qualities of Enghsh ;
" ‘treatment of melancholy and merriment. The English -madrigal is
characterized by these factors: (1) The excellence of English verse
- contributed no little to its artistic value. (2) It was undoubtedly
"mtcnded for solo voices singing in small groups. (3) From four o -
- six voice parts were used. (4) On the whole, English madrigals are -
“more chordal and more rhythmic than the Italian madrigals.
{5) They are characteristically diatosiic, in contrast to Iralian chro-
“maticism. (6) Use of the fada-la chorus is fairly common. Nonsense
syllables (such as “fa-la-fa”) were employed in a recurrent chorus
. or'refrain, a practice probably borrowed from the Italian balletto or.
villanella. (7) It is not uncommen to find changes of meter in the
- madrigal (i.c., the use of three-four and four-four dme in the same -
‘composition). The principal composers are William Byrd, Thomas
Morley (c. 1557-1603), Joha Wilbye (c. 1574-1638), Thomas Weeikes
+(c. 1575-1623), John Ward (d. <. 1640), John Bennet (fl. 1600~
1620), Thomas Bateson (c. 1570-1630), Orlando Gibbons (1583~ -
~1625); John Farmer (fl, 1591~1601), and Francis Pilkington (d.
1638). The most important collection” of English madrigals is the
- Triumphs of Oriana (1603), composed by the leading madrigalists
- of the time and dedicated to Queen Elizabeth, Each madrigal ends
with the line, “Long live fair Oriana” The idea imitates a similar
- collection of Italian madrigals entitled I zrionfo di Dori (1592).
. Canzoner. The canzonet is similar to the madrigal in general
- style.Tt is written for only two or three voice parts and has character-
- istically lively rhythms and merry texts, usually of a pastoral nature. '
* Thomas Morley was the principal writer of canzonets. :
AYRE A form developing somewhat later than the madngal the
ayre,isa strophic song in homophonic style. The melody is supported -
by other voices or by instruments, sometimes by both, The lute was
o favontc accompanying mstrumcnt for English ayres The principal .
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compos::rs of this form are ]ohn Dowland (1563-1626) Thomas'
' Camplon (1567-1620), Francis Pilkington (d. 1638), Phlllp Ros-
N seter (&, 1575-1623); and Robert Jones (f. . 1597-1617)- ' :
. The French Polyphonic Chanson, The most important French con-.
L tribtition . to Renaissance music bes in the field of the polyphonic
- “chansan. As in the case of the English madrigal, much of the excel.
lcncc of the French chanson is attributable to the high quality of
.verse of. such poets as Ronsard. The characteristics of the French"
chanson -are: (1) They were usually written for four voices, the -
“ttpper ‘most prominent. (2) A lively rhythm chasacterizes most of.
“the. chansons. {3) Two metric styles were employed, The first,
" called chanson rimée, employed regular meters. The second, chansor
__f'mémrcc (or vers mesuré), was'a later 16th-century development. In
“this type strongly dccented syllables were given twice the note
valuc ( 4 ) of'the unaccented syllables (: } Y, resulting in irregular
: | metric cﬁ‘ccts {4) There is frequent use of repeated-note motives
T-\'at the begmmng of the chansons. -(5) The French polyphcrruc.
-'f chansons were Lrecly compesed {ie, not bascd upon a cantus’
ﬁrmus) (6) There are three general styles of chanson. The' first is
- the fugal stylc which makes use of imitation among the voices. The -
second is ‘a chordal style in whlch there Is vertical alignment of -
text syl]iables for ‘all voices. The th1rd is the soio chanson usually' _
w1th a‘poly: phonic instrumental accompaniment. : '
- Composess. The composers of French chansons are numerous. The
'pnnczpal ofes are: Pierre de la Rue (c: 1460-1518), Clément Janne-
Cquin {c, 1485—»1560), who is- pamculariy noted for the “portraiture:
chanson which makes use of naive, realistic-effects; Lasso, Jacques-
Maudmt (1557-1627), William Costeley (r531-1606), Clande de
Scrmlsy {c. x490-1562), Nicolas Gombert, Jacqnes Arcadelt, Claude -
Lejeunc (13528-1600), Claude Goudimel (c. 1505-1572), Bertrand,
E and Jacob, Regrard (c. 1340~1596). Bertrand and Regnard are espc-.' :
S czally noted for-chanson settings of Ronsard poems. - : )
¢ - 'The Getman Polyphenic Lied. German polyphonic seculat music.
s invariably. based upon an already extant folk song melody. -
- Some of these melodies were given simple chordal settings, But a
| ﬁne poiyphomc hterature dcwe]opcd in tht‘: form of the po!}p;’mmc
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'k.ea’ Betwcen about 1450 and 1550 the polyphomc lieder utilized . .

" imitation of the prmupa] motives of the secular melody in all voices,
 of which there were usually four, There were numerous organ ar- - }
* rangements of these vocal compositions. In the second “half of the
16th century the style of the secular polyphonic music in Germany .
is definitely derived from Italian models. - o
- Comrosers. The composers of the first pcnod are Adam von
- Fulda (c. 1440-1506), Heinrich Finck (1445-1527), Heinrich Tsaac,
* Paul Hofhaimer (1459-1537), and Ludwig Senfl (c. 1492-c. 1555).
In the second half of the 16th century the principal composers are
Hans Lea Hassler (1564-1612); Lasso, and Johannes Eccard (1553~
1611). Ludwig Senfl was particularly noted for compositions called
 quodlibets, which are humorous pieces incongruously and simul-
- tanedusly combining different folk songs. Quodhbcts were popular'
in the 13th and 16th centuries, »

RECORDS

Sacred Polyphony
* Palestrina, Missa “Papae Marcelli.” V 35041/4.
- Palestrina, “O bone Jesu.” V 15731

Palestrina, “Improperium.” V 7183.
~ “Byrd, “Agnus Dei.” “Justorum animae.” € 41 37M _
Lasso, Benedictus from “Missa pro defunctis.”” V M739—II
Victoria, “O vos omnes.” SEMS 8.

- Reformation Music
. Goudime! and Lejeune, Psalm setfings. AS 12.
Chorales; See numerous chorales in Bach's 2. Mazthew Pa.morz.
VM 411~413. See also CHM, Vol. 2. -

. Ialian Secular Polyphony . : o
. Arcadelt, “Il bianco e dalce cigno.” V 1904, MC 213.
Vecchi, “Il bianco e dolce cigno.” V 1964. MC213.
* Lasso, “Matona mia cara.” MC 214.
. Lasso, “Ol3! O che bon eccho.” V 4326.
+ Gesualdo, “Dolcissima mia vita.”” MC 2o.
Marenzio, “Gid torma,” MC 20.
.- "Monteverdi, “Ecco mormorar onde.” V' M496.
. Palestrina madrigals. AS 47. ’
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B _Engl;sﬁ Secuim Po!yphony
P ,}Byrd “T thonght that fove.” V 4316 L
'Morley, ,“Now is thc month of Maylng o “My bonmc lass v -
g6 ‘
"'Farmer, “Fair Phyllis.”' Gibbons, “The silver Swan.” C 5717, "
TCHM, Vol . R
Glbbons, “ Ah dear heut ” Wllbyc, “Sweet honey suckmg bees.”
C o Vea3igs
T Dowland, “Awake; sweet fove.” CHM, Vol 1.
Madngals by Morlcy, }ones, Dowland, AS 58,

. Ff'emk Secuilar Pofyp;’mﬂy : _

' j_._'Chansuns by ]anncqum, Garmcr; Sermisy, Costeicy, and others.
“-AS86,15; and 45. co
A ]anncqum, “Petxt nymphe’ folastre.” Lasso, “Fuyons tous- d’amour -
- lej jew!” MC 214, (in afbum z20). ‘ :

Germrzrz Sectdar Polyphony

- Isaac, “Zwischen Berg.” AS 1,

7 Isaae, 0 Welt, ich muss dlch lassen Hofhalmcr, “Mein cinigs.”
FR Y% 1960 .

"+ Firick;. \Vach auf ? “Ach hcrmgs Herz.” Scnﬂ “Also hcilig."
. AS 3[

Hassler, “chsheb du hast mich g’fangen 'S 1963

SCORES
. Sacred Po!yphany .
. - SB-53, 97, 102,104, 107, 120 (1audc) 121, 122, 126—131 163. .
- = HAM 109, 112, 113, 134, 125, 127, 128, 139, 140, 141, 143, 144,
e _:’ 146b 149, 150; 156, 157, 164, I66 '
WS 39, 37 (]aude) 45,

_.: Re;formazzorz Misic . : :

.. 8B 77, Bo, B4, 108, 109, no, _123, 142, 143, 159, 160, 161, 162, 285,
.. HAM 108, 1o, m, ‘126, 132, 151, 167‘1, 169, 171, 172

- WS 35,36,

-;.'.-I'Izaharz Semlar wac T

. SB 69—72, 98-To1, 106, 132, 140, 164, 165-167
. HAM 95 129131, 142, 1464, 155, 158 160, 161, 186, 188
-"WS 20-23, 33 38 45—48 56




THE SIXTEEN‘I'H CEI\TURY

English Secular Mudc -
“8B 145, 146.

= HAM 159, 162, 163, 170

.7 WS 50, 51, 66,

" French Secular Music

SB 116-118, 133, 144. HAM g1, 107, 138 1452, 147. WS 27.

German Secular Music_
* 8B 8s, 87, 88, 111, 124, 125, 147, 152.

-

~ HAM 87, 93, 165, 168. W8 16, 25, 28, 31, 42, 62 63, 64



CHAPTER VIII

'-Imtrzmzmml Music to _16 00

. UNT;L abouit 1600 the principal developments in music ook place
almost entirely in vocal music, But the Renaissance saw an awaken--
~ing of interest in instrumental music that continued to grow until
-in the 18th century its importance surpassed that of vocal miusic.
. : .
General Considerations. - _
~ Characteristics of Instrumental Style. A growing awareness of the
fact that musical instruments have certajn special properties even-
tually led to an independent instrumental style. The presence of any
one, or a combination, of the following properties implies thé use
of ‘instrumental idiom as opposed to vocal idiom: (1) angularity
. of melodic line, the use of skips, (2) wide range of melodic line,
(3) long sustained notes, long phrases, (4) sharp rhythm, strong
- accents, syncopation, (5) a freer treatment of dissonance than
practiced in. vocal music, (6) rapid, repeated notes. and figures,
(7) rapid scales, (8) freely added parts and chords filled-in (called
Freistimmigkeir), particularly in lute and ‘keyboard music, (g)
melodic ornamentation, including figuration (repeated figures or
* “patterns on each note of the basic melody), embellishment (mordents,
turns, trills, etc.), and coloration (free melismatic material added to
~ the basic notes of the melody). The latter is hot exclusively instru-

- - mental. -

Instruments and Instrumental Music before 1600, In general, it
should be kept in mind that a completely instrumenta] style was
. notevolved until the 17th century, although lute and keyboard music
3 _ ofJ the 16th century shows unmistakable signs of instrumental idiom,

. 5o .

; .
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'\

" Most instrumental music befurc 1600 is in the Lrad1t10nal stylc of the

. polyiphonic vacal music'of the period. .

Uses or INS'I'RUMENIS BEFORE 1600, Instrumcnts wcre used to ac-

' ~ company monody, for example, troubadour song. Such accompani-

~ ments were largely improvisatory. Instruments” were also used to

iy

-

- double or Al in parts in vocal polyphony. Asidé from these rather

secondary roles, instruments were used mostly for dance music.
Kmps or InstrumenTts. Few instruments used before 1600 (or in

the century follewing) are commonly employed today. The oboe,

however, except for improvement in fingering mechanism and-

" tone, is virtually the same as it was in very early times. The kéyboard
‘instruments (harpsichord, virginal, clavichord, clavecin, and- clavi-.

cembalo) were finally in the late 18th century rcplaced by the piano.
The viol instruments (except the bass viol) were replaced by the

“violin familg late in the 17th century. The soft-toned flute’ family,

called recorder (an end-blown flute of conicil bore), was much-later

'rcplaccd by the madern transverse ffute, Brass instruments were
imperfect and limited to natural overtones. The lute was eventually
replaced by the guitar, but the latter never enjoyed the popularity

. of the former. The organ had made tremendous strides by the end

of the 16th century. Before 1600 there was a general emphasis upon
use of wind instruments. Instruments were built in families. Music

of the 16th century is largely for homogeneous groups. Prior to
1600 there was no uniformity or standardzzatlon of instrumentation
in cnsemblc masic. ' -

. - Instmmcntal Forms _
13th—Ccntury Dances. The most common dances of the 13th cen-

" tury ‘are the estampie and the da,me-mya!e. These are usually in -

strongy triple meter, characteristic of the period in genéral. ‘There
is monotonous repetition of rhythmic pattern (from the rhythmic

- modes employed). The melody is often angular; but with a limited

range. These dances were performed by one solo instrument, usually
an cboe or a ﬂutc, and a drum. :
- 14th-Century Dances. The rota and the .m!tarcﬂo are the two most

__common dances of the 14th century They frcqucntly employ duple
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as well as’ trlplc meter and the rhythrmc patterns are.more . varied

. than those of the 13th century, They were played by bowed string
 instrurtents or woodwind instruments and drums.

L

Instrumcntal Forms of the Renaissance. In the 15th and 16th cen-.

tunt:s, msr_rumcntal forms became more varied.

" Renamssance Dances. In the 15th and 16th centuries dance forms
. were conmonly in pairs, both employing the same melody, but con-
trasting-in témpo and meter. Their combination was the result of
~ the preva]ent way of dancing. This pairing of dance forms was
the prototype of the baroque dance stite. ‘The basse-danse is a slow
- dance in three-four time, and it is followed by the rourdion, a lively
dance in- four-four time. Another dance pair is the pavane, stow,
“fourfour time, followed by the galliard (Fr. gaillarde) in fast, triple
time. An Ttalian dance pair is the ronde and saltarcilo which follow

the genéral plan of the pavane and galliard, The. German dance °

pairs were called Tanz and Nach-Tanz. These dances were. written
for lute, for Leyboard instruments, and for instrumental ensemble.

_ FANTASM. Pieces called fantasias were written for lute, keyboard’
mstruments, and instrumental ensemble. They are usually poly--
phonic with imitative counterpoint used extensively. They have no- i

basic ‘structural form and are less strict .in contrapuntal treatment

than the ricercare (see below). In English keyboard music of the .

_ .latc 16th- century the fantasia (or fancy). often includes display pas-
sages and. figuration' as well as polyphomc treatmcnt Fantasms are
often based on falk song. '

Tocm'm axD Prevupe, In the chalssancc free structural forms in
an improvisatory style were called variously toccata, praeludinm, or.

- pracambulum. Such pieces, written for organ, harpsichord, or lute; |

are often characterized by virtuosity (rapld scale passages,. arpeggos,
etc.). They. also employ polyphonic. and chordal material as well.

‘Cantus Frrarus Comrosrrions, Instrumental compositions ‘based

~ upon a borrowed melody were written chiefly for the organ. The

 cantus firmi were taken variously from plainsong mielody, German -
chorale melody, and secular melody. Such’compositions, employmgf-.

the_title of the borrowed meledy, are consistently -polyphonic: in

charactcr The cantus ﬁrmus is often gwcn prommcnce by Iong_..'_-'
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sustained notes. But coloration of the criginal melody is also- VEIY
common.”
Ricereant. In the 16th and 17th centuries the term ricercare wWas
used for various kinds of instrumental pieces.. Of these the most:
-important type is the polyphonic ricercare, primarily a church form
for.organ, It is virtually an instrumental motet in style, usually i 2~
slow, dignified tempo. Like the motet, it makes use of several short.
themes or matives which are introduced successively and con-
~trapuntally imitated in 2ll voices. It is further characterized by
display of contrapuntal skill: inversion, augmentation, and retro-
grade treatment of the thematic material. The polyphonic ricercare -
reveal$ no virtuosity and no real instrumental idiom, :
., Canzowa. The canzona is the secular counterpart of the ricercare.
" Itis virtually an instrumental chanson, It differs from the ricercare
“in that it employs longer fuguelike themes which are likewise
imitated in all voices. It is usually mare lively than the ricercare.
Various sections of the canzona in contrasting tempi and meters
~often employ the same melody. The ricercare and the canzona are
prototypes of the fugue which gradually emerges in the 17th century.,
VariarioN, The variation form is of special significance in thar
it has remained an important basis of composition down to the
present day. The variation form is one of the most important con-
- tributions of the Spanish lutenists and the English virginal schoo} -
of the late 16th century, The variations are usually based upon a
popular meledy which is repeated a number of times, each timze
‘with different figuration. Virtuosity is a notable characteristic of
this form, The English ground is a special variation type on a com-
- posed bass theme, constantly reiterated while different figuration
~ appears above it. Other variations on a bass theme are called peas-
sacagliz and chaconne (see page 92) These are more common in
the Baroque penod S

Taistrumental Classes .
Stylcs, Forms, Schools, Composers

_ Lute Music. From about 1450 to about 1650 the lute (a £rctted )
guxtar—hkc mstrument, with six strings and 2 long necL) was ‘as -
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umversal as the piano is today. It was an accompanymg :nstrumcnt :
as~well as a ‘solo and ensemble instrument, :

Srvie 1y GEnEraL, Most tute music displays some degree of virtu-
osity in the form of rapid. scales and figuration, Polyphonic “style
was generally. attempted, Although the. pature of the instrument
prevented a strict polyphonic texture, implied lines by jumping from
one voice to another were used, The third and most idiomatic style
to be found in luté music is the use of straight chordal material.

-Fdi{i\is; The principal forms of lute music are the fantasia, pre-
amble or prelude, dances, variations, and arrangemcnts -of vocal
music (motcts and chansons).
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LUTE TABLATURE °

Scroovrs anp Composers. The principal composer of Spanish lute
mausic was Lauis Milan (c. 1500-after 1561). In Iraly Francesco Spinac-- ~
cino and  Ambrosio Dalza were ' the leading lute composers. In -
..Germany the. pr,mcxpal names in lute music were Arnold Schlick . -
(d. after- 1527), Hans Judenkunig (c. 1460-1526), Hans Gerl, and
Hans Neusiedler (c. 1508-1563). In- France, Pierre Attaingnant
published a considerable amount of French'lute music (c. 1530 f.).
In England John Dowland (1563:1626) was the principal lutenist
-composer, In Poland an unportant lutc school was led by Albert .
Dlugorai. ' Sl

TapCATURE. A 5pe(:1al notation called méi’amm was uscd for lute':' '_
-music. It consists of letters or nurnbcrs placcd on. six-horizontal ..
llnes correspondmg to:the six strmgs of thc Iute. The Ietters or ¢
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- numbers- indicate the fret or finger position of cach note to be
" played. Rhythm is indicated above the tablature. :

. Organ Music. The organ was definitely and almost exclusively
. associated with church éervice, a fact which largcly'dcpcrmines the
. style of organ music. T =

. StyrE. For the most part organ music of the Renaissance duplicates

_ the. style of vocal polyphony. Little virtuesity appears in orgamn
- - music before the Baroque period, except for some toccatas (Merulo)) .

Ornamentation and ‘coloration are extensively employed. Organ

" - music is mostly polyphonic.

. Forms. The principal forms of organ music are the fantasia,
N pfacamhulu;n, toccata, ricercare, canzona, cantus firmus composi-
- tions based upon Catholic plainsong and Protestant chorale melodies,
-~ and verses or versets, usually short pieces played by the organist be-
* -tween verses of a hymn sung by the congregation or choir.
" _ScrooLs anp Comrosers. The first important composer in the
-Germag school is Conrad Paumann (c. 1410-1473), who wrote an.
~“organ method” in 1452 entitled Fundamentum Organ?mndz_". This
‘work consists of two-part pieces in organ tablature and instructions.
- Orther German composers, following Paumann, are Hans Buchner
. {1483-1538), Hans Kotter (c. 1485-1541), Leonhard Kleber (c. 1490~
. 1556), Paul Hofhaimer (1450-1537), and Arnold Schlick (d. after
- 1527). The publisher  Attaingnant represents the only significane
contributions to -organ literature in France with publications of
- anonymous composers around 1531, The -principal name in Spain
. 1s that of Antonic Cabezon (1510-1566). In Italy a notable school-
" of crgan composition is associated with the names Claudio Merulo
(r533-1604), Girolamo Cavazzoni, Annibale Padovane, and Andrea
~and Giovanni Gabficli.__There_ seems to have been little creative
activity in organ music in- England, where the virginal school over.

- 'shadowed almost all other instrumental activity. John” Redford

in the early 16th century and John Bull in the late 16th century

* .are the only. names of any significance in English organ music.

- Harpsichord Mausic. The most extensive literature for harpsichord
before-1600 appears in England in the second half of the 16th cen- -

o tury. Here the first. truly independent_instrumental style is ex=
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tensively developed.-On the Continent, harpsichord music still has

- litﬂf_:':’-di_ffcrtntiation of style from that of vocal polyphony and
- organ music. The keyboard instrument used in Elizabethan Eng-

land-is called a virginal, a’ small, one-manual instrument of the-

- harpsichord type (see page 8g). '

- :8rviz, One of the most prominent features of the English virginal
'schdql'_ié' a sheer delight in instrumental virtuosity. Musicians ap-
-parently enjoyed playing rapid scales up and down the keyboard, .

~and using figures, arpeggios, fast repeated chords, etc. _Figuration

" is extensively used: repeated patterns of broken chords, thirds,

~ rapid scales, etc., ornamenting the notes of a borrowed melody.

Embellishment (trills; mordents, etc.) is also employed. The Eng-

lish 'virginal music is more or less contrapuntal, but comparatively

little.'-_u__se_ of imitation is to be found, ‘ :

. Forats. The English virginal school was not only the first to ex-

+ ploit & wruly instrumental style but it also was the first (along with
‘the: Spanish lutenists) to develop the variation form. These varia-

. tiohs are usually on popular tunes of the day. The English were also

fond of writing varjations on a ground bass, usually an originally |

composed theme. A third'type of variation, hexachord variation, is’
based upon six ascending or descending scale -tones. These were

usually given such titles as “Ut re mi fa sol la.” Dances were popular .

forms in- harpsichord music: pavanes, galliards, allemandes, etc.

Cantus firmus compositions were employed. These were invariably

“based upon plainsong melodies and they may have been. intended -

for performance on the organ. Picces with descriptive titles, barttle

" pleces, etc;.and preludes are to be found among the large collections

of English virginal music. - B TR

_ Conposers anp Correerions. The principal composers of English.
virginal music are Hugh Aston (early Iﬁdi'qéntu:y), Giles Farnaby
(<. 1560—. 1600), William Byrd, John Bull (c. 1562-1628), and. Or- -
lando Gibbons, The principal collections of virginal music are’the .-
Fitzwilliam Virgﬁ'nal Book, Parthenia,. ‘and My _Mdy_e'_' Newells -
Booke, the lattcf._cohtaining':.arz ".pieces'._by_ Wil!i_;ani By_rd. _I_ﬁ' France

- Pierre -Attaingnant published a- collection of - keyboard dances. .

" Cabezon in Spain wrote diferencias (variationis) for harpsichord and
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for Iute. Elsewhere there seems to have been no distinction between
harpsichord and organ music, ‘ ' '

" Ensemble Music. The problems of Auffdhrungspraxic (how early

music was intended to be performed) are not yet entirely solved.

~This is particularly true in the field of instrumental ensemble, where

‘there was little standardjzation of instrumental combinations, and

. where actual instrumentation was seldom indicated in manuscripts.

- This is because in general before 1600 it was felt that any medium-

- of performance for a given composition would be satisfactory.

“ o InstruMenTAL MeDIA. Three general classes of instruments were

~ employed for instrumental ensemble hefore 1600 Ensemble music

for strings employed various members of the viol family. A com-

. “bination of vicls was called a consors of viols. Members of the flute

 family (recorders) were frequently employed in ensemble music.

~In combination with viols the ensemhl'_e was called a mived consore,

. The use of brass ensembles was particularly characteristic of the

Venetian school. In Germany wind ensembles were used to sound

" the hours of the day by playing chorales from municipal towers or
- -churches; - ' '

- Stvre-In‘instrumental ensemble music there is little independent
instrumental style.. The pieces for ensemble are generally polyphonic
- and use imitation, In ensemble dance music the style is more chordal
. and rhythmic.. _ o - L
* ‘Forums. The three principal forms in ensemble music are the
~ fantasia, various dances, and' canzonas. The latter were employed
-~ by the Venetian composers, S o
~+ ScrooLs axp Composegs. In England the principal composers are .
* _Gibbons and Matthew. Locke. In Germany, Melchior Franck,
- Vzlentin Hausmann, and Erasmus Widmann are the principal com-
- posers. In Traly Giovanni Gabrieli composed canzonas for brass en-”
- sembles, All these composers belong to the late 16th and the 17th .
© centuries. - ' o '

RECORDS
Lute Music R C _
Spanish songs with lute accompaniment, AS 17,

. r
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.\:'Iﬁth:century lute music. AS 36.
‘Luis Milan, Three pavanes. AS 40.

- Organ Music
- Giovanni Gabnch, Ricercare. AS 4.
Palestrina, Ricercare. Landini, “Questa fanciulla.” P1thé 63.

- Virginal Music (Harpsichord)

* English virginal pieces. AS 14.
Byrd, Pavane and gailiard. CHM, Vol L :
Bull, “King’s: hunt.” Farnaby, “A toye.” CHM, Vol, 1.

_ Eﬁsgmble Music
“ Dances of the 13th and 14th centuries. AS 16.
_ French dances of the t6th century. AS 5.
Giovanni Gabrieli, “Sonata pian e forte.” {Six-part canzona.) AS
.25, _
Franck, Pavana, tanz, intrada. AS s7.
Norcome, Divisions on a ground. Wellkes, Fantasy for a chest of
- viols..CHM, Vol. 1. )
" Vocal pieces with ensemble accompaniment. AS 27, 39, 43.

SCORES
- Lute Music
o SB 99, 91, 9395, 114, 115, 138, 150, 781. HAM 97~99, 105, 121—-
© o124, 160, 162. WS 29, 32, 34.

Oig:m Music '

* SB 48, 56, 57, 82, 83, 92, 103, 105, 113, 149, 158. HAM 84, 100,
101, 116-118, 120, 133-135, 153, 154, 157, 174, 180, 181. WS 43,
o 57 .
Harpﬂchord Muste ' .
- SB 112, 135-137, 147, 158 174, 181, HAM roz, 104, 134, 145b
. 177 178, 179. WS 24, 57 . .
_ Ensemble Music - ' :

SB 61, 62, 67, 75, 81, 105, mg, £19, 134, 148, 151, 153-157.

HAM 88, 136, 137, 157, 162, 167b, 173, 175, 176, WS17, 26, -

39 40, 48 54 55, 56, 5&60, 63... o '




CHAPTER IX

Musical Notation ty 16 00

. OUR modern system of musical notation dates from the early
r7th century. Prior to about 1600 various systems had been used in
“man’s attempt to record graphically the music he heard. The evolu-
tion of musical notation is the progress toward accurate symbolic
representation of two general musical factors: the pitch and the
* duration of 2 musical tone. - '

. _ Neumatic Notation __
. Neumes, The term reume comes from the Greek neuma, meaning
2 nod or a sign, Neumes were probably first used abour 680 4.p.
At this time they did not indicate exact pitch or time value; they

© were merely “reminders” of melodic contour of already known

- Plainsong melody. Neumes are- derived from three basic accents:
(@ grave (\), a descending inflection, (2) acure (/) ascending
inflection, and (3) circumflex (/\),'iascending—destending. Later
- they were combined. to form various compound neumes, called
. ligatures. At-first these signs were placed above the lines of the
text, & practice known as in campo aperty, i.e, notes“in the open.
- held” without staff lines, S R
. Origin of the Staff. Scribes began ‘placing neumes above the text’
relative to highness and lowness of the melody. Then they used a
- ruled Ene for guidance. Gradually the line assumed meaning of
"¢ actual pitch. Colored _Iines-w_:rc later used: (rith century): red for~
. 'B, and’ yellow for C. Neuies thus began to qecord'é_:_{’act pitch, ;
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More and more lines were addcd up to tcn or- eicvcn imes Evcn—
tually the middle C line was omitted, separatmg the treble from. the

. bass registers and making the rcadmg easier. Modern plamsong
notatwu uses convcntmnahzcd peumes on a- four-lmc staff '

Mcnsural Notatlon

Polyphomc music reqmres a system of notation conveymg tlmc .
values, so that various parts can keep together, Thls need gave rise -
to menssiral (or medsured) notation, wh1ch began around 1250 and
~ was used: unti} about 1600, S : .
* x3th-Century Notation, In the Igth ccnmry, notation was de- |
' pendent-upon the rhythim of the text and upox the rhythmic modes -
(se¢ page 12). Ternary rhythm prevailed. The systém of notes em-
ployed is called black mensural notation, becausc the notes. were
. all filled in. There were four kinds of notes used: (1) the marims

(o ),cqual t0 two Iongae( B8 ), (2)thelonga (] ), equalto.
' three breves ( mum );and (3) the breve (or brevxs) ( .) equal

to three semibreves ( ¢ 69 ).
14th-Century Notation, The period from 1300 to about 1450 is

characterized by great complexity in systems of notation, the rules
of which varied with differént localities and at different ¢ times. In this-
perlod duple and triple division of notes were rccogmzed as. equally B
important, ‘Black notes, as before, indicated triple division: (perfect’
time), while' notes colored red indicated duple division (imperfect -
time). The relation of longa to breve was called modzs.r, the. re]atlon '
of breve to semibreve was called tempus; and the relation of semi-.
breve to minim was called prolatw. Each mensurai rclatlonshlp,
 then; could be either perfect (triple division of the larger notc) or
imperfect (duple division of the larger note).

- T5th- and x6th-Century Notation. The pcnod £rom about 1450 to
. 1600 is characterized by the use of white instead of blick notes. In‘
‘most_other respects the systems were_essentially the same. In: the
15th and 16th centuries only the tempus and prolatio. relatwnshlps
‘were used. Each of these was represented by a mgn as. shown in tht:
- followmg tablc CoEr e o
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- Tempus imperfectum;  means 0« QO . (1 breve: equals 2 semibreves).
_ Te'm.pus perfectum:(Qmeans m»OOO . (1 breve equals 3 semibrgves)-
© Prolatio majof: ¢\ meaps O-4dd | (o sc.mibrcve_ equals 3 minims).

Prolatio minor: no dot means ©ud & (1 semibreve equals 2 minims).

- Thus, tempus and prolatio could be combined in the four following
ways: : o

- __ () @ means Beod 5 ég 5884 kthc.equivalcnt of mod_t’:rr{ o/8 time).
@) Omeans 0= & &% &% (the equivalent of moéem 3/4 time).
'fg) Gfme_ans D-ogé'égé " (the equi';aiem of modern 6/8 _cim.;). :
.(4) Comeansoe & & (the equivalent of modern 4/4 time).

- It will be observed that the last sign (C) is still employed teday to
indicate four-four time. Sometimes different signs were used simul-
. taneously in different voices of a polyphonic composition. Mensural -
notation was further complicated by ligatures (combination of two
+ ©r more notes into a single graph) which were subject to highly in-

- tricate rules, and by the use of proportions diminishing normal note
-values in arithmetic ratios. For example, the sign i introduced in a.

- part would mean that three notes of the foIIc_:rWing passage equal two
-+ notes of the preceding passage. L

_ - Musical Score

" A musical score means the writing of music for an ensemble $0.
that alt the parts are represented in vertical alignment, Simple scores

were used in polyphonic music prior.to 1225, Hence, organum, con-

- ductus, etc., were written down in this logical fashion. This practice
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s

was abandoned hcwever, w1th the advent of thc 13th-century motet, ..
In-place of the score, the chodr- book arrangement was adopted. This
" “consisted of the parts being notated separatcly on’oné page or,moreé
commeonly, on two oppasite pages. The following diagram illustrates
the usual plan for a four-part polyphonic composition; the letters
standing for soprano, tenot, alto, and bass, respectively: '

5 A

R ENIE

Choir books were used until about the middle of the 16th century.
These were replaced by part books. This meant separate books for-
‘each individual part. Hence four-part polyphonic music would re-
“quire four books, each mdudmg the particular part for scveral com-
positions. Finally, around the ‘turn of the century, ensemble music
again began to be writtén in score form. One of ‘the first prmtcd
scores is a collection of madrlwals by Cyprien de-Rore (1577) Prob- .
ably the earlicst ‘extant instrumental score is that of the Balier co— -
migue de la reine (1581) (see page 77) ' o

s
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© I-I A P TER X -
Gmeml Comzdemtzom

General Hjstorical Back'gro'und. Thc ccntury and a -ha'lf_-b:etWeen
‘1600 and 1950 was a period: of colonization. The first half of the
v7th century was dominated in Germany by religious, palitical wars
known as the “Thirty Years’ War” (1618-1648). The second half
of the r7th century was dominated by the culture of Louis XIV of "
France (1643-1715) and his lavish court at Versailles. The principal -
names in science are Newton, Harvey, Galileo, Bacon, and Leibnitz.
The leading thinker in the field of civil government is John Locke.
The leading phllosophcrs of the perlod are Descartes, Pascal, and
Spinoza. In the field of literature there is an important array of .
English names: Mllton, Dryden, Defoe, Addison, Swift, Pope, and -
Samuel Johnson. In France the principal literary names are Corneille, -
Racine, and Molitre. The great names of baroque painting. are
Rembrandt, Rubens, Van Dyck, El Greco, and. Velasquez. - :

Tre Meantve or Barooue. The painting, architecture, and music -

of this period are in general characterized by a certain spirit of -
theatricalism, of grandiose concepts, and by a rather beavy elabora-

tion of design and magnificence. pf effect. Baroque spitit in gt:neral o

begar in Italy as a result of the Catholic Counter Reformation which -
sought to impress the world and 1o re-establish the influence of the
Church. Baroque style in the arts and music soofi spread over. aJI
‘Europe and dominated the spirit of cultural creations.. .

- General Characteristics of Baroque Music. The baroque spmt per— '
vades the music of the period in the same ways it pervades the arts,

It is manifest in large-scale productions, spcctacular music, contrasts, o

and an over-all grandcur : : _.
67 CE
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" ReLarive IMPORTANGE oF SacrEp AND SecuLar Music. Musical art,
which in the polyphonic period had been developed largely by the
Church, was in the Baroque period influenced more by nonecclesiasti-
cal bodies. The nobility and the upper classes everywhere took the

- greatest interest in music. Hence, secular music takes precedence

- over sacred music in the Baroque. o
RELATIVE IMPORTANCE OF INSTRUMENTAL aND VocaL Musrtc. Before
1600 vocal music predominates. In the Baroque period instrumental
. music comes into its own and may be said to be on a par with vocal
. music. Ap independent instrumental style is generally developed
' “in this period, - ' -
Natronar, Scroors. Although not until the 1gth century was

- there a conscious attempt to nationalize music, there was, neverthe-

less, in the Baroque pericd, a demarkation of national styles and
schools more evident than before. .

- Dramaric ELesest, An important attribute of the baroque spirit,
the dramatic element, is characteristic of much of the music of this
period. Tt is manifest in the trémendous ‘developments in opera,
~ oratorio, and cantata. It even invaded and dominated the style of
- much church music, S

- Homornonte Styvie, In-the carly 17th century a new importance
- was attached to homophonic music. It dominated the whole perind

"~ but it did not completely replace polyphonic music; which-continued -

. 10 develop to a new height, reached at the hands of J- 8. Bach at the
“end of the period. C o - .
Tonaurry. Clearer concepts of key feeling are apparent in the
music of the Baroque. Major and minor ‘as we know it today re-
place the old church modes. However, influence of the latter was’
_to be felt throughout the period. } RN
.. Harsony, For the first time in music history atténtion to chord
structure and chord progressions is evident. The harmonic or vertical
approach to music tends to overshadow the older contrapuntal or
horizontal approact. Chromaticism, the extensive use of aftered -
.tones, plays an important role in baroque harmony, Tt furnished a
‘means of harmonic experimentation; it provided increased harmonic
 color, and, more than any other factcr, it broke down_"' mod'ality._ .

.
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_ FIGUI{ED Bass, The characteristic importance of harmony in the
Baroque period is reflected in an entirely new device, the figured
bass, which is generally employed throughout the period. In fact,
the entire Baroque period is sometimes referred to as the Figured
Bass period. Figured bass is a sort of musical shorthand in which
chords are indicated by placing numbers below the bass part played
by a keyboard instrument. Its origin and development will be dis-
cussed in the following chapter.
~ New . Forwms. Clarification of formal structure and more clearly
 defined formal concepts characterize the music of the Baroque period,
- in comparison with that of the Renaissance, New forms are de-
- veloped. The new instrumental forms of the Baroque. are: the
dance suite, the_solo sonata, the trio sonata, the solo concerto, the
concerto grosso, the overture, and the fugue. The latter is also a
choral form..In vocal music the new forms are the aria, arioso, and
accompanied solo song. Recitative, an innovation of the early r7th
_century; should-be mentioned here, although it is more a style
of dramatic declamation than a structural form. Three large vacal
. forms come into being in the Barogue: the opera, the oratorio, and
_' the .cantdta. All three make use of the new ideas of the period:”
* dramatic declamation (recitative), accompanied solo song (arias and
ariosos),'chgrus and orchestra. - . )
Important Composers. Further evidence of the growth of musical
art is to be scen in the enormous increase in the ‘number of first- -+
rank composers. . - e L
Trary. Claudio Monteverdi (1567-1643) wrote madrigals and -
operas. Alessandro Scarlarti (1659-1725) was the chief figure in.
Neapolitan opera. Domenico Scarlatti (1685-1757) wWrote sonatas for

keyboard.” Ar\cangelo Corelli ('1653-1'713)- and Antonio. Vivaldi
(c. 1680-1743) wrote chamber and concert music for strings. -
France. Jean Baptiste Lully (¢ 1632-1687) wrote opera and bajlet.
- PFrangois Couperin (1668-1733) worked . principally .in the field of
~ keyboard music. Jean Philippe Rameau -(i683-1764) wrote operds,
- ballets, keyboard music, and he was the. most important theorist.of -~
.-the_péfiod_.- o o . . S N R
. Exctanp. Only one name of first.ra

o belongs (o England in this -
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+" period, It is that of Henry Purcell (1658-1695), who wrote much
_fine dramatic music and instrumental music of various kinds. Be-
.cause of his many years of creative activity in England, George
Frederick Handel (Georg Friedrich Hindel) is said to belong to
~_ the English school, although he was German by birth and Italian
- by training. ' -
Geramany. A long list of illustrious names comes from Germany,
chiefly in 'thga fields of instrumental and church music. Johann Her-
‘mann Schein (1586-1630) wrote keyboard music, as did Samuel
Scheidt (1587-1654). The most important German composer of
~“vocal music in the ryth century is Heinrich Schiitz (1585-1672),
- who wrote choral music, cantatas, oratorios, and Passion music.
- Johann Jakob Froberger (1616-1667) wrote keyboard music. Michael
Practorius (r571-1621) wrote choral music in repaissance and

. 'baroque styles. Dietrich Buxtehude (1637-1707) and Johann Pachel-

. bel (1653-1706) were the immediate predecessors of J. S. Bach in
the fields of organ music and church cantatas. Finally, J. S. Bach
(3685-1750) and George Frederick Handel (1685-1756) are the
culminating figures of baroque music. Bach worked in the fields
of church music and instrumental music; while Handel contributed
- principally to opera and oratosio (see Chapter XV),- -



CHAPTER XI

Nuove Musiche

T:IE term nuove musiche, meaning “new music,” is used to ap-

~ Ply to the revolutionary aspects of early ryth-century music that
show a radical departure from the practices of the polyphonic
‘period. The term originated from a collecticn of accompanied solo.

-+ songs by Giulio Caccini, entitled Nuove Musiche, published in 1602.
Three Essentials of Nuove Musiche, ‘The basic innovations of the
early 1th-century revoli against polyphony dominated the entire
period. (1) Perhaps the most revolutionary of the three innova-
tions is the use of dramatic déclamation in music, called recitative.
Recitative follows the free rhythm of prose text, Its melodic line
and accompaniment are of secondary importance, (2) The solo song
(in connection with opera, called aria) is a homophonic vocal compo-

. sition with accompaniment intended for performance by a lute or
- keyboard instrument, with or without additional instruments. In the .
nuove musiche period the solo songs, arias, and especially the reci- -
_tatives had the simplest kind of chordal accompaniments. (3) Thc
third essantml innovation of the early 17 century is the figured bass
{see page 72). It was used throughout the entire Baroque period for -
accompanied song and recxtatwe, and for vocal and mstrumental
ensemble, :
The Origin of Nuove Muszche. The new music” of the cariy 17th
_century. was a natural reaction against the old palyphomc art which
~-had reached its culmination in the Renmssance. It represents a de—

' sire for new dramatic expressions.. } : '

- TuE FrorenTine ScHooL, Shortly bf:fere ):600 a group of nobiemen '
m Florcnce, Italy, calhng thcmselveq the Camemm bcgan mectmg

7,___
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* for the purpose of reviving the art of Greek tragedy. But the result

of their activities-was the emergence of a new concept in music:
opera and dramatic music. The Camerata was chiefly concerned
with problems of appropriate dramatic declamation. The Florentine

 school avoided polyphonic treatment of any sort, made little use of

the-aria as such, and little use of the chorus. The important nases

connected with the Florentine movement are Giovanni Bardi, the

- patron and sponsor of the group; Vincenzo Galilei (the father of

Galileo, the scientist), who made an early case against polyphony
(1581), upbolding the ideals of homophonic simplicity; Ottavio

. Rinuccini, a poet and librettist of the earliest extant opera, Enridice;
. Peri, a musician and the composer of Euridice; Giulio Caccin, the
.~ composer of Nuove Musiche and of operas; and ]acopo Cor51, nob]e-

- man and later patron of the Camerata.

The Figured Bass. The practice of using ﬁgures below the bass -
line to indicate harmony probably originated from a similar prac-

~ tice in the lite 16th century known as organ bass. When an organ

s

was used to accompany a polyphonic vocal composition it was nec-

'essary for the organist to make some sort of improvised score: To

do this he nsed the bass or lowest-sounding part and inscribed num-
bers to indicate the harmonies produced by the other parts. It was

~ only a step from this practice. to the idea of originally indicating
- the harmonies of a compositien by using figures (ie., numerals,
- with, sharp, flat, and natural signs to indicate alterations). The part’

in ensemble music which carries the figures is called basso conzinuo
or thorough-bass. The basso continno part was almost invariably per-

formed by at least two ipstruments. A string bass instrument or a

- group of string basses ‘would play the bass melody as written, A

~ kéyboard “instrument, usually organ - or harpsxchord would "also
* play the same bass melody with the left hand, and with the right -

. hand fill in the implied harmonies c_:f the figured bass. This allowed

" .considerable latitude to the keyboard ' artist, although there were

elaborare rules as to how the figured bass should be realized (ie;, per--

. formed by filling in the parts). The 1mprowsatory art of realizing
- a figured bass was highly de\fclopcd in- the baroquc pcnod and has
since becn Iost. R : -
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Impnrtant Works of Nuove Musiche. An early opera, probably the
earliest prototype of real opera, Dafae, written in 1597 by Rinuecini -
and Peri, has been lost. The work usually referred to as the earliest

opcra is Ezerzdu‘e, produccd in 1600 by Rinuccini, Caccini, and Peri -

on the occasion of a festival for the wedding of Maria de’ Medici -

“and Henry IV of France. In the same year, 1600y an allegorical play
by Cavalieri and Guidicioni called La Rappresentazione di anima ¢
di corpo was presented. It is related to the origin of Roman oratorio
and opera. Two additional operas of the period should be men-
tioned: Orfeo by Monteverdi (1607), and Dafne (1608), a lyrical -
~ tragedy by Gagliano. The most important early’use of figured bass -

. belongs to a collection of church pieces for from one to four voice - -

. pafts with basso continuo, entitled Cento concerti ecclesiastici (1602)

by Yladar_la. Finally, the collection of solo songs with figured bass =

* accompaniment entitled Nuove Musiche by Caccini has been men-
tioned ‘as one of the important works of the early rzth century,

RECORDS
- Ttalian monodies (Monteverdl, Manzoh) AS 21
- Peri, Euridice: “Funeste piaggie” “Non piango.” V- 21753
_Peri, “Bellissima regina.” “Cante d’Orfco ” Caccini, “Amarllh ”
' “Fere selvagge '

SCORES
SB 168—173, 175-177- HAM 182—:85, 187, 189




CHAPTER XII

Dmmdtzc Mzmc of the Baroque Pemod

i THE forms and styles of nuove musiche were first conceived in
g Florence, where opera and other dramatic forms were born, These

new ideas were spon taken up in other Itahan cities and eventually
" spread over all of Europe.

. Italian Opera Schools

Roman Opera. The innovations of the Florentine school (see page
.-77). were soon taken up by musicians in Réme, which was the sec-
~ ond city to develop opera, Special features of opera in the Roman
~school ‘are (1) the more extensive use of choruses, and (2) the use
. of comic scenes, called intermexzi, interpolated among the scenes

of the serious drama. The latter feature is important in that it later

led to Italian comic opera, called opera bufia.
Comeposers anp Oreras. The principal composers and operas of
 the Roman School are Domenico Mazzochi, who wrote Lg Catena
d'Adone (1626); Michel Angelo Rossi, who wrote Erminia sul
"Gfordano (1637); Loreto Vittori, who wrote La Galatea (1639);
- Steffano Landi, who wrote Santo Alessio (an oratorlo) 3 and Llll“l .
" . Rossi, who wrote ancther Orfeo. _
Venetian Opera. The Venetian school followmg the Roman
* school, flourished around the middle of the r7th century. It was in
" Venice that the first public opera was established (Teatro San Cas-
' 81an0) in 1637. Venetian opera is characterized by considerable use

“of ‘canzonas and popular tunes. There -are short, singable melodies

o and fewar endlcss arias. T}lc Venctlan composers made use of instru:

= LT -
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: mental pieces and mstrumental sections within arias called ritor
nelli, They also wrote short overtures to operas in. the style of fan-

fares. In the Venetian school recitative and aria became completcly o

distinct, - :

ComposErs aND OpERas. Thc principal composcrs of thc Venetian
school are Francesco Cavalli (1602-1676), who wrote Giasone; Marc -
Antonio Cesti (1623-1669}, who wrote Lz Dori and Il Pomo d'oro;
and Giovanni Legrenzi (1626-1690); who wrote operas but was mote
' lmportant in church music and instrumental music.

Monreverpr. 'The greatest Italian musician of the first half oE the .
17th century is Claudio Monteverdi (1567-1643). He may be said to -
~ belong to the Venetian school of opera, but his contributions to
music' are such that.special consideration neéds to be given bim.
Monteverdi took up the innovations of the Florentines and devel-
oped them, adding his own genius of dramatic expression. Monte-
verdi had what may be called a dual style: (1) He retained the old
contrapuntal styles of which he was a master thronghout his life.-

He wrote miany madrigals. (2) He also became a master of the new .~

“homophonic, dramatic style which he mastered equally well. His
specific innovations in the instrumental field are the violin tremolo
~and ‘the string pizzicato, Monteverdi’s harmonies are radical and =
expressi_v_e. His important operas are Orfeo {1607); Arianna (1608},
now lost- except for the-famous aria, “Lament”; I/ Combattimento .

- di Tancredi ¢ Clovinda (1624), in which be made the first use of
‘tremolo and pizzicato; I Ritorno d'Ulisse (1641) and hlS Iast great

- opera L'Incoropazione di Poppea (1642).

Neapolitan Opera. Naples was the last of the Italian cities to°de-

velop opera, late ini the r7th century, but this séhool came to dom-- -
inate opera not only in Ttaly but everywhere in Europe. The Neapoh- o

- tan school dcveloPcd a sense of musical form rather than dramatic -

-truth; The principal musical form of -the school is the da capo aria

- which follows a simple ternary plan, represented by the structural
formula, 4 B 4, ie., a section, a contrasting section, and a retura . -

* to-the first section with embellishment. The melodic style of the,
- Neapolitan school i$ characterized by vocal embellishment, florid
. writing, and coloratura, much of which was imiprgvised by «the-

RO o ' -
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~ singer. In addition to the ornamental melodic style, virtuosity was of
_ great importance to the Neapolitans. Excess of display of technique
over dramatic truth led to a decline of operatic art and to the.re-
forms of Gluck in the 18th century. Hand-in-hand with the. love
- for. virtuosity were the castrati’ (male altos and sopranes), who
“were the stars of the day and whose vocal pyrotechnics were of
~ more interest to the public than the opera itself. The Neapohtans

" made little use of the choris.

 Itartan OVERTURE, A final contribution of the Neapohtan school
-“. was the new form of overture, called sinfonia. It consists of three
© . movements, the first fast, with strong rhythm, and in canzona style.
* The second movement is slow, short, and usually chordal in style:

- The third movement is again fast, usually fugal and dance-like:

. ComposErs anp Oreras. Francesco Provenzale (d.'r704) is consid-
‘cred the founder of the Neapolitan school, The greatest figure is
Alessandro Scarlatti (165g-1725), whose principal operas are La
" Rosaura {c. 1690), Teodora (1693), Tigrane (v715), and Griselda
(1721) In addition to operas Scarlatti wrote some six hundred can-

tatas, hundred and fifty oratorios, and a great quantity of church
© music. .

. French Opem and Ballet -

Itallan opcra spread to France and. Hounshed thcrr—: before an
_ degenous French opera appeared. Luigi Rossi's Orfeo was one of
-~ the first to be performed in Paris (1647). In the second half of the
- r7th century French opera came into its own- thh the works of
Cambert and - Lully. - : :
.. Characferistics of French Opera. French opcra was don‘unated by
. the classical tragedy of Corneille and Racine. The high quality of
"poctry and the greater importance of the drama are considerable
features of French opera, ‘There is more importance of melody and
" of dramatic expression in recitative-as well as in aria. French opera.
* madé more use of short airs than of éxtended and elaborate arias.
- The French predilection . for the dance is shown in the use of
- .chaconnes; botrrées, menuets, gavottes, etc. In the 17th century there

;- - -was much use of fantastic stage machinery. In ‘general the French-
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made gredter use of instrumental music in their operas. Five-part
string orchestration characterizes the instrumental music of the
French' baroque opera. -

Frencn Overrure, Freach opera under Lully developed a special
overture. The first movement is in a slow, stately style and is espe-
cially characterized by the use of dotted rhythms. The second move-
*“ment is fast; lively, and fugel. The third movement, which was
not always used, returns to the plan of the first movement, This
form was employed outside of France, and even as a form separate
from-opera, Bach used it extensively, as did Handel (e.g., the over-
‘ture to- the Messiah). .

“Bawrer: Court dances with costume and scenery but without sing-
ing or spoken dialogue were common in the Burgundian and French
courts of ‘the s5th century. The earliest extant music for ballet is
thar of the Ballez comique de la reine (1581). The highest develop-
" ment of ballet was reached in the Baroque period in the Versailles
Court of Louis XIV. Royalty often participated in these, as did
_Louis XIV: One of the most important court baflets (6allez de cour)
was the Ballet de la nuit (1653) by Lully. Later, Lully and Molidre
~ coltaborated ta create the comédie-ballet, a combination of play and
 ballet. Le Bourgeois gentilhomme (1670) is perhaps the most famous

of these; Later, Lully introduced ballets into his operas and called’
- these productions zragédics, or opéra-ballets. Armide and Cadmus et

Hermione are examples of this type of opera. :

" CoMPOSERS AND Lierermists. The first opera in the French language
was called: Pastorale, written by Abbé Pierre Perrin (librettist) and
- Robert Cambert {composer) in 1659. This is of additional interest
~ because it marks the opening of the Académie Royale de Musique,
~.an institution in Paris that siill lives as the Grand Opera. Jean Bap-
tiste Lally (1632—1687) is the most important composer of French
‘opera in the 17th century. His librettist was Philippe Quinault. Jean
~ Philippe Rameau (1683~1764) carried on the great traditions of
- balletand opera established by Lully, His principal operas are Hippo-
B Zyre ¢ Ame (1733) and Castor et Pollux (1737)
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- Opera in Germany L
During the baroque period.there was very little indigenous opera
" in Germany. This was principally because of the tremendous impact
_of Italian opera, but in part also because of the distuption of the
Thirty Years War. Furthermore, there was a dearth of libretto
- literature of any quality.

Italian Opera it Germany. Aside from an early opera by Heinrich
Schutz, Daphne (1627), now lost, nearly all operatic activity in Ger-
many consisted of Italian operas performed by Italian companies.
Even German composers were content to write in the Italian style-
*.and to Tralian texts. Some of these composers are Fux, Hasse, and,
later, Gluck and Mozart, The principal cities in Germany where
opera flourished were Vienna, Munich, and Dresden. In Hamburg

" the first German opera began. An opera house opened in 1678 with

Johann 'Theile’s Adam und Eva. The most important names con-

" nected with Hamburg are Georg Philipp Telemann (1 681~1767) and

- Reinhard Keiser (1674—1739)

QOpera and Dmmat:c Music in England

Slmllar 1o the situation in Germany, there was very little real
Engl:sh opera in the Baroque period. The first genuine opera in
‘English is John Blow’s Venus and Adonis (c. 1635). The only great
* figure in English opera | is Henry Purcell WhO wrote D;do and Aenew
{c. 1689). :
~ Types of Dramatic Mus1c in England In add1t10n to Italian opera

which flourished in England as it did on the Continent, there were
~certain types-of dramatic productmn that tended to take the place

. ofopera - : -

Masque. The masque is a dramatzc form of entertainment pro-
duccd for the nobility, based upon an ailegorical or mythological
'subject, and_consisting of poetry, vocal and instrumental music,
scenery, stage machinery, costumes, and dancing. Famous literary.
‘names connected with writing of mas:qués aré Ben Jonson and John
o Milton._Henfy Lawes wrote the music to Milton's masque Comus,
-~ Other composers of masques are John Blow, Matthew Locke, Wil
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liam Lawes, and Henry Purcell. Acis and Galatea (c. 1720) is a
famous masque by Handel. ' '
" Baizap Opera. In the second quarter of the 18th’ century there
“arose in England a type of comic opera, known as ballard opera.
These were parody operas burlesquing the mannerisms of Italian _
* grand opera. They were composed by setting words to already ex- .
isting popular tunes or folk songs. Heroic characters of grand
opera were replaced by beggars, thieves, pickpockets, prostitutes,
etc. The best-known example of ballad opera is The Beggar's Opera
by-Gay and Pepusch (r728). The popularity of ballad opera in
England, lasting throughout the ceatury, had much to do with
Handel's failures in his productions of Iralian opera in England.

InciminTaL anp Enteacre Music. English composers were fond
of writing music to go with already existing plays. Incidental music
was -composed as background or” atmosphere rusic used during
the action of a play. Examples of incidental music are Purcell’s The -
Fairy Queen and King Arthur. Ent'acte music was.composed for
performance between the scenes and acts of a play. Fxamples of
entr’acte music (often called act-funes or curtain tunes) are Mat-
thew Locke’s Instrumental Musick Used in “The Tempest” Henry
Purcell’s ‘Dicclesian and Collection of Ayres Composed for the -
© Theatre. : : _— : S

_ Comic Opera - _ . _
Early in the 18th century a new type of opera began to appear in
various forms in Eufope and England. The type is referred to gen- -
erally as comic opera, although it should be noted that the humerous -
clement is not necessarily prominent. S -

‘General Characteristics of Comic Opera. Comic opera in general
‘differs from serious opera in several respects. (1) Light, frivolous,
often humorous subjects are used. (2) ~Commonplace “characters -
- replace exalted personages of serious opera. {3) Spoken dialogue’
 replaces lengthy recitatives of serious opera. (4) Light, popular mel-
“ody ‘instead of heavy dramatic arias. is characteristic. (5) -On the -
*whole the use of chorus is more important in comic opera.. Choral -
*finales are usually. employed: (6) Comic’ opera often. takes on the.
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‘pature of parody parady of -character, or frivolous tunes set to
" words of a well-known serious aria, or fnvolous words-set to the
' mclody of a well-known aria of a serious opera,
- Types of Comic Opera. In Ttaly, France, Germany, and England
- comic opera had somewhat different orlgms and developed along
> .. somewhat different lines, '
- Itauian Orera Burrsa, Comic opera in Ita]’g} is called opera buffa.
_ Tts origin was in the comic intermezzi used between acts of serious
- opera. Early in the 18th century. it emerged as a scparate form in
"+ Naples. Its popularity as entertainment increased throughout the
.. century. It is generally characterized by full chorus finales, popular
. tunes, lively action, and witty dialogue. An example of opera buffa
. is La Serva padrona by Pergolesi (1733): Other composers of buffa
opera are Logroscmo, Paislcllo, C1marosa, Plcc1n1, Galuppz, and
--Mozart, - . : L
" Frened OPERA—CO\{IQUE in Francc comic opera orlgmated 1in thc
+ early 18th century as a farce, satire, parody on serious opera.. ‘Short
"satirical poems sung to already existing popular airs, called vaude-
_ "-wlle.r ‘were commonly employed. Poets of carly parody opera.in
.- France are Lesage and Favart, Composers of opéra-comique are
" . Duni, Jean Jacques - Rousscau (Le De:fm du. mﬁage), Phxlldor,
"~ Monsigny, and Grétry. '
- Bawrap Opera: The English counterpart of comic opcra on thc
" - Continent is the ballad opera (discussed on page 79).
* . Gersiaw Sincsersr. The term Singspicl (drama w1th music) was
~ at first used for scriots and comic opera alike, Later it came to des-
. ignate comic opera. Singspiel began as an offshoot of English ballad
. opera. Coffey’s ballad epera-The Devil to Pay was translated into-
e “German and set to new music. by Standfuss about r750. Principal
- developments of Singspiel took place in the second ‘half of the 18th
"~ century, The most important composers are Iohann Adam I—Illicr
(1723»-1804) and Moza:t o U

Oratono, Cantata, Passmn

_ Along with’ opera, other . important dramatic- forms developed
o from the” mnovatlons of nuovc mus1chc Thcy are oratono, cantata,
P and Passwn : T :
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" Definitions, Oratorio is a dramatic production on a-large scale,
. -usually dealing with a Biblical subject, and produced without stag- -
ing, costuming, or scenery. Oratorio males use of 2 narrator, vocal
soloists, chorus, and orchestra. The forms used in oratorio are over-

ture, aria, recitative, and diverse choral ensembles. The cantata -

* s similar to the oratorio except that it is'a short, lyric form. It deals

 with varied- subject matter, cither religious or secular. Cantatas are .

" written for a small number of performers, often limited to soloists .

“with few. accompanying instruments, A special dramatic form is -

 the Passion which is a dramatic presentation of the story of Easter
(sce page 82). o ’ . S

Oratorio. Early prototypes of the oratorio are to be found in the
liturgical dramas of the late Middle Ages and in the miracle plays -
and. mystery plays of the 14th and 15th cenruries. Music in some
~form was usually employed in these early religious dramas, which -

“wete:based upon scenes from the Bible, hagiology, and allegory. ~
Late in the 16th century, under the leadership of Saint Philip Neri - -
(4. 1595), a group of Romans, calling themselves Oratorians, congre-
gated for quasi-evangelical meetings. ‘Among other things they sang
laudi spirituali and performed- religious allegorical” or morality

_ plays which included dialogueJaudi performed by different groups
of singers. This movement gave rise t© the oratofio’ proper. One

~ of these al_le'gorica'l plays is La Rapprescnmzfoﬁ: di amima € di corpo -

" (1600) by Emilio Cavaliefi {c. 1550-1602). It makes use of all the
inpo?ations of nuove musiche. - R

TW.O TYres oF Oratorio, In the z7th century there were. two
types of oratorio: (1) Oratorio Latino was based upon a Biblical -
text and was sung in Latih.'Qratnrio Latino was seal.church music.

(2). Oratorio volgare was based upon a free text; was sung in Italian, '
‘and tended toward a more scoular approach, The distinction: be- -
tween these two types disappeared in the late Baroque.. 0 ¢

~ Comrosers anp Oratorios, Steffano Landi wrote [ Santo Alessio.

- (1632). Giacomo Carissimi (1605-1674) . wrote: Jephtha. Carissimi -
may be said to have established. the true Qrdt'ogio-.fofm' and style
inthe Roman ofatorio of the v7th c'eritm_'y_; One of Alessandro Scar-

 laeei’s important oratorios is I Dolori di Maria sempre vergine (1693)+ .

_"'.T_h_t most_ifnpcirtant cﬁ_mtribﬂtidns,_ to__Gérma_ri' 6ré_1t01;ig in the, 17th”
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century are Heinrich Schiitz’s Historia der Aufersichung (“Story
of Resurrection,” 1623) and Die sieben Worte Jesu Christi am Kyeuz
(“Seven Last Words,” ¢. 16435), both in the natuite of Passion music.

* . Undoubtedly the most important composer of oratorio in the entire

Baroque period is Handel. The following are the characteristics of

- . -his oratorios: (1) They have an “earthy” quality, less worshipful

than similar works by Schiitz and Bach. (2) Handel wrote imposing

- choruses. (3) Biblical history and decoraus love interest are to be

 found in most of Handel's oratorios. (4) Operatic influence on Han--
. del’s oratorios is to be found in his use of three acts instead of the
- conventional two acts of oratorio. The famous Messiah {(1541) is 2
special case in that it is reflective rather than narrative. Some of
Handel’s oratorios are Athalia, Semele, Samson, Israel in Egypt,
Belshazzar, Judas Maccabaeus, and Solomon. . o
- Cantata. The cantata, a third product of nuave musiche, in its
~earliest form' was a musical recitative or short drama in verse, with-

- outaction, and with a simple accompaniment of one instrument.

SecULAR CanTata. Secular cantata (cantata da camera in Traly,
Kammerkantate in Germany) was developed before sacred cantata.
It predominates in the r7th century, especially in lraly, The most

. important composers in Iraly are: Carissimi, Cesti, As Scarlatti, and

 Stradella. In France the leading composers are Charpentier, Campra,

‘Bernier, Clérambanlt, and Ramean. o -
- Crurets Canrara, The church cantata (called cantarn du chiesa

in Italy, Kérchenkantate in Germany) developed later than the secu-
lar cantata and mostly in Germany. It had an important function in

. contiection with the Lutheran service., It makes use of sololsts and

¢ instrumental sections and sormetimes chorus. Also tmportant to -the
 church ¢antata is the use of chorale melody and text., This type of

~ cantata; then, belongs to the category of church music. "The prin:

cipal composers of church centatas are Schitts, Bugtehude, Tele- -
‘miann,; Kubnaw, and J. S. Bach. o :
Passion Musie, Presentation of the story of Easter according to
- the gospels of St. Matthew; St. Mark, St. Luke, and St. John has a.
tong history, going back into the early Christian e, Five stages in
its development can be traced. S e e
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- Gostew, Recrrarion. From about 300 AD. tO 1100 it was common

practice ini the Church to have the gospels of the Evangelists re-
- cited during Holy Week,

.. Puamvsone Passton. In the rath century the Passion story was
presented as a sort of play in which the part of Christ was sung in
2 low register by a priest, the part of the Evangelist or narrator was
sung in a middle reguster by another priest, and the part of the crowd

- (turba) was sung in a high register by still another priest. Most of

 this was done in a psalmodic style, except for the words of Christ,

“Eli, El, lama asabthani,” which were given a more expressive

melody. -

- Poryraonic Passro\' In the Renaissance period composers began
using polyphonic settings of the story, at first setting only the excla-
mations of the turba, in a motet style. One of the ecarliest of these

~ was a setting of the St. Matthew gospel by Jacob Obrecht in the late
15th century, Polyphonic Passions were composed by most of the

- 16th-century mmasters, including Palestrina.

Orstorio Passion, With the advent of the r7th century and the
nuove musiche styles the presentation of the Passion story was.in-
_ evitably affected. Recitative for the Evangelist and other principal

characters was then employed, as were also chorus, orchestra, and

- arias. The basic gospel story was adhe.rcd to but free texts were also
interpolated. . _

Cuorare, Passton, The 1mporta.nce of the chorale in the Lutheran
service was bound to affect settings of the Passion. Early in the 18th

“century Protestant chorales were added as refléctive elements in the:
narrative of the Faster story. In Back's St. Masthew Passion, four- -
part harmonizations of chorales. aré nsed reflectively throdghout -
the waork, espemally the famous "‘Passwn Chorale" by I-IassIer (“O s
Sacred Head”). . ATV SRR

RECOI{I)S

ltalian Opera

Bteffani, “Ocehi, petchd plmgcm." AS 20 0 ¢ P
+ Monteverdi, Air from L'Incoronazione di Poppea. CHM, Vol 2

Monteverdi, “Lagrinie d’amante -al sepoitro i CM EATRNE
~ Collection of airs and mgdrlgals.\VM_ 496. 7 ‘_: S
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”

" Cesti, Ororzreas “Intorno all’ idol mio.” A. Scarlauii, “Cessate. ti .

plagarmi.” V 21747, :
Cesti, Il Pomo d'oro: “Air de Vcnus ” AS 82,

.- A, Scarlatti, *Cht vuole innamorarsi.” V 17914.

- Pcrgoiem, vocal selections from La Serva padrona (sung 1n

Frcnch) Decca LY6o14.

" French Opem

'I. J. Rousseau, airs from Le Devin du village. AS 54.

- Lully, orchestral excerpts from four eperas. CM 376, CM XI 17.
- Lully, Alceste: Prelude. V ZS

Lully, opera airs. AS zo..

* Lully, Le Bourgeois gentithomme (incidental muslc) G PSog

Rameau, Hippolyte et Aricie; March. AS 81

" Rameau, Castor et Pollux: “Trxstes apprets  Thésée: “Revenca.

amours.” G 214M.

- Erzg&dz Dramatic Music

- Gay-Pepusch, Beggar's Opera: ‘selections. VM 722 G C3!66

Purcell, Dido and Aencas (complere). D 25573/5.

- Purcell, Dido and Aeneas: “When I am laid in carth” V 17257.

Purcell, Fairy Queen (incidental rnusxc) C 6gg09D.

- Purcell, Ayres for the Theatre {entr’acte ronsic). D 25570.

Handel, “Dank sei dir, Herr” (from cantata): V 15365.
Handel, Alanta (cpera) “Care selve” V- 15182

Omtorro, Carzmm, Pamorz

- Handel “Lock dowan, look dfm«n, harmomous Samts (cantata)

| 'Handcl Messiak (cornplctc) C\’[ 27:

AS 7o.

. _Handel Judas Maccabaem “We come in brlght array” (c.horus)

C g724. :
Carissimi, Ezedxxa.s‘ (oratorlo) “Air d'Fzechias.”

" Bach, Weichet nur, betruebte Schatter (secular cantata). VM 664

.- Bach, Schweigt stille (“Coffee Cantata™). Musicraft 5.

" Bach, Meine Seele ruehmt und preist (church cantata). AS 23

.- Bach, Christ lag in Todesbanden (church cantata). V_ x1178—82 N
o Bach, St Ma::kew Pamorx VM 411, 412, 413
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SCORES:* .
Tualian Opera . - ' -
-8B 171, 175, 177, 178, 199—204, 223, 224, 226, 227, 231, 258, 259,
- 278, 208, HAM, 187, 189, 206, 208, 209, 221, 222, 223, 259, 286,
298 300. :

' '.:Frerzck Opem o ' )
-8B 222, 232234, 261, 296, 298. HAM 223-225, 276 277; 291, 304.

o Enghsh Dramatic Music

SB 247, 281, HAM 203, 243, 255, 263

' German Singspiel and Opera ' :
'_SB 195, 236 250, 266, 268, 269, 293, 309. HAM 228 267, 282, 292, -
303,. S

Omtarm Cantata, Passion

SB 165, 170, 180, 191, 192, 197, 198 212, 225, 230, 242, 260, 267,
o7 280, 284, 308. HAM 182, 207, 214, 218, 226, 235,254, 258 266'
272, 279, 281,

[
-




CHAPTER XIII e
Church Music of the Barogue Period
" ].)Rlok tb 1600 church rnusi'c.wa;v... lérgeiy vécal. In the Bai'oquc,

however, the use of instruments became important atid scparate
- instrumental forms for church performance, such’ as the church

- sonata for strings and organ and the chorale prelude for organ,

were used. These will be éonsidercd_separately in the chapter on
- baroque instrumental music, The distinction between religious music
_ and liturgical church music should also be pointed out: the oratorio
was usually based upon religious subjects but it was not generally in-
" tended for performance in church services. The German cantatas,
on the other hand, were expressly written for performance in the
Lutheran service and are therefore real church music, |
- General Characteristics of Barogue Church Music. The nuove
. musiche styles permeated nearly ‘all church music, There was a
“general abandonment of the renaissance & cappéllz choral style. In
its place we find. the use of soloists, figured bass accompaniment
(basso continuo) and a large use of independent instrumental mate-
rial; introductions, interludes, ritornelli, etc. Furthermore, there was
. a general prevalence of the characteristic dramatic style of the new
.- music. "The church music of the Baroque was more generally in the
-vernacular language (French, Iralian, German, etc.), replacing the
almost universal use of Latin in the Renaissance: The old church
modes were abandoned for major and miinor keys. Chromaticism
- was 'widely used. The pure 4 cappella style of the Renaissance wis
- not completely abandoned, however, The Roman school continued
" the traditions of Palestrina well into the yth century. The Sistine
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' Chapel in Romc was partzcularly strict in keepmg alive the wor-'
-shipful, nondramatic style of church polyphony. '

Principal Schools and Composers, Whereas in the ‘Renaissance,
church music had an almost universal style, in the. Baroque therf: is
a sharpér distinction of nationalistic styles. - _

IraLiaN Crukcr Mustc, It has been pointed out above that much
of the renaissance tradition was kept dlive in Italy. But ltaly was
 also the birthplace of nuove musiche, and so this naturally affected
much of the church music writtén there. Viadana's Cento concerti
ecclesiastici was the first important collection of church music in
the Baroque. Church music was composed by most of the operatic
composers of. the period: Carissimi, Monteverdi, Cavalli, Legrenzi,
A, Scarlatti, etc. Francesco Durante (1684-1755) was almost exclu-
sively a church composer. Mention should be made of a cantata-
like work by Pergolesi, Stabat Mater (c. 1730), sung to a Latin text.
This work may be taken as an example of the fine church music -
written in Raly in the Baroque. Another work, a- fifty-three-voice
Mass (1628) by Orazio Benevoli, which makes use of vocal and
instrumental choirs, is a continuation and expansion of the Venetian
technique, and it represents: very well : the baroquc 1deals of the -
grandiose and magmﬁccnt. :

. Frencu Cuurer Muste. French church music of thc Baroque is
on the whole rather superficial. It, too, conformed to the new styles -
in music. Cantata-like forms, called “motets,’ 'were written. These -
used soloists, chorus, and-orchestral accompaniment. ‘The most im-
portant. French. church composers of the Baroque are Lully, who
. retained the a cappella style of wntmg, Charpenuer, Campra, La—

lande, and Rameau.. Coa : .

German  Crurcn Music. The nuove musu:hc techmques were
cmployed in, Germany in various forms in the 17th century. There
was a general tendency, however, towarcl a crystalllzatlon in the -
church cantata, which was fairly standardxzed by Bach’s time. The ™

' Gertnan church cantatas make extensive use of chorale melodles, -
and employ soloists, chorus,- and orchestral accompammcnts with

~basso continuo. The most important figure in German church mu-

- siein, thc 17th century is. Hemnch Schutz. HIS music: mcorporatcs
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the oId Vcnctlan style and the new dramatic forms of the penod
 in this respect Schiitz resembles Monteverdi. He wrote many cantata-
. like forms called Cantiones sacrae, Geistliche Gesaenge, Sym phoniae

sacrae, and Geistliche. Konzerte. The most important composers be-
tween Schiitz and Bach are Tunder, chkmann ‘Fuzx, Buxtr:hude,
“ Telemann, and Kuhnau.

Encuist Croren Muste. The English- composers of the Restora-

§ - tion continued to use the verse anthemi as the principal form in the

" Anglican Church. It became more lengthy .and more cantata- like,

taking on the general aspects of nuove musiche. The hallelujah

- chorus; usually as the finale, was quite common, The prmc:ipal com-
. posers are John Blow and Henry Purcell, '
~~ RECORDS

" Italian Church Music .
* Pergolesi, Stabat Mater, VM 545.

- Durante, “Misericordias Domini” V 17633,

German Church Music

- Schiitz, Geistliche Kongerte, AS 28. .
- Schiitz, motet: “Selig sind die Toten.” AS 6o.

T Schutz, Geistliche . Gemngr: *Drank sagen wir alle Gott "G Ej 130. ’

: -Buxtehude, solo cantata: “O frahliche Stunden.” MC:roo8.

Bach, motet: “Singet dem Herrn.” "V 14613,

Bach, B Minor Mass. VM. 104.

-8B 159, 168, 273, 275 HAM 185, 301
* French
HAM 226, 257, 266

Bach, Cantata No. 189: “Meine Seele ruhrnt und prcxst AS 23;

'Eﬂgks& ‘Church Music :
Purcell,- “Bell” Antherm”: “Re]omc in the Lord.” CHM, Vol 2,_

Handel, Vouchsafe, O Lord Y 1767

° SCORES

Ttalian =~

e German™. ~

: '.-'.;'f."Engk.fb R R
o SB 246 HAM 242, 268, 279

"SB 163- 163, 189, 190, 212, 271, 284 HAM 200, 201, 213, 218, 235, ) -

272..




. CHAPTER X1V

Imtmmeﬂmi Music of the B@mgm Perzad

INSTRUMENI‘:\L music rivals vocal music for the first time in the
" Batogue: Tts ; Importance is seen in the development of new instru-
mental forms and new independent instrumental styles, in the
improvement of instruments, and in the greater amount of mstru-
mental music-written, o

e ) Gencral Consnderanons

Instmmen(s of the Baroque Period. With a few exceptions, most
of the instruments used in the Repaissance period were. still wsed - -
‘throughout the” Baroque; there were some: important improve-
mentsin instruments but no new instruments were invented.

Krvsoarp Instrunents. The harpsichord was the most impor-
tant keyboard instrument of the périod. It usually had two manuals,
(ie; two keyboards), Its basis of tone producnon is the string”
plucked mechanically by a quill when the key is depressed. The
harpsichord was used for- basso continuo parts as well as for solo
forms., The clavichord has a weak, ‘delicate tone, and was' used -
only“in small rooms. Its tone is produced by a. strmg struck by a .
tangent when the key is depressed. The organ was still inseparably - -
corinected with church music. In the Baroque period its mechanism’
was greatly improved, and Lhe llte.rature for organ 1ncreased pro«-_

portlonately _ - .
- Strive InsTRUMENTS. In. the late Baroquc the vmhn was added to, o

but- did -not’ rcplacc, the older -viol ‘instruments. A- distinct. violid - -

idmm was developcd partacularly by thc Itahans Thc bowed 1nstru~
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ments were used for both solo and ensemble music, The lute be-

came less important as an instrumental medium in the late 14th

~century, but production of lute literature continued throughout

" the Baroque period, _ - S

Winp InsrrunmeNTs. The oboe and the bassoon (double-reed wood-

- winds) were the standard wind instruments ia the Baroque. The

clarinet and the English horn did not appear in general orchestral
usage until about the 19th century. The French horn, or hunting

‘horn, was commonly employed. It was without valves until the 19th

century. Instruments of the trumpet and trombone class were not

yet standardized in the Baroque, and the former were also limited

to the natural overtones. In the late Baroque the transverse flute

- superseded the recorder type of instruments, S

- General Characteristics of Baroque Instrumental Music, (1) A

‘distince, instrumental style was developed. (2) Many new instru-

~ mental forms appeared, (3) 'Instrumental_virtuosity_ was an impor-

- tant feature of style. (4) On the whdle, instrumental music tended

" to be more polyphonic- than homophonic. (5) Instrumentation for

ensemble music was stll far from becoming standardized, bur
strings - predominated and’ the harpsichord or organ was consist-
. ently employed for the basso continuo part. (6) The bass is more
- prominent in instrumental music of the Baroque than in any other
 period. It functions both as harmonic bass and contrapuntal (ie.,
-melodic) bass. (%) Late in the Baroque periad equal-tempered tun-

ing of keyboard instrumerits (i.e., division of the octave into twelve
equi-distant tones—the modern system) replaced the older jusz fn-
~ tonation (ic, tuning in perfect fifths, resulting in unequat half-steps
" in the oc'tave)._'_ S T : '

R Lute Music -~ .
Lute music in the Baroque was less extensive and Jess important
 on the whele than it had been in the Renaissance. It persisted mainly
- in‘France and Germany. In Ttaly .and Spain popular ‘gnitar music
~took the place of the sophisticated' art music for the [uze. The lute
literature. of the 17th century consists maialy of preludes and sty
 ized dances and dance suites. ‘The most impartent composers of

»
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rzth-century Jute music are Denis Gaultier (d. 1672) in France, and
Reusner and Weiss in Germany, J. S. Bach wrote a few pieces for
lutc.
. _ )

: Harp51ch0rd Music

Forms. The distinction between harpsichord forms and stylcs on
the one hand and those of the organ on the other became more
marked in the 17th century, but there was still a good deal of over-
lapping. In general, harpsichord music was seculas, whereas organ
music was largely in the realm of church music. -
- Dance Surre. Groups of stylized dances (ie., nonfunctional dance
' mUSIC), called suizes, began to be written around the middle of the -
17th century, “They evolved from the 16th-gentury dance pairs (bassc-,'
danse and tourdion, pavane and galliard, etc.). The style of the
baroque suite in general is contrapuntal, usually. limited 1o two or.
three parts, Ornamentation is particularly characteristic of harpsi-

*_ chord dances, There are four standard dances of the suite allemande,

- courante, sarabande, and gigue. In addition t0 these, various op-
tional dances are included in the suite. : '

‘. Allemande. The allemande is usually moderately fast, in duple
time. It usually begins with an cighth-note or sixteenth-note pickup.

‘b. Courante, The courante_ of the dance suite is in triple meter,

a combmatmn of threetwo and six-four meter. It also uses the

pickup note and frequent dottcd thythms. ' -
¢, Sarabande. The third basic movement of the suite, the sara-

" bande, is in slow, triple time. It makcs use of the dotned rhythms -
dddand ). o :

d. Gigue. 'The last movement of the dance suite is the gigue.
It is in lively six-<ight or nine-cight time and in a fugal style (ie, -
- making use of imitation). Often the theme in the second half js an

‘inversion of the opening thematic material. RS :

e. Optional Dances. Most of the aptional dances employed in the '
baroquc suite ongmated in the French ballets of the Jate 17th cen-
. tury. In the Bach suites they usually appear between. the sarabandc_, \
and the gigue. The suite of the late Baroque often begins with'a -
: prelude The optmnal dances are: gaﬂotte, a dancc in four-four txmc,
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begmnmg phrases on the third beat of the measure; bourrée, a dance
‘in four-four time, as a rule beginning on the fourth beat; menuet
~in three-four time; loure, air, polonaise, rigaudon, and passepied.
. Structure of Dance Movements. The conventional structure of
the dance movements is binary, i.e., in two sections. The first section,
ending with a double bar and repeat sign, modulates to the dominant
key (a fifth above the tonic key) or if the suite is in a minor key it
* modulates to the relative major key {a minor third above the tonic
~ key). The second half of the dance movement modulates from. the
~contrasting key back to the tomc Ley, and it also concludes w1th a |
- double-bar repeat. - : : _ .
~:Sovata. In the Baroque penod the term “sonaty” was used for
© various ke_yboard pieces as well as for other instrumental rriusic. :
This term should not be confused with the later classical sopata
form. No clear or consistent structural principles were. established.
~ The prmc:pal composer of baroque keyboard sonatas is Domenico
 Scarlatti - (1685-1757), who wrote ‘virtuosic pieces called esercizii
(excr(:lses) as well as sofatas and suites,
- Vanarion Forus, Different types of variations contmucd to be
_ - popular in baroque keyboard music. "These are the partita (a term
- also applied to. the dance sum:) , the ckacaﬂne, the passacaglia, and
' the ground. : : .
- Descriritve Preces. The use of descrlptwe tltlcs for various Lmds
of music was commonly émployed. Such music attempts some sort
" of word: painting, or imitation of sounds. The “Combat between
“David and Goliath” in Kuhnan's Biblical Sonatas, and Rameau’s
= “La Poule” (“The Hen"”) are examples of descriptive keyboard
~music. In baroque keyboard and lute. music one often runs across’ '
the title Tombean (Fr. “Tombstone™). Such pieces, intended as .
culngy -for some famous deceased person, are’ of a dﬂCldﬁdly ex-
pressive ¢ character. T ¢ ; S
Prevupe anp Fucue, Plcces in various free styles and forms, called‘_ :
prcludes, were often combined with the strict fugue in the late T7th -
' and first-half of the 18th centuries. The preludefugue combination-
“Was more’ common in-‘organ literature than in harpsichord music. -
- The most important ¢ollection of pn:ludes and fugues for the harpsi- -
chord 1 I S Bach’s WelZ-Tempered Cfamc&ord (Da: wok!tempe— i
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- rievte Clavier). It consists of two sets of 24 preludes and fugues inall -
_ keys; major and minor, illustrating the advantages of the new equal-
‘tempered. tuning, The term “clavichord” in this case was probably '
meant to imply any keybeard instrument. - C :
- Miscrrianeous Foras. In addition to the principal forms of key'—_ .
- board music listed above, such terms as “toccata,” “prelude,” and
.- “fantasia,” and various dance forms are to be found. ' ' _
Schools and Composers. The most important schools of harpsi- -
chord music. were in Italy, France, and Germany. - S

: 'I:?-;_;'I:'.Y_. In the first half of the 17th century.the most important ”
names in Ttalian keyboard music are Trabaci, Valente, and Girolamo
-Prescobaldi (1583-1643). The. latter wrote outstanding variations.
(called “pastitas”) for the cemébalo (Italian harpsichord). In the
second half of the r7th century Bernatdo Pasquini composed toc-
; l_:atas,'suites, and sonatas. ‘The most impbrtatit- Ttalian keyboard
composer ‘of the Baroque is Domenico Scarlatti (1685~1757), 2. ton-
a temporary of J. S. Bach. He wrote virtuosic, oné-movement sonatas,
“usually binary in.form, and displaying all sorts of scale and arpeggic
‘fguration with characteristic repetition of short phrases or. ﬁgli}cs.__ :
 Figuration is more important than counterpoint in Scarlatti’s somatas. -
 FriNcE. Jacques Champion de Chambonniéres (c: 1602-1672) Was
_: the first important composer in.the French school of clavecin misic
. (French harpsichord). Henri d’Anglebert (1635-1691) . was a pupil -
of Chambonnitres. Frangois Couperin (1668-1733)..1s° perhiaps the
~ moast important composer of baroque _.harpsichord.music_..'He'_wrotc
‘suites (called ordres). and~many descriptive - pieces. The French
schioot seaches its culmination withi. Jean' Philippe Rameau (1683~ -
1564). In: general, the French clavecin schoolsis characterized by:a .
* fondness for. dance pieces and:descriptive music; for.rich ornamenta:
" - tion,- characterization, .and dramatic ‘sarprise. - The. French. school .
- considerably influenced thé:harpsichord style of phc.Gcrman:.séhoO},.'\.
. -particularly that of Bach's.keyboard music, LT
- - GERMaANY. Johann Jakob Froberger (1616-1667), a pupil of Fresco-.”
- baldi, was largely instrumental in establishing the ordef of the suite
'_'mdvémcnts.- His:kcyboqﬁd ‘music shows further- development-of Lhe .
Frescobaldi trait of freely adding or taking away contrapuntal’ parts’:
. -and Riling in chords (Freistimmigheit). T K. F. Fischer (1650-1746) .
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‘wrote a collection of preludes and fugues in all keys, called Arizdne
musica (1715), possibly for organ. Johann Kuhnau (1660-1722)
. wrote keyboard sonatas of a descriptive nature. ], S, Bach wrote
* suites (sometimes called partltas) preludes and fugues for the harp-
' sicherd,
~ Ewcranp, The two principal composers of baroque harpsichord
music in England are Henry Purcell (1658-1695), who wrote nutner-
ous suites and single dante pieces and grounds, and Handel, who
- wrote suites and a few fugues for harpsichord. '

Organ Muslc

_ Forms Organ music, which is generally vocal in style in the
. Renaissance, becomes more idiomatic and more instrumental in the
.~ Baroque, Four main categories of organ forms are: (1) free forms,
(2) fugal forms, (3) chorale prelude forms, and (4) variation forms.
* Frer Forus. This classification includes a wide variety of styles |
" and involves no standard structural principles. The baroque zoccata
-is characterized by a display of virtuosic material (rapid scales,

. arpeggios, broken chords, etc.), the use of full chordal sections, and
the use of polyphonic sections or fughettas. The toccata is usually
. in 2 free rhythm and has a rhapsodic character, especially in North
 Germany {Buxtchude and Bach}. Special types of toccatas are to be
* found in the perperuum mobile style, which consists of rapid, con-
sistent, étude-like material, and in the lzurgical toccata, which is a
short prelude in a restrained, dignified style. The fantasia or fantasy
is similar to the toccata in its indeterminate, free, improvisatory
~ style. It is usually Jess virtuosic than the toccata, often more poly-
- - phonic, The prelude also includes a wide range of styles and strue-
. tures, It is usually shorter than the fantasia and the toccata, and. fre-
quently precedes a fugue, The capriccio in the xyth century is more

. contrapuntal, more fugal:than the others. It is often based on a

- pre cxxatmg theme. Because of its decidedly- contrapustal gatute, the
 capriceio is sometimnes considered as one of the ancestors of the fugue.
Fucar, Forps. Although imitative counterpoint is employed- in
- '_rmmyr forms in. the Baroque, there are three forms -which. are. pri-
; marl}y baSEd upon Lm:tatlon the ricercare (see page 54), the canzona
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{see p'lge 54), and the fugue. The fugue emerges in the second half
- ofthe t5th century. It differs from the ricercare and canzona chiefly
i it monothematic basis and its economy of material derived from
- the subject. A fugue subject ‘may resemble the lively canzona. style
- or the slow ricercare style. The fugue gradually replaced the canzona
- and the ricercare in the late Baroque period. -~
Grorare Precupe. The chorale prelude is essentially a cantus
' ﬁg_mus type of composition, based upon a chorale melody or some-
times a plainsong. Six types of chorale prelude can be distinguished.
o Szmpfe Cantus Firmus Treatment, When the chorale melody
- s stated in long notes against a faster-moving counterpoint ‘the
- chorale prelude belongs to the simple cantus firmus type. -

by Coloration. When the original chorale melody is highly orna-
mented by melismatic tréatment this is called coloration and
constitutes an important style in chorale prelude writing. - _
. & Fugal Chorale. When fragments of the chorale melody are’™
- tsed, imitatively the chorale prelude belongs to the fugal type. .
& Trio Chorale. When three distinct polyphonic parts are used

(one for each of two hands and pedals), this is designated as.a trio
type of chorale prelude. The material is derived from the orlgmal.-
thorale melody. _

e..Chorale Variations. This | type consists ‘of polyphomc vanatlons P
* on the chorale melody, which is then somewhat altered, ~ L

£ Chorale Fantasy. Pree, rhapsod,l.c use of material derived fmm
the chorale melody 1s sometimes made. “This type, as well as the
* fugal and trio types, is ot strietly 2 cantus firmus composition
. because the chorale melody. Is not continuous throughout S

" Variations vor Orear. In addition to chorale variations, ‘other
terms indiscriminately applied to variations are pm’amglm, chaconne, -
~and grownd (English). These are all continuous varjations based - -

either tipon-a recurrent- bass theme (ostmato bass) ot else upon : a .

recurrent: harmoni¢ progression.. * .
--.Schoals and. Composers: Gcrmany led in’ thc ﬁeld of bafoque B

: organ music:: Less’ 1mportant contnbutmns wite made by Italy,_ :

Frante, aid England. - o o
GERMANY A mntmuous hne of German org'm composers and
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Zorgan music extends from Paumann in the 15th ccntury to ‘Bach
-in the ¥8th century. German organ music expanded enormously in
- _the. 17th ccntury and echpsed that of all other schools. The Gcrman
. school of organ music of the r7th century begins with the Dutch-
- man, Jan Pieters Sweelinck (1562-1621), who applied English vir-
- ginalist technique to his organ. chorale variations. Samuel Scheidt
. (1587-1654), pupll of Sweelinck, was ‘perhaps the most important
- German organ composer in the first half of the v7th century, Dietrich
. Buxtehude (1637-1707) and Georg Bohm (1661-1735) are the most
" significant predecessors of Bach in North Germany. They developed
- particularly the free forms of organ music and the fugue. Heinrich
- Bach (J. S. Back’s grandfather), Johann Kricger, Johann Pachelbel,

* .and Johann Kuhnan, all Middle-German composers, contributed-to

" the development of the chorale prelude and the variation forms.
“From. South Germany the composers Hassler, Erbach, Steigleder,
“and Froberger developed the Italian coﬂtrapuntal styles of organ
- music, particularly the ricercare and the fugue. The achievements
" of the German organ school are summed up in the crowning works
| '_?'of: J. 8. Bach - who, writing in all the forms and styles, wrote the

- greatcst organ. music of all time.

* " Trary. The Italian organ school ﬂounshed chieﬁy in the ﬁrst half
.- of the th. century. After 1650 there is a marked decline i in the
. quality and quantity of its organ music, Its traditions were largely -
~ passed on to the South German school, from Frescobaldi to Fro-
- berger. Girolamo Frescobaldi (1583—1643), a famous organist at
- 8t, Peter’s in Rome, was ‘undoubtedly the greatest of Italian organ '
. composers. He -wrote toccatas, canzonas, ricercares, capriccios, and
~ a'collection of church pieces for organ entitled Fiori musicali. His
;styla is notable for its daring harmony and chromauomm, for virtu-
os1ty and contrapuntal ingenuity, : ;o
. France anp Exovan. Organ music in France and England was of )
- Tittle consequence,’ The French are noted for contributions. to organ
- registration and colorful stops. Jean Titelouze (1563-1633) . wrote
* lirvirgical organ music (most]y cantus firmus compositions.on plain-. -
-.’song) in chalssance style.: Other names connected with- French
:'_f' 'baroque organ music -are. Dumont, Nwers, Gigault,. Le Bcgue,__




_Rziisgh,'iMar'chand, Couperin, and Daquin. Orgar music in Eng-
land'is even less -significant than that in France. Voluntaries and
similar short pieces to be used- in the church service were composed
by John Blow, Purcell, Clark, and Croft. Special mention should be
made of }-Iandél’s 12 organ concertos intended for performance be- -
tween the acts of oratorios. ' ' ' -

e Chamber Music e
’ Music- designﬁted as chamber music is written for small combina-
. tions of instruments, and usually one instrument to & part.

" Media, Although, as has been pointed out, there was little or no
- standardization of instrumentation in ensemble music in the Ba-
roque, siill there was a growing tendency toward certain chamber
music media. There were two of these: the solo sonata and the

trio sonata.” . : o _ S ’
Soro Sonara: The solo sonata of the Baroque was a composition .
_ in several movements for a solo instrument, usnally with 2 fgured
 bass accompaniment. The violin was by far the most common solo .
instrument, but solo sonatas were also written for the viol, viola da
gamba, flute, and oboe. Somewhat less common was the-unaccom- -
- panied solo sonata for some-howed string instrument which, in liei
of a keyboard accompaniment, filled in harmonies by double and .
triple stopping. - coe ) B T
Trio Sonata. Like the solo sonata, the trio sofiata is a-composition
ifi* several moverpents. But it: was, written for twa solo instru_r-_ne_n-ts; '
‘ustally violins, and 2 basso continuo-part. The trio sonata, then, was  --
~ usually performed by four instruments: -two -violins, a. low, string”
- instrument (cello or vidla:da: gamba)-_"playing ‘the’ continuo -part,
" and-a keyboard inStrumcn,_t.(ha_rpsicho_:d-o_r organ). also playing the
- continuo-part and ﬁlling"'m_ﬂmé_:mdicapgd-,harmoﬁies_=o£ the figured s
© - Forms.. In addition t© renaissance ensemble forins such- as_the
- fantasia for viols which '__c_b_nti.nuéd-to-'bu:-iv'rittcn_--in the rjth century, . -
two hew: forms arose in the second:half of the T7th century : the
chiamber-sonata and the church :;anam.\_Bd_th forms were written for -

~ solo 'sonata and: trio sonata media. =T
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CraMeER Sonata. The chamber sonata {sonata da camera in Italy,
Kammersonate in Germany) is a dance suite usually consisting of
the conventional four dance movements (allemande, couraate, sara:
- bande, and gigue) and one or more optional dances.

- CHuren SoNara. The church sonata (senata da duem in Italy,
Kirchensonate in Germany) 3s a more dignified and moré abstract
form than the chamber sonata, because it was actually used in the
church. It is usually in four movements following the plan of tempo
contrast: slow, fast, slow, and fast. The fast movements are usually
fugal, the slow tnovernents more cantabile in style, or samctlmcs
chordal, Although not so labeled, the last movernent is very often
a lively gigue. There is no definite plan of key contrasts between the
movements, although occasionally the third movement is in a rela-
tive key. It i not uncommon for one movement to end on the
* dominant, leading directly into the following movemeant.
-Style. It should be kept in ind that the term “sonata™ in the
Baroque period designates an entirely different form and style from
that of the 38th-century ¢lassical sonatas of Maydn, Mozart, and
Beethoven. The conventional thematic material, the “tune element,”
is not present in-the baroque somata. Nor is there. any thematic
' devdc\pment, so important to the classical sonata, Furthermore, the
-noverments are generally in a binary form similar to that of the
“dance suite movements. A definitely instrumental violin idiom is
-developed in the baroyue sonata, This is shown by the extessive use
of violin figuration and double stopping. - - . - o
- Schools and Composers. Chamber music in the Baroque pﬁnod
‘was developed chiefly in Italy and Germany.
" Trawy. The Yealian school was the first w develbp the ba:r}quc
. sonata forms and styles, principally for strings.” Perbaps the frst
imporeant composer to.be named is Giovanni Vitali (& 1644~1642),
He was followed by Gmseppe Torelli {c. 1650-1708). The greatest
*figure i the 1yth century is- Arcangelo. Corelli (1653-1713), who
* wrote solo and trio sonatas of rhe church and chamber Lypes,. as
“well a5 much fine orchestral music for strings.Antonio Vivaldi
(o 1680-1743), 2 contemporary of Bach, is noted for his- strength
- and vigor which uadoubtedly had considerable influence upon Bach.



Giuseppe Tartini (16g2~1770) was particularly noted for advances in
bow technique and for virtuosity of style. Less important composers
~of the Italian school are: Marcello, Pergolesi, Veracini, Pugnani,
Nardini, and Locatelli.

- Gerutany: In Germany Johann Rosenmiiller (1620-1684) wrote
solo and trio sonatas. A special feature of the sonatas of Heinrich
von Biber (1644-1704) was the use of scordatura (different tuning
- of the violin strings for the purpose of obtdining special effects in
double stopping). Georg Philipp Telemann (1681-1767) wrote trio
sonatas, solo sonatas, and ensemble music called Tafelmusik, ie.,
- “table music” to be performed at a banquet. Again, in the field of
chamber music, the works of J. S. Bach reveal the assimilation of
fﬂfms_ and styles, and the highest -peak o_f baroque music. He wrote
6 sonatas and suites for unaccompanied violin, 6 sonatas and suites

: EOr._unaccompanied.cello, 6 solo sonatas for violin and figured ‘bass,-

6 suites for violin and figured hass, 6 flute sonatas, and 2 trio sonatas
for vielin, flute, and basso continno. : S

- Exetaxp, Henry Porcell wrote four-part fantasies in the old poly-
phonic style. He also wrote baroque trio sonatas, the most famous

of which is'the Golden Sonata. Handel wrote solo sonatas for flute,
oboe, and- violin without much idiomatic distinction between ‘the

specific instruments, . . - o .
France. Francois Couperin wrote some chamber music, The prin-

¢ipal name in the French séhool, however, is Jean Marie Leclair -

o ( b97-1764), who is considered the founder of the French school of
violin playing, - _ Lo e o . S
- Oschestral Music | -
In distinction. from chamber music, orchestral music is for a larger
body of ins

o apart, _

- Media. '.I'ht_aré was less standardization of inistrusitentation inlarge
engembles than in chamber music. A typical feature of baroque -
" orchestration is that there was little or-no attempt to bring out .

_ instrumnental colors as such. As in the Remaissance, various instru-
ments doublé an parts of a polyphonic composition. with: fio-re,
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trumeats, and it*involves the use of several instruments

ga{d ':.
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to blcndmg, just so long as the part is within the range of the in--
‘strument. The strings invariably predominate in orchestras of the
Baroque. The bass part, particularly prominent in barogue’ orches-
~ tras, is invariably basso continuo. Orchestras were generally con-
~ ducted from the harpsichord, the harpsichordist having the dual
* function of playing the continuo part and leading the ensemble.
Timpani (kettle drums) were not used, and brass instruments were

. used only sparingly.

Forms. The baroque orchestra was used consxderably in connection
with large vocal forms: operas, cantatas, oratorios, and choruscs. _
‘But it also developed special forms of its own.

- Overrore. The lialian sinfonia {see. page 76) and thc FreﬂCh
overture (see page %7) became important orchestral forms in the
late Baroque. They were employed as overtures not only to operas
" but to oratorios and cantatas, and even as _opeaing moverments to
 orchestral* suites. : T
" Oronsstrai Sorre. The form of the dance suite was also employed

as an orchestral form. It used the same form and the same types
of dance movements as those found in keyboard suites and in the
- chamber sonatas of the Baroque. It is often mtroduccd by an clab—
~ orate prehude, overtute, or sirifonia. '
~ Cowncerro Grosso. The most important orchestral form of. the
.+ Baroque period is.the concerto grosso. It has a characteristic instru-
mentation. In addition to the main body of the orchestra, called

“ tutti or ripiene, from two to four solo instruments, called concertino,

are employed. The most characteristic feature of style of the concerto

_ gmsso is the dynamic contrast of alternatmg sections of tuttd and

concertino. . Concerti grossi- usuaHy follow the. plan of ‘the four-
“mvement sonata: slow, fast, slow; fast. However, this plap is vari-
- able. Sometimes numerous shorter movemeénts are used (Corelli),

.and later a thre&movement plan (fast; slow, fast) is to be found

(Vivaldi, Bach). The last movement, a5 in the church and charaber

- sonatas, is often gigue-like in cha.ractcr, and it s apt to be more

- fugal than the other movements, .

Sor.o CONCERTD. Music for orchestra with one or two. solo mstru— .
:: ments, usually violins, is c:lllcd a :o!o concerto. It. dlﬁers from thc
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'-'concerto grosso in that the solo instrument is more promlnently :
featurccl plays morc continuously, and does not provide the con-
trast between tuttl and concertino that is-so charactenstlc of the :

"conccrto Brosso. : :

 Tumusonare. A less significant ‘form of instrumental cnsemble, :

: called Tz:msonate or fower sonatd, was developed in Gcrmany It

- arose from the current practice of sounding the hours of the day -

“from church or municipal towers. Chorales were often used for this
purpose. Tower music was played mostly by brass instruments, The
. tower sonata consists ‘of several movements of varying character,

" some dance—hke, somc chordal, others contrapuntal, Johann Pezel

. (or Pttzold) (1639—1694) is the principal composer of Turmsonaten.
. Schools and Composers. Orchestral music of one sort or another

was written in all countries where dramatic forms flourished. Special

orcl]estral forms such as the orchestral suite and concerto grosso were - |

l:levcloped principally in Italy-and Germany. - o
Itavy, The principal composers of orchestral music, chmﬂy the:"

conicerto and-concerto grosso, are Stradella (c 1645~1682) Corclh, -

Torelli, Geminiani (1674—1762), and Vivaldi., - :
Geraany. The principal Geriman composers of orchestral music

are Abaco, Fux, Telemann, and J. S. Bach, whose six Brande?zburg_" '

- Concertos are among the ﬁncst orchestral music of the period.
EncLanp. Little orchestral music was written in England. Handcl

wrote concerti grossi patterned after the Corelli plan. He also wrote . -

two extended works for wind instruments intended for outdoor.

.'fcsnval _performance, Fzrewor!(x Music and Water Music. These -
consist of a large number of movements in varying forms and.styles. -
France. Separatc orchestral music was not. extenswely cmployed_
in France. The greater portion.of French orchestral music.is that -
“written for French opera and- ballet, mcludmg mstrumcntal dances- :
of all kmds._ ' I o

RECORDS _ = s
O,.g‘m thc __— T - B
“Frescobaldi, “Toccata for the elevation.” AS 4 -
Daqum, “Notl sirles flutes” VM 616, = © ..
Gtrman organ musxc (Pachelbel Schmdt) AS Io. e
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“Bach, Coﬂecuon of toccatas, fantas:as, preludes, and fugues.

CM 270.
Bach, Collections of chorale preludes. CM 310. VM 632, 697, 711,
Bach, Organ trio sonata No. 1. Technichord 1388.

Harpsichord Music

French harpsichord music. AS 7.

Couperin, Miscellaneous harpsichord works. Couperin Society
Album. His Master’s Voice,

Rameau, Suite. VM 593.

Pureell, Suite. C DB5or.

Handel, Suite. CHM, vol. 2.

Kuhnau, Biblical sonata: “Combat between David and Gchath ?
‘AS 3,

Bach, Prelude and fugue. Numbers 1 and 21. CHM, vol, 2.

\.

~ Bach, Partita (suite), V 14146/7
" Chamber Music

Corelli, Trio sondta. PM 106,
Leclair, Thio sonata. AS 48.

. Blavet, Sonata (flute and harpsichord). AS g.

Rameau, “Pitce de clavecin en concert.™ AS 30.

. Trio sonata (anonymous). AS 19,

Dall’ Abaco, Trio sonata. AS 46.

" -+ Purcell, Golden sonata, AS 22.

Purcell, String fantasias. English Music Society Album, vol 1.
Handel, Sonata (oboe and harpsichord). AS 1.

Handel, Sonata (viola da gamba and harpsu:horcl) AS 30.
Telermann, Tafelmiusik. AS 26,

Bach, Trio sonata. G DB5125/6

Bach, Unaccompamcd cello sonata. VM 61r.”

_Bach Sonata (viclin and barpsichord). YM 887
‘Orchestral Music

. Pezel, Turmmusik, AS.z

Orchestral suites of the late ¥7th century AS 52

: Corelh, Concerto grosso, VM 6oo.
©Vivaldi, Violin concerto..AS 37.
©. . Handel, Concerto grasso, D 256509/60.’
.- Handel, Water Music. C CMX13,
. Bach, Concerto for 2 Harpsichords. AS 41/2.
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: Bach Bmﬂde?zbm'g concertos ( 1-6) CM 249, 250. '
- Bach;  Violin concerto, VM 221. .
: Bach Orchestral suite. V 11996/8

. scomzs
. Lure Music
- SB 181b 215, 216. HAM 211, 233

L Harp.fzc}mrd Music
- SB 205, 207, 218, 444, 253, 264, 279, 282, 296 HAM 193, 196, .
L 1gg, 212, 216, 229, 232, 247, 250, 262, 264, 265, 274, 284, 285,- -
288, 489, 292, 296, 297, 302, 309. .
e Organ Mu.rzc : . '
_ '_:.'SB 158, 185, 196, 243, 249, 263, 265, 283, 291, 292, 302 HAM 190,_‘ '
- 191, 215, 217, 231, 234, 236 237, 240, 249, 251, . S
. Chamber Music =
: ""_SB 155-157, 182-184, 219, 228 329, 237241, 245, 251,294, 295,
307, HAM 197, 198, 199, 210, 219, 220, 230, 238, 245, 246 252, :
253, 256, 201, 269, 271 275, 278, 287, 305. R
. Orc}zestm! Music )
" 8B 213, 214, 220, 223, 224, 232, 233, 25:, 257, 276, 277, 278 —
HAM 208, 223, 224, a46 2)9, 260, 270, 294, 295, 310 :



| CHAPTER XV o
o Bach and-Handel o

- "’]:{E culmination of the Baroque period is represented in the works
 of two great German masters: Johans Sebastian Bach (1685-1750)
" and George Frederick Handel (1685-17359). Unlike the masters of
- the early 17th century, Bach and Handel perfected rather than in-
* vented forms'and styles. Although both were German by birth, their_
* music, taken as a whole,. reflects an amazing amalgamation of ‘all
" mational schools. and- styles—an important factor in their universal
-'-.'_.._greatness._ o o o :

o - Bach and Handel Compared .
- Lives, A comparison of the biographies of Bach and Handel shows

- many striking differences and a few similarities. (1) Bach was pro-

vincial in the sense that he spent his entire life within a geographical

- area of about a forty-mile radius; whereas Handel was cosmopolitan,
spending large parts of his life in Germany, Italy, and' England.-

“* (2) Bach was very much of a family_man, who by two successive

. wives had twenty children. Handel never miarried and never seemed
- to need domestic life. (3) Bach’s life was largely concernéd with

- small ventures and commonplace problems; whereas Handel's life

" centered around big ventures. (4) Whereas Bach had a long line of

*. musical ahccst_qrs (to such an extent that in Germany any musician
" ‘wis apt to be referred to as. “a Bach™), Hapdel had virtually no

" musical ancestry. (5) Tt is a curious coincidence of fate that both

" these great. ni_a'stt__:rs ended their last years in blindness. L
- L Charac_te_’r,.._ Personality. Bach and Handel were both 'devoi.ttly'
religious, but Handel was-more mundane. Handel was pompous

~
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" and lordly, threas Bach although on occasions wﬂlful was gen
crally more humble and even obsequious. _
- Kinds of Music. (r) Bach’s musical output was chleﬂy in chun:h
music (church cdntatas and sacred organ music); Handel dealt in -
 large dramatic forms (opera and oratorio). (2) Bach’s music is utili-
tarian for the most part, written for specific occasions or functions,
whereas Handel wrote music on a grand scale and often for no par-
ticular. occasion or function. (3) Whereas Bach used the chiorale:
' cxtenswely in his music, Handel made virtually no use of it
(4) Bach’s output and greatness in organ music are well known,
a contrast to the fact that Handel, although a great organist, wrote
very little 'organ music. (5) Both composers were great masters ‘of
- choral 'music. (6) Whereas Bach’s music is of an impersonal nature,
it-may be said that Handel is the first composer to reveal hls per-
sonality through his music. : : S
" Differences of Musical Style. (1) Bach s music s prcdommant]y ;
polyphcmc Handel’s music is predominantly homophonic, althouigh-
both were great masters of baroque -polyphony. (2) ‘Bach’s vocal -
. musi¢ shows a strong tendency toward instrumental idiom, whereas.
Handel displays a more idiomatic vocal writing. (3) Although both
composers were fond of regular rhythms, Bach often has a stronger,. -
more driving rhythm. (4) Bach'’s harmony, on the whole, is rlcher
and more mgemeus than that of Handcl .

: = Bach

Style. (1) Bach’s contrapuntal ingenuity has never been surpassed -
rarely ‘equalled. The beauty of contrapuntal lines' and the mastery.
with which they are combined in polyphonic textures are evident -
'in such works as the fugues for organ and for harpsichord, the Art
of Fugae (Die Kunst der Fuge), and the Musical. Offeririg (Das ..
| musikalische Opfer). (2) The-driving rhythm of many-of the organ-_
toccatas; sorme of the fugues, and most:of the orchestral works is:a °
charactcrlstu:: of Bach’s style. (3) Bach’s harmonic ingenuity is'on "
par with his great contrapuntal skill. Richness, variety of progression, .
and considerable -chromaticism are. generally evident in his music.
(4) Bach’s mstrumcntatwn, charactcnstlc of- baroque mstrumental -
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-music in general, is unidiomatic and rather uncolorful. (5) Bach
had an extraordinary architectural sense of form, and subtlety and
- continuity of -phraseology are everywhere manifest.’ -
Prcroriar ExeressioN. According to Albert Schweitzer, an impqr-'
“tant aspect of Bach’s music is his use of pictorial and symbolic
~ expression. This is evident in his vocal music where the general -
"~ meaning or mood of the text is brought out by various devices. For
example, grief is often expressed by a descending chromatic line, as
-+ in'the “Crucifixus” of the B Minor Mass. Joy, on the other hand, is
_“often expressed in long, continuous lines of cighth or sixteenth notes
- a5 in-the well-known choral setting “Jesu, Joy of Man’s Desiring.”
. Expressive words, such as “eternity,” “still,” “quiet,” “pain,” “fall,”
" “ascend,” etc., are pictorially treated. Such expression is to be found
i the chorale préludes as well as in the vocal misic, It was not an
. original idea with Bach, but he probably employed it more exten-
sively than any of his contemporaries or predecessors. R
. Onigins of Bach’s Style. Bach’s style, an assimilation of baroque
" practices in general, can be traced to various sources.
- Orean Music. The principal features of Bach’s organ music are
derived from the great and numerous German masters before him.
He seems to have derived his fugal style from Pachelbel, The trio
sonata and the trio chorale preludes come from Hofhaimer, Buchner,
Kotter, and Kleber of the 16th century, His style of coloration comes
from the 15th-century style of Paumann, through Finck, Isaac, and
- Schlick in the 16th century, Variation technique comes’ from the
-~ English virginal school, through Sweelinck and Scheidt, The.toceata

style is traced from Frescobaldi in Tealy, through Frobefger, and
- more immediately from Buxtehude. . . o IR
- Hawesicnorp Music. The style of Bach’s partitas and suites for
-harpsichord comes directly from the French clavecin school, This is _
~ noticeable in the contrapuntal trestment and'in the use -of embel-
< lishment, - -~ - o R SR
_ _ORQH_ESTR:\L_ 48D CHAMEBER Music, A dircct Italian influence on -
. Bach’s instrumental cns_émble music is to be seen in the'use of string
- figuration, sequence, and clear phraseology. The driving. rthythm of °
= his orchestral missic comes from. Corelli and more from. Vivaldi, |
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Crorar Music. Bach’s choral technique comes from the Venetian
school of Giovanni Gabrieli through Schiitz (a pupil of Gabrieli’s)
fo Buxtehudé and Telemann: ' s
Hirmony, Bacl's harmony is solidly German. - .
. Summary of Works. Bach's great versatility ¢an be seen from the
following classified summary of his music. o
~VocaL Crurcr Music. Bach wrote some 300 church cantatas of

‘which enly about 200 have been preserved, and several secular”

- cantatas. In addition to the famous St. Matthew Passion he wrote
Passion music to the St. John ‘gospel, 4 short Masses, the great
B Minor Mass, a setting of the Magnificat, and several choral com-
positions called-“motets.” He harmonized nearly 400 chorales in four-
part harrony. \ . S S S

- Harestcrorp Music. Bach’s harpsichord music includes 15 two-.

- part ,inventions (short, imitative contrapuntal pieces), I5. “sym-
‘phonies” (three-part inventions), 6 partitas (suites), 6 English suites, -
6 French suites, 48 preludes and fugues (The Well-Tempered .

. Clavichord), miscellaneous suites, toccatas, preludes, fug_ues, etc., and .
the Goldberg. Variations. o ' .

.~ Organ Mustc, Bach’s organ music includes 6 tric sonatas, numer-
“ous preludes and fugues, toceatas, fantasias, a passacaglia and fugue
“in C minor, the Orgelbiichlein (a set of short chorale preludes for -
the liturgical year), various sets of 6, 18, 25, and 28 chorale preludes,

and ¢horale variations ‘(called “partitas™). L
 Cuameer Music. Bach's chamber music includes 3 sonatas for
harpsichord and flute; 6 sonatas for harpsichord and violin (3 church . )

‘sopatas and 3 chamber sonatas), 3 sonatas for harpsichord and viola, -
one trio sonata’ for-flute, violin,. and basso cqntinﬁo,'1_"sonata.-for -

2 violins and basso continuo, 6 sonatas for violin alone, and 6 sonatas

- for cello alone. o L e e

- OrcrnsTraL Mustc, His orchestral music includes 1 CORCETLO GYOSSO

for harpsichord, flute, and violin, 6 Brandenburg Concertos (concerti
grossi), 3 concertos for violin and orchestra; T concerto for 2 violins,’
4 orchestral suites, 2 concertos for harpsichord; 3 concertos. for 2 harp- .
sichords; 2 concertos for 3 harpsichords, and 1 concerto for 4 har‘ps_i-

L3

e e -
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. Corrrctrons. Bach wrate several collections that are of great his-

torical as well as musical interest. The Musical Offering is a collec-
~ tion of contrapuntal pieces (various canons, ricercares, fugues, and

a trio sonata) -all based on a theme by Frederick the Great -and

o presented to him by Bach. Anne Magdalena Back’s Music N otebook .

-is a collegtion of rather simple pieces presumably for the musical

. edification-of ‘his second wife. It consists of two volumes of diverse

s pieces for harpsichord and somie songs. The Are of F. ugne was Bach'’s
~ - last great work. It is a collection of fugues and carions all based on-

one thematic idea. The final piece is an incomplete quadruple fugue

-~ one of the themes of which spells out Bach's name, B' 4 C H (the _
- letter H in German stands for B datural, while B stands for B flat).

" Handel

- Style. (1) Handel’s style is a mixture of national clements: Italian,

‘German, and English. (2) His style includes most of the traits

generally characteristic of the late Baroque: formal, strict structures,

. - ornamentation, artificiality of stereotyped cadences and harmonic

" progressions, and certain melodic formulze. (3). Handel’s music is

* predominantly homophonic. (4). Handel’s harmony is conventiona),

~ more diatonic than Bach’s. Specifically, Handel makes extensive use

- of tonic and dominant progressions and of first inversion chords.
" (5) Handel’s thythm is _generally strong, and he favors dotted .

- rhythm patterns, (6) Handel_‘i_s fond of contrasts of tempo, material,
"~ polyphonic and homophonic sections, range, and timbre. (7} Han-

del’s phrases are more clearly definite on the whole than those of

o Bach; they are also inclined to be long. (8) Cantabile melody, often

‘beginning with a long sustained note, is characteristic of his melodic
- style. (9) In_his choral music he often gains a special effect by
-+ writing tenor and bass parts high-and soprano and alfo parts low.

"~ {10). Handel frequently makes use of a special final cadence: a pause

", or complete rest in all parts foﬂowing'ﬁ.climax, and then a féw solid .

¢ cadential chords, - . . - .-h_ oL o
" - Summary of Works. Handel’s principal contributions aré in opera, -
.6_f--fx_:f;fhi_ch_ he wrote forty-three; mostly in Italian style,-and in ora- -
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: torlo of which he wrote twcnty—seven mostly in his later life a.fter

. his operatic ventures had failed. : '
Omirr Vocar Works. Handel's other vocal works corsist of 22
Italian duets, numerous anthems, a masque (Acis and Galatea),
Italian cantatas with basso continuo and other mstruments, and
Tealian, Germaa, and English songs.

- InstrumENTAL Muste, Handel’s instrumental music includes 17
harps:r_hord suites, 12 harpsichord pieces of varying nature, 6 fugues
- for harpsichord, 15 solo senatas for violin, oboe, and viola da gamba,
ail with figured bass accompaniment, 6 trio sonatas for 2 oboes and
~_basso continuo, x5 sonatas for 2 violins, 6 oboe concertos, 12 organ
concertos, 22 orchestral concertos {concert grossi), Water M 13ic,
Fnework: Music, and both French and Italian types of overture to )
his 43 operas and 27 oratorios. : “




_ PART FOUR

Tbe Clz:mzml Period (17 so—1820) -



CHAPTER XVI

General Considerations

-

T:IE second half of the r8th century and the first quarter of the-
Igth” century is"a period marked by momentous events in genera) |
}‘ISIOIY’ and by significant changes in musical form and style.
THe MeanING oF Crassieisnt. The term “classical” in music cons
forms to the-ideals of the Apollonian cult of Ancient Greece: objec- :
t1v1ty, emotional restraint, clarity of form, and adherence to-certain
structural. prmaplcs Classical ideals in music are not confined to
the late 18th century. They appear in the ars antiqua; they are mani. -
fest in certain aspects .of the zoth century. Classicism is also charac-"
teristic of the late baroque music of Bach and Handel, for example. |
To distinguish the classicism of the carly 18th centiiry-from that of -
the late 18th century, the latter is often referred to as the Viennese
Classical period, because Vlenna Was the musical capltal of Europc- -
at ‘that time. ' =
.General Hlstoncal Backgrou.nd The permd between 1750 and -
1820 i is generally marked by the rise of the lower and middle classes -
in a democratic spirit which asserted itself in the French<Revolution,
The French Revolution and the Napoleonic Wars dominate the .
period, Before the French Revolutlon, a widespread conflict, known |
as the Seven Years’ War (1756—1763), in which Prussia, allied with -
“England, fought against Austria and France, spread through Europe, .
India, and America (thc French and Indian-Wars). The American
Declaration of Indepcndencc (r776) and the American Revolation: .
: belong to this pcrmd "The predominant philosophy_was rationalist;
1t s manifest in the works of the German Kant and__of the French
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" Diderot and the Encyclopedists.. Voliaire and Rousseau are impor- |

-tant names in literature and philosophy. In sociology Adam Smith’s
The Wealth of Nations (v76) is a milestone. Important artists of
" the peried are Goya, David, Reynolds, Gainsborough, and Copley.
. Rococo is the term applied to the general spirit and stylc of the -

h art and music of this period.

 Tue Meaning oF Rococo. Rococo is defined in Webster as “a

ﬂorid style of ormamentation characterized by curved lines and

" decoration of pierced shellwork, popular in Europe in the 18th

- “century.” The term has come to have a somewhat broader meaning

and application. It is used to connote a sort of preciosity, overrefine- -

ment, and delicacy that pervades not only decoration but also

Y

© painting, architecture, literature, poetry, and music. At best the
rococo is 2 delicate, polished, restrained, and somewhat supcrﬁcml
“art; at worst it is a degeneration of the baroque spirit.

General Musical Characteristics of the Classical Period. In general,

~classical music can be described as objective, showing emotional re-

stramt, polish, refinement, and a certain amount of superﬁt:lahty _
- The classical spirit is more clearly manifest in mstrumcnt‘d muslc
“than it is in opera and other dramatic forms. -

Form, Clarification of formal structure is generally ev1dent
- Modern sonata form emerges in the Classical period.

-MzLopic STYLE. A new type of melody is developed. It has an in-
.dividual and. éompatt character, and it is often folk-like in its clarity
~and simplicity. It replaces the long lmes and the ﬁgur'mon styles of
" baroque polyphony. - :

‘Homorronic Styie. A new 1mportance of distinct thematic ma- |
* terial gives homophonic style a decided precedence over polyphomc
~ styles A special aspect of this characteristic is the dlberti bass, a_spe-
cial type of broken-chord accompamment. o : _

7 Counrerroint, Counterpoint. is stifl emp]oyed especmlly in the-
- matic developriient, but it is of sccondary importanoe Cont:rapuntal
forms are generally abandonéd. .

- Harmony. Classical music gcncrally shows a remarkab]e sunphmty

- On the whole, there is less harmonic cotaplexity and ingenuity than

Cin the works of ] S Bach for examplc No 51gmﬁcant harmonlc

s
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- developmcnts occur until thc time of Beethoven. Many passacres it
" instrumental music consist solely of principal triads, chenth chords
are used sparingly, and ninth chords not at all.

_ mentation was established in the Classical period. Instrumental comr
. binations' became standardized. There was more attr:ntlon to in-
_strumental color. ' L=

.phraseology On the whole, the phrases in classical music are _shortC!
- and more regular than those in the Baroque period.

PrraseoLocy. An aspect of formal clarity is the evident clanty o

- OrcrsstraTiON, The basis of modern orchestration and instru

“Dywanres. Considerable attention 1o effccts of loud and soft are

-+ shown in the works of the Classical masters. This is especiafly true
- inthe use of dynamic shading, the use of crescendo and diminuendo,

T as opposed to the b'lroque use of contrasting levels (rlplcno against
 concertino). '

_ADVENT oF 7HE Pravo. In the second half of rhe 18th ccntury the

o p_lano__(mvemcd earlier in the century) began to make progress as a
" “musical medium. Not until the rgth century, however, did it com-
“pletely replace the older keyboard instruments (harpsichord, clavi-

chord, etc.), from which it differs essentially in that the strings are

~ struck by hammers Tather. than plucked by quills or struck by tan-

gents. The pmno hasa greater SDDOHEY than the baroque kcyboard

RN “instruments,

‘Mustear. Quteur. There was an enormous increase in the produc-

. tion of all kinds of music in the Classical period. This was un-
' _doubtedly enhanced by the expansion of music publishing business.
- It is evident in the amazing output of such composers as Haydn
I '._'ii_.(over a hundred symphonies, 83 string quartets, et<.). -

The Four Great Composers. The Classical ‘period - mcludes the

- lives and works of four first-rank composers: (1) Christoph Wil-
B .llbald Gluck (1714—I787), soted for his operas and for opera reform,
o .(2) Franz Joseph Haydn . (1732-180g), who wrote* symphonies,
e chamber music; and oratorios, and who is credited with having estab-
~.Jished the basis of mndcrn orchestration and sonata form; ( 3) - Wolt-
J..gang- Amadeus Mozart’ (1756~1791) who ‘was cqually great in
e symphomc musm, chambcr mumc, and Dpera' and (4) Ludw;g van
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-Bcethovcn (1770--1827), who, in shis- great symphomes, chamber .
“music, piano music, Mass, opera, and oratorio, represents the cul-
-mination of the . classical styles and forms_and the transifion to

_ 19th- -century romanticism. Bcethoven will be taken up separately- '
iR Part Five, Chaptcr XX : )

RECORDS :
- An interesting comparison of classical and baroque music can be
“made in the stady of Haydn's Swrprise Symp};ony (No. 94y -
in G major), and Handel's:Concerto Grasse, No. 1;in G ma]or -
There are cxcellent rccnrdmgs of both these works o




 CHAPTER XVII

Tnssrumental Muic of the Classical Pm’ad

- I:N the Classical period instrimental music became more important
 than vocal music, With certain reservations, it may be said that the
most important chEIOpmcnts in style and form took place in the
field of instrumental music. Objectivity, clarity of form, and other

~ . aspects of classicism are generally more apparent in the instrumental

“music of the period than they are in dramatic music.

~ Classical Sonata Form _

The most s1gmﬁcant structural principle evolved and established
in the Classical period is somata form. Subject to certain modifica-
“tions, if is the basis for nearly all instrumental music of the period:
the symphony, the concerto, chamber music, and the keyboard
sonata, It was eventually established as 2 group of three or’ faur
* movements which follow certain structural plans.

First Movement. As opposed to the baroque sonata which usually

" begins with a slow movement, the classical sonata opens with an

allegro movement. Occasionally, as with Haydn symphonies, a slow
*introduction is used: The first movement usually follows a basic
: structural plan known as sonata-allegro form, which consists of
three principal sections: exposition, development, and recapitulation.

ExrostrioN, The exposition -consists of the presentation of two

. principal thematic materials in the following manner: (1) The first

- theme is presented in the key of the sonata (tonic key). (2) An
ept:ode or 5r‘zdge passage modulatcs to a contrasting key (the
' rz8 :
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 dominant key if the sonata is in major, the relative major key if the
sonata is in a minor key}. (3) The second theme (sometimes called
' subordinate theme) is then presented in the contrasting key. It is -
usually. more lyric and less dynamic and forceful than the first
theme. (4) The exposition frequently has 2 closing section called
coda or closing theme. The classical exposition invariably ends with
‘a-double bar and repeat sign, although in performance the exposi-
tion is no longer repeated. o _
Deverormext. The middle part of the sonata-allegro form is called
" the development section. It consists of free treatment or development
~of any or all of the thematic material presented in the exposition.
There is no set plan of organization in the development section.
- It usually passes through several keys according to the fancy of the
composer. ' - o
Reciprruration. The recapitulation consists of a restatement .of
- thematic material similar to that of the exposition, except that nor-
mally all themes are in the tonic key, The development and recapitu-
latién were repeated in classical sonata-allegro form. o :
Second Movement, The second movement of the classical sonata
is in a slow tempo (andante, largo, etc.). It is usually in the sub-
dominant key (four degrees above the tonic key), or it may be-in
- the relative major key (three degrees above the tonic in minor keys), .
or in the dominant key. A variety of structural plans are employed -
for the second movement. The most common of these are: (1) first.
fonde, in which the form, according to contrast of thematic ma- -
terials, is 4 B A, (2) song form, which includes the use of shorter
themes in variously related plans (4 4 B 4,4 4 BA B A, ),
(3) variations, (4) sonata-allegro form, and (5) sonatina. form,
‘which is sonata-allegro form abridged by omission .of the develop-
ment section in favor of a brief transidon. . - L
" Third Movement: Minuet. In the Classical period this movement
is optional. It is used in all four-movement symphonies, quartets;
-and in'a relatively few keyboard sonatas. But it is omitted in the
concerto and in all three-movement symphonies and sonatas. It is‘in"
" a moderate or fast tempo; and in three-four time. The minuet fove-
. ment uniformly follows 4 struchural plan_cal[ed song form: with trio,.
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- or minsnet zmd trio. Each of the three main sections is a song fcrm, :
- o that the whole plan may be represented in 2 formula s follows
E Bl Cil:DC| ABA|

: minuet trio minuet

Thc mlddlc section, called trio, is in a contrasting key. - :

“.Fourth Movement: Finale. The last movement of sonata form is in
‘a lively tempo (aﬂegro or presto). It is in the tonic key. It i5: often_
“a rondo form, following the plan of thematic saterials: A BACA
. (second rondo form),or A B A4 C A B A4 (third rondo form): Not
 infrequently the finale is in sonata—alleoro form, as in the ﬁrst friove-
ment: '

o The Classical Symphony .~~~
_ Perhaps the most important single contribution of the Classical
~period is the symphony. Tt embodies not only a new formal principle,
-the classical sonata form, but also new concepts of orchestration.

: Origint of the Symphony. The term “sinforiia,” from ‘which the
" word symphony is derived, was used almost indiscriminately in the
I7th century to apply to various kinds of mstrumental music, It is

* similar in its broad applicatiori to the term “sonata.” It was- also
- applied to interludes and ritorneili in opera. Late in the 17th céntury

" its meaning came to be narrowed to the Tralian overture. Frony the
Tatter form the basic plan of movements of the symphony was de-
rived (fat, slow, fast), By the middle of .the 18th century. the .
Italian sinfonia was developed as an mdependent instrumental form,
~not connected with opera. Haydn added the ‘minuet between .the
~ second and last movements of the symphony. The-four-movement
symphony became standard by the end of the 18th century, although

- the minuet was. sometimes omitted, The mternal structure of the
movements appears to have developed first in the first. moyement -
" sonata-allegro plan. "The bithematic scheme of sonata- allegro- form .
emergcd during the first half of the 18th century, largely in con-
- nection ‘with: keyboard sonatas and the- sinfonja. Thus the clagsical
symphony of the second half of the 18th century replaced the con-
- certo grosso and the orchestral snite of the lare Baroque pcrlod as .
B the ‘most 1rnp0rtant type of orchestral susic.’ -
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Ins:rumentanon and Orchestration. The Classical period estab-
I1shed the' basic plan of instrumental grouping for the symphony
' orchestra strings, woodwinds, brass, and percussion.

- Stranes. The string instruments are divided into-five parts: first
violing, sécond violins, violas, cellos, and basses. The first and second
violins often double in passages for emphasis. The cellos and basses
usually double, Double and triple stopping is used for special chordal |
cmphasw, pamcular]y in final cadences. There is no subdlwsmn of
" string parts in. classical orchestration. ’

- Weopwinps. The instrumentation for the woodwind section is
more variable in the Classical, period. The most common plan is
_oné flute, two oboes, and a bassoon. The clarinet is added or else
it replaces the oboe in the later classical sympheny (e.g., Haydn’s

London Symphony and- Mozart’s Jupiter Symphony). :
" Brass, Two French Horns (without valves) are generally used in
the classical orchestra. Trumpets are occasionally used; tromboncs -
and tubas are not employed at all, ' L _

TIMPANI Timpani or kettle drums are used in pairs, tuned to
 the tonic and the dominant tones of the key. - S

Schools and Composers. The development of the classical- sym—- |
phony took place at many different places and by many different
composers exploring the new form and style The prmmpal actmnes
'Were in Italy and Austria, - : ST T

- Mian. A large school of talented ‘musicians’ was ccntered in
Milan. The principal figure among- the preclassical symphonic com- .
- posers'is G.'B. Sammartini (1701-1775); the teacher of Gluck, J. C. -
Bach, Wagensed and Mozart. Sammartini. was chxcﬂy responsﬂ:)lc
for- the cultivation of the bithematic plan of sonata-allegro form:

ViEnna. Milan was. under: Austrian rule and so Austrians became -
 conversant with the new” style. The principal composers ‘of. the
Viennese school are Georg Matthias Monn (1717-1750) ‘and Georg .-
'Chnstoph “Wagenseil (1715-1777). Among these camposcrs thc._: _
prototypes .of Hayda’s classical symphomcs are to be found. T

Mén~gsm. In Mannheim further” dcvelopments Icadlng to thc
: classmai symphony took placc “The school centered around a famous:._;_-'_
court crchcstra of that c1ty '1hc prlnmpal contrxbutlon of the._'_.{'"
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‘Mannheim composers seems to have been new dynamic- effects
(forte, piano, sforzando, crescendo, diminuendo, etc.). The Jeading
composers of this school are Johann Stamitz (1717-1757), his two
“sons, Karl and Anton, Ignaz Holzbhaver {1711-1783), F. X. R:.chter
(1709-1789), and Christian Caninabich (r731-1798). :

Oruer Corrosers. Bach's sons, Carl Philipp Emanuel Bach (x714-
 1488) and Johann Christian Bach (1735-1782), contributed chiefly to
. the development of the sonata. Other composers of preclassical and

classical sympbonies are Michael Haydn (1737-1806, brother of Franz
Josef), Frangois Gossec. {1734-1829), Karl Ditters von Dittersdorf
(1736-1799), and Luigi Boccherini (3743-1805). The great masters
of the classical symphony are Franz Josef Haydn, Mozart and
Beethoven. :

~ Style, The classical symphony is homophomc in style Counter-
point is employcd but it is usually incidental to the style as a whole.
. Each theme is brought into prominence, and the themes are the

‘nucleus of the music. The basso continuo and the use of .the .

" harpsichord - disappear in the Classical period. Clear and regular
phraseclogy 1§ characteristic of the thematic material, which'is com-
. pact rather than continvous and extended as with Bach and Handel.
. The harmeny is in general simple, conventional. Effectivé use of
" dynamics is evident in a ‘greater dynamic range, and there is more

gradation and contrast between loud and soft: Form bécomes- con- -
~ . ventionalized with standard relat;onshlp of thermtlc matcneﬂ and

keys. : : :

‘Havox anp Mozaxr, Although in similar fashion Haydn and
Mozart represent the full realization of classical ideals in their
" symphonies, sonatas, chamber music, and concertos, and although
" each composer influenced the style of the other to some extent, still,
- there are some individual traits that should be pointed out, Haydn

~ . makes extensive use of slow introductions to the first movements of
- -~ his symphonies, which Mozart seldom does, Haydn’s themes are,

* -on the whole, charactéristically lively, folk-like in style, cheerful, and

' __'_robust Mozart’s themes are more subtle, less folklike. A cantabile
-+ style of melody . is particularly characteristic of Mozart. threas
'-'-f'-j.:Haydn has clear phraseology, Mozart’s phraseclogy s more irregu-

= E -\.1?1_13 %‘_lbtlﬁ,_'lnd extended. Haydn’s melody and harmony are _u_sua_ﬁy _-

1_
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simplé and diatonic, whereas Mozart is more inclined toward chro-
~maticism. Ornamentation is more prominent with Mozart, and
. there is a greater delicacy of style, a sort of “laciness” character:stlc
of hls music,

o ' The Classical Concerto

) Thc classma[ concerto developed directly from the baroquc solo

concerto. In a general sense it resembles the baroque concerto ‘in
thiat it #s based upon the exchange of material between a solo instru-
ment and the entire orchestral ensemble (tutti).

‘Form. The classical concerto is a-three-movement form as is the
_b.a_ri?quc solo concerto. The minuet mavement of the classical sym-
phony is not used in the concerto, The formal structure of the move-
- ments differs considerably from that of the baroque concerto, mak '
g use a3 it does of a modified classical sonata form. _

FIRST_MOVEMENT. The first movement of the classical concerto is
2.modified sonata-allegro form. The exposition usually consists of
three main parts: (1) The opcning rutd, in which principal themes
are introduced, ends in the tonic key. (2) The solo instrument then.
enters either with a brilliant introduction or immediately with the

prinmpal subject. There follows an exchange of material (first and .

sécond subject) between the solo instrument and the orchestra.

(3) The exposition closes with a short tutti section. The solo in-

strument and the orchestra then 1ake part in a-short development
section, which leads through' various keys back to the ‘tonic. The -

recapitulation begins with a tutti -section corresponding to the first -
tutti section, but shorter. ‘Then, there is a “solo section correspondmg'
“to the first solo section of the exposition, A short tutti section, cor- .

responding to the second tutti section in the exposition, ‘ends-on a

six-four chord (tonic chord with. the fifth in the bass). The solo
instrument alone then plays a cadenza. This is a brilliant, virtuosic
display of thematic material, freely and ‘elaborately devc]opcd '

Cadenzas are cither writted by the composer of the concerto, com-. -

posed separately by the performer or, someone else, or, most often

in the classical period, improvised by the performet. The cadenza is’.
followed by a brief tutti- section, elther wuh or- mthout the solo in-
-strument, concludmg the movement. ' T nihove
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) SECOND MOVEMENT The second movernent is less vutuosm and
“thore ornamental than the first movement. It is usually in" some
- sart of enlarged song form, a first rondo, or 2 variation form. The

‘cadenza is rarely employed in the andante movement. '

FINALE. The third and last movement of the concerto is again in
fast tempo. Tt is usually some form of rondo, resembling the last
"movemcnt of the classma[ symphony Occasionally a short cadenza
* s used.- . :

\ Composer‘s. The transition from the baroquc solo concerto to the
. classical -concerto is attributed mainly to Bach’s sons, Carl Philipp -
- Emanuel Bach and Johann Christian-Bach. The Iralians, Locatelli

=, and Tartini, also show a departure from baroque methods. -
 ‘Havpn axp Mozarr. Haydn wrote 20 piano concertos, g v1011n
" concertos, § cello concertos, and numeraus other concertos for variots
. _instroments (Rute, baryton, horn, clarino, etc.). Mozart wrote 25
. piano concertos, 8 violin concertos, and concertos for other insfru-
- ments: violin and. viola, bassoon ﬂute, flute’ and harp, horu, and
" clarmet. : ' '

Small Orchestral Forms

“In the second half of the 18th ceatury large quannues of music
were ‘written for small orchestral ensembles. Such music was vari-
ously: called serenade (Nachtmusiky, cassation, and divertimento.
These terms apparently were used ml:erchangeably They are the
" counterpart of the baroque: orchcstral suite in that they consist of
_from four to- ten ‘movements, many of whlch are dances such as.
. minuets; gavottcs, etc. They were written for small orchestras of .
~ highly diverse instrumentation, and they usually employed’ only a
- few instruments. on 2 part. Haydn wrotc about 65 of thcse, Mozart
""'._wrotc about 30. : = '

Chﬂmber Mus:c B

S Media. Mus1c written for a small group of solo instruments con~
- 'tinued to be important in the. classical period. ‘The chicef difference -
 between cIassmal and baroque chamber music is that the former
'-.—':‘abandoned the use of the ﬁgured bass or- contmuo part Tt is also-




INSTRUMENTAL MUSIC 123

moré homophomc than the bamquc chamber music. The instru-

“mental' combinations differ somewhat from those employed in
. earlier periods. '

-SmiiNG QuartET. By far the most important' medium in classical’

chamber music is the string quartet, consisting of two violins,. a
- viola, and a cello. It replaced the string fantasy ensemble of the
chazssance and the trio sonata of the Baroque. The music written
for thlS ensemble, as well as the medium itself, is called string
quartet. The form of the string quartet (as with the symphony) is
 theclassical sonata form. The principal composers of string quartets
in-the Classical period are Luigi Boecherini (91 quartets), Haydn
(83 quartets), Mozart (26 quartets), and Beethoven (16 quartets), -

Oruer Cranser Mepia, Combinations less' extensively employed
in-the Classical period are the mixed quartet (three strings and one
othér instrument, usually piano, flute, or oboe), string trio, mixed.
trio, string quintet, and ‘mixed quintet (strm quartet plus plann, '
flute, or oboe). - .

~Tue Viouny Sowara; The violin sonata is the least Jmportant of
“classical chamber music media. Haydn wrote i2 violin sonatas, and
Mc-?art Wrote some 35 sonatas for violin and piano. : '

" Tua Keysosrn Sonata. The keyboard sonatas® of - Haydn and
Moyart are usually three-movement works; some are in two move- -
~-ments. Not until Beethoven is the four- movement sonata form usu--
“ally. ¢employed. The structure of movements in the classical sonata is
somewhat variable. Many of Haydn's earlier sonatas are in the older
‘binary plan of movement rather than in sonata-allegro form. Thc
same is true with many of the contemporary classical composers of -
keyboard music. A preclassical sonata form, showin ng transition from .
the-older baroque binary plan of movement to the classical developed
te.rnary (sonata-allegro} is exhibited in 2. ‘keyboard sonatas by |
Donfenico Paradisi (17:0—1792) The sonatas of Carl Philipp Eman-
‘uel' Bach, Wilhelm Friedemann Bach (1710—1784), and Jcohann -
Chnstwn Bach, constitutean: important- hteraturc in_ the: develop- .
-ment of the classical keyboard sonata.The sonatas of Muz;o Clementi- -
(1752—:8 32) lead up'to the more advanced sonata style of Beethnven, B
whose 32 piano sonatas are the culmmatmn of that form BRI
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'._Opem n the Cld_lr.rz'ml Period

= T{E distinction between the baroque and the classical style in dra-
© matic music is less clearly marked than in the field of instrumental _

" 'music. The. field of opera music expands enormously in the 18th

- century; and yet relatively few aperas of this period are included in
standard operatic repertory today. '
. Prevailing Types of Opera in the x8th Century. Italian opera seria
“dominated the 18th century. Opera buffa rivaled opera seria in the
second half of the 18th century. In the same period opéra-comique
~ prédominated in France, In Germany Smgspld became increasingly -
~important, although it never rivaled opcra—comtque of opera buffa.
- Ttalian Opera Seria. The Neapolitan school of opera, which began
in the late r7th century, flourished and spread over all Continental
" Europe during the first half of the 18th century. As it became the
model, or at least the point of departure, for all apera, it also became -
decadent, so that reform was inevitable as was the rise and growth
" of other operatic styles, particularly in the field. of comic opera. -
-~ Cuaracrerisrics. 18th-century Italian opera was marked by char-

. acteristics most of which were the object of attack and reform in

- the'secand half of the 18th century: (1) Opera plots were overcom- -

‘plex and artificial; they centeréd around intricate love intrigues and -
'\n'nposmbie situations. (2) There were usually six characters, r¥pre-
. senting three of each sex. (3) Dramatic truth was generally neglected.

~~ (4) From the dramatic- -standpoint, ‘the overemphasis on arias was

. objectionable; Most of the operas consisted of chains of acias. Never-

- theless; arias selected from r8th-century opera constitute an important
. repertory of vocal music; many of them are exceedingly fine and -
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beatitiful. Arias were artificially classified into various types and
there were strictly observed rules concerning where, when, and by

. - whotn they could be sung. (5) There was little use of chorus.
- {6) There was an almost exclusive use of castrati (male sopranos

and altos); women were generally barred from leading roles.

- (7) There was prominence of parlando style of recitative (i, rapid

dialogue, half spoken, half sung). This was even more extensively *
employed in buffa opera, :
Coneosers, The principal composers of Ralian opera in the Classi-
cal period are: Niccold Jommelli {(1714-1774), Tommaso -Traetta.
(1727“1779) Baldassare Galuppi (x706~1785), Antonio. Sacchini
(1730-1786), Christoph  Willibald Gluck (1714-1787), Giuseppe.
Sarti- (1729—1802) Nicola Piccini (1728-1800), Demenico Cimarosa
(v79-1801), Giovanni Paisiello (1740-3816), who represents a

_transition from 18th to Igth-century opera, and Antonie Salieri

(1750-1825). _ )
Gluck and Opera Reform, Because of his atiempts to simplify and -

- purify opera, Christoph Willibald Gluck (1714-1787) represents the

classical spirit in opera as no other coritemporary did. With Mozart,

- beis one of the two greatest opera composers in the Classical period.

- Recoontiron or Dericiexcies v Nearorrran Opera. Gluck was
not the first 1o recognize the decadent aspects of Ncapohtan opera.

* Int1720- Benedetto Marcello wrote a’satire' on opera, entitled 1/
Tearro ally inoda. Another treatise by Count Algaroti, entitied

Saggio sopra Popera in musica (1755) sets forth principles similar
to those later advanced by Gluck, Opera reform was further recog-
nized in a work by Arteaga, entitted Rivoluzioni del teatro mitsicale’
’fﬂfmno (1783-1788). These ‘treatises, reﬂec.tmg to some extent a .
ngng antipathy to opcrauc trends, would have been of httlt"-'-'
avail were it not for the i intrinsic greatness of Gluck who put theories - <.

~ Into actual practice.

" Gruck’s CONTRIBUTIONS AND' STYLE Gluck’s 1mp0rtancc to opcra
can bie seen from the following list of his contributions: (1) Entirely” -

apart from its historical significance, Gluck’s music is great. (2) In

general, His music represents the classical spirit by a return-to sira-" "
phaty of style (3) Gluck lmproved thc hbrﬁtto by e]!.mlnatmg com- -
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plex love i intrigue arid- by returning to classical Greek mytholc:gy for
the basis of his librettos. (4) He strove for dramaric truth by elimi-
- nating -superfluous ‘virtuosity and by creating music that follows
the emotional and dramatic situations. (5) He placed more emphasis -
“.upon recitative and made less styhstlc difference between recitative
- and aria. (6) He made dramatic use of the chorus. (7) Character’
“ delineation is an important attribute of Glack's operas. (&) Effective
instrumentation adds to successful characterization. (9) Gluck’s
- - ‘overtures present the general mood of the work and are closely'
rclated to the opera. '
- GLuck’s Most InrorTanT Works, Gluck began h:s career by writ-
" ing some 20 typical Italian eperas. The first important ‘opera in.
- the reformed style was Orfeo ed Euridice (" ‘Orpheus and Eurydice”),
pmduced in Vienna in 1762. It was not a success thcre, being gen-
- erally misunderstood, but it was translated into French and success- -
fuﬂy produced in Paris. Despite certain concessions to Italian operatic
practices (the title role is for an alto castrato, and the story is altered
~ to have a happy ending), it reveals most of the points in Gluck’s
- = relorm. Iphigénic en Aulide (v774), Armide (v777), and Iphigénie
“en Tauride (1779) were all produced in Paris. The latter was the
crowning work of Gluck’s career. It was also the victorious work
in a controversy between Gluckists and Piccinists, which was an’
“outgrowth of: the “war” between Falian buffonists in France and
the French antibuffonists. . S
GLUCK’s INFLUENCE AND SUCCESSOR.S. Glucks influence was proh-_
ably ot of very considerable extent outside of Paris. At least for the
- time being, ltalian tradition continued as before. Gluck’s influence
_can be shown in Mozart’s Idomeneo. Gluck’s followers were Sac-
chn:u, Cherubini, Méhul, and Spontini, :
‘Mozart Opera. Mozart ‘was not a reformer. He wrote in rhe pre— -
vallmg forms and styles of the day. His operas are considered great
 because they are musical masterpicces in themselves. In fact, Mozart’s
. operas are the only 18th-century operas rcmammg in the: standard
repcrtory today. SRR _
 StYLE. Mozart’s oper'{s show prcdommatmg Italian mﬂucnce. He
o uses the parlando style cxtenswcly and’ hlghly complcx pIots (F 7 garo
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. and.Don Giovarmi). Mozart’s operas are greater than contempo--
rary Tealian operas (1) because of the greatness of Mozart’s music

-and its importance to the dramatic work, (2) because of Mozart’s

great melodic genius, and (3) because of his ab111ty in charactcr

delineation. - :

“Trees. AND EXAMPLES oF MozarT OPERA Mozart opera falls into

thn_f_e categories: Singspiel, opera seria, and opera buffa, '
- & German Operas, Singspiel Type. The two principal German
operas by Mozart are: Die Entfithrung aus dem Serasl (“The Sera-
glio,” 1782} and Die Zauberflste (“The Magic Flute,” 1791).

b Opem Seria. Two Mozart operas which may be classed as Ital-
'_lan operas of the seria type are Idomeneo (1781) and La Clemenza
di Tito (179:) :
- & Opéra Bufla. Most of Mozart’s important operas bclong to the

opera buffa class. They are La Finta giardiniera (1775), Le Nozze di
Figaro (“The Marriage of Figaro,” 1786}, which is probably Mozart’s
_bestknowu opera, Don Giovanni (“Don Juan,” 1787), called
dramma giocosa, a misture of opera seria and opera buffa elcmcnts,
and Cosi ﬁm wuzte (1790).




CHAPTER XIX

ReZz(gzow Mzmc of t/ae Cmesz Perzod

B 'T{E’ least significant developments in music in the Classical ptriod

~ are'in the field of religious music, including oratario and church

: _}muslc They are dcudedly overshadowed by opera and mstrumcntal
music. -

Oratono

- Principal Composers and Works. A transition from the cantata
style of.J. S. Bach tothe late r8th-century oratorio style of Haydn
~ is shown in the works of Carl Philipp Emanuel Bach (T#e Resur-
rection and The Lraclites in the Wilderness). By far the most im-.
portant classical composer of oratorios is Haydn, whose oratorios fall

- - inthe Jate 18th century. His most important oratorio is The Creation
. {1798}, which is based upon Genesis and upon an early adaptatmn
- of Milton’s Péradise Lost. Il Ritorno di Tobia, an early work writ-

ten in 1774, is the best example of 18th-century kalian oratorio.
- Haydn’s last oratotio, The Seasons (1801, is a secular oratorio with
very little religious content. Mozart's work in oratorio is negligible:

Church Music -

_ In general, the. church music of the Classical period is mferzor -
It is ‘mostly of a dramatic narure‘and it appears to have been con-

" - .“ceived far concert purposes rather than liturgical usage.

Forms of Church’ Music. The principal forms of ISth-Century -

‘church music‘are: (1) The-Mass, concert-like settings of the Ordi-

'::.'nary of thc Mass, w1th orchestra, soimsts, and chorus, (2) chulem

130
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:

Mass, (3) motets, for cherus, solo voices, and instrumental accom-
paniment, (4) litanies, short choral pieces including responses, and
(5) vespers, music for the penultimate Catholic canonic hour, and
the only one permitting music other than plainsong. It includes
.annphons, psalms, hymas, and settings of the Magnificar.
Composers. As in other fields of music of the 18th century, Haydn
“and Mozart are the greatest composers of church music.
Havpy, Haydn wrote 14 Masses, 13 offertories, and miscellaneous
religious choral mmusic: motets, Salve Reginas, Ave Reginas, etc.
- Mozarr, Mozart wrote 15 Masses, 4 litanies, 2 vespers, a Requiem
Mass, which is probably his most famous work in this field, and
- miscellaneous smaller works including motets, offertories, etc.
Orner Composers. In Italy there is a long list of church composers
who turned out enormous quantities of church music, mostly
‘mediocre. The most notable of these are Galuppi, Paisiello (somc
103 church compositions), Zingarelli (over so0 church composi-
tions), Sarti,'and Cherubini. To this list should be added the names
of early xgth-century composers: Spohr, Schubert, and Beethovcn, -
whose Missa Solemnis is 4 greac festival Mass. - -

' PR
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CHAPTER XX
General Considerations

General Aspects of Romanticism. The Igth-ccntury romantic point
of view, expressed in philosophy, literature; arts, and music, may
~be summed up according to the following points: (1) individualism,

(2) emotionalism, (3). subjectivity, largely replacing classical ob-
jectivity; (4) favorite subjects: the ancient (particularly medieval), -
the supernatural (magic, witches, fairies, ghosts, ete: ), thc weird,
and the mystic, and (5) nationalism. DN

. Historical Background. "The cultural, economic, poht:cal, and
social order was greatly- affected by mornentous progress in science
and mechanics (electromagnetic mducmon, photography, food can- - -
ning, the railway and steamboat, steel production, electric light, tele- -
phone, telegraph, etc.). The Industrial Revolution brought on new
social and economic problems, and the rise of capitalism and social-
ism. Tmportant wars of the 1gth century are: the. Crimean War
(1854-1856), the Civil War in the United States (1861-1865), and
the Franco—Prusa:an War (1870). The most importasit development -~ |
in art.is French impressionism by the painters Mainet, Degas, Reiidir, - -
and the sculptor - Rodin. Whistler is ‘considered ope of ‘the great -
igth-century . painters. The outstanding philosophies of the period
belong’ to the Germans: Schopenhauer, Nietzsche, and Hegel. In ~ "-
literature and poetry there is a long fist of iliustrious names: In Eng- . )
lasid, Byron, Wordsworth, Scott, Thackeray; Dick‘ens,"-Hérdy,'Car—__' .
lyle. (Scottish essayist and histormn), Coleridge, and Keats are the -
most outstanding. In Germany, Goethe, Richter,’ Heine, and E. T At
Hoffmann (author, muosician, and painter) are the pr1nc1pal writers

in addition to ‘the philoscphers named abpve.-In.France, Hugo,
Flaubert, Lamartine, and ‘Musset-are theé-Jeaders, The United --__S'_tate_s S
Soo13s L
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produced some grcat writers, chief among whom are Emerson
Longfellow, Poe, Hawthorne, and Mark Twain.
General Musical Aspects of the gth Century. All of the five general

“aspects of romanticism apply to the music of the 1gth century. In-

dividualism is manifest in the great diversity of styles of individual -
~ composers. Emotional expression, personal feeling, and sentimental-
ity are cvcrywhere present in 1gth-century. music. Romantic sub-
]ects are evident in the songs and operas of the period. Nationalism

_in' music becomes one of its marked characteristics in the second half
- of the century, when countries consciously fostered their own styles

 centered around folk music. And, in general, subjectivity. replaced
. objectivity in music. There was great expansion of instrurmental
" music, partlcularly for the orchestra and for the piano. The choral

music of the period is comparatw&ly unimportait. In the 1gth
century, program music is more important than at any other period

 in the history of music. Virtuosity became a marked characteristic;

- the virtzoss composer- -performer ia ‘piano and violin became a
phenornenon typical of the, century. Germany and Austria were the -

' leadmg countries in the Romantic period.

‘Specific Musical Characteristics.- The 1gth century reveals marLed :
changes in musical style and in formal concepts, both of which are
‘highly diverse in companson to style and form in the: Classxcal
penod ' : :
Mezopy. Romantic mclody is characterzzed by warmth of per-

: scma[ feeling. It is less regular in phrascology than classical ‘melody.

‘Harmony. "The tgth century sees an important expansion of har-

_mo_mc_zdlom. new chords and new chord. progressions -are to: be-
" found.There is a greater use of chromaticism than in the 18th cen- -

< tury. More altered chords and seventh-and hinth chords are em-
“ployed. A freer use of nonharmonic or non-chordal tones is mani-
- fest. Modulation bECOmCS more of an end than.a means, used more
for it own effect than as a functlon to get from one key to an—
“other. . SR :

TONALITY. The basic concept of kcy feehng is sill intact in thc-
1oth ‘céntury, bt there is more - tonal obscurity, fluid modulations

_ obscurmg the key feelmg of who]c passageq More remote keys and
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'more vancd kcy schemes are employed In-the late Igth century thcrc
are définite signs of departure from conventional tonal concepts. -
COUNTERPOINT. Contrapuntal forms as such hold virtually. no place - -
at all in 1gth-century music. Counterpoint is seldom used other than_‘ :
in avery secondary role, and it'is even more rarely strict. ]
* Fomw. There is a great expansion of formal concepts and of formal ~
freedom in the rgth century, Extremes. of. formal dimensions are
Charactcrlstlc of the period: great popularity of small forms.in piano . '
and song litcrature, and the growth to epormous lengths in sym- -
phony and opera.” The _essentially new forms of thc pcnod are’ -
nuinerous. (1) New stylized dances are the waltz (the slow Lindler
and ‘the fast Viennese waltzes), mazurka, polonaise, ¢tc. (2) The
étude, a ‘technical study for piano or -violin, glorified for concert
usage, becomes an important form. (3) In piano music the classical "~
sonata form is largely replaced by various free forms called romanza, : -
fantasy, - arabesque, nocturne, ballad, etc.,-and also. by. descriptive
‘pieces. (4) Symphonic music shows an expansion of classical: sym-
phomc form, and there are new symphonic forms: the: symphomc '_."_:
poem, the. symphonic suite, the program symphony, and the concert .
overture,” (5) "The most " important formal development in cupcra:'.'_-_:"
of the 19th century is the Wagnerian music drama.. -~ .~ '
PrepoMINATING Mebia, The 19th century. is donnnated by four -
prmmpal media: (1) piano, (2) orchestra, (3) sélo song with piano- -
accompanlment‘ and (4) opera. Chamber. mu51c and rehgmus andi_' '
‘secular choral music are of less importance... o R TR
- INSTRUMENTATION AND ‘OxéupsTRATION. The Igth century sees an -
expammn of the art of orchcstrauon ‘Three important names in this* .
connection are Beilioz, Wagner, - and - Rimsky-Korsakov. Instru— :
mental color is developéd. Symphony orchestras are large and greater .
sonority is: created by moré extensive empfayment of brass, wood: "+
winds, and percussion.- Mechanical improvements and 1nn0vat10n5'_3 o
‘had a great deal to do with the growth of th orchestra: The’ English' "

“horn’ added a new color to the orchestral palettc The invention and :'_ L
WLdesprcad use of valves for brass nstruments greatly increased
thc uscfulness of those instruments. The B&Hm key systems apphed_;-_.."_ -
o wondwmd 1nstruments greatly mcreascd the:r cffectwcncss. x




CHAPTER XXI

- Beethoven

LUbwrc VAN Beetioven (1770-1827) represents the end of the
Classical period and the beginning of the Romantic period. Aleng
- with Palestrina, Bach, Haydn, and Mozart, he is one of the greatest
' tasters of all time, o : . _ -
" Beethoven’s Place in Music History. Beethoven’s music-is of con-
- summate greatness, Beethoven was a great individualist. More than
_any other master he freed music and riusicians from servile status.
- He broke the confines and the artificial restraint of thgé Classical
< period by giving his own profound spirit free expression. Beethoven’s
~ early music is definitely classical, based upon the style of Haydn, His
- music of the iiddle and late periods reveals the subjectivity, emo-
~ " tionalism, and freedom of romanticism. . oo .
. Beethoven’s Style. Because he was the first great individualist in
: "Ifmu&ic history, Beethoven’s music; though a product of his tiries,
shows many remarkable features of style that reflect his character-
~ and atthe same time set his music apart from that which went be-
-fore and that ‘which followed_{ : S S :
- GEneraL FeaTures. There are four general features of Beethoven’s
© ..music. (1} The most important of these is the profoundness of
" emotional content. This has: been ‘aptly - called the - “appassionata °
. spirit,” in reference to the great piano- sonata, Opus 57, which so
definitely reveals this quality. (2) Beethoven had a great sense. of
L humor; but unlike Haydn's cheerful, light-hearted humor,. his is
= - gruff, rustic, and profound. The scherzo of the Fifth Symphony and
. the peasant dance of the Sixch Symphony are good examples of this .
~ . characteristic, (3). Beethoven’s impulsiveness and sudden changes of
_ A T
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emotion_are well known to readers of bingraphy. These traits are
clearly manifest in his music, (4) -Closely associated with Bee-
thovenjan humor and impulsiveness is the element of surprise in
his'music. This is created by prolonged passages of suspense, then
sudden . changes of rhythm, key, dypamics, and by trerendous
climaxes followed by abrupt introduction of a simple, naive tune.
Seecirre FraTures. The more specific aspects of Beethoven’s style
may be considered under five headings: thematic material, counter-
point, form, choral music, piano music. :
" 2. Types of Thematic Material. Beethoven is a great master of
thematic material. He employs two broad types of meledy: (1) short
motival first themes in sonatas, symphonies, etc. (e.g., the “fate
.motive” of the Fifth Symphony), and (2) beautiful cantabile melody
(eg., the adagio cantabile movement of the pianc sonata, Opus 13).
- b. Cosnterpoine. In his early- and middle-period works counter-
point is masterful but it is definitcly subordinate. In his late works,"
however, at a-time when elsewhere counterpoint was generally
abandoned, Beethoven returned to the old contrapuntal prai:tié:es and
‘revealed -a great mastery of this art (c g the fugue for string
quartct Opus 133). : '
¢ Form. Beethoven is one of the greatest masters of form. He is
a master of thematic development. He expanded sonata-allegro form
to'include more than two principal thematic materials ‘and he even -
occasionally introduced new ‘material in the development section
~or in the recapitulation; He greatly varied the plan of movement
in the sonata: (z) Heé used variation form as an opening movement.
~ (Opus 26), or (2) a frec fantasy as in the opening movement of the
- Moanlight Sonata, (3) He replaced the third movement minuet with
a scherzo, a change of style rather than of formal strucrure. (2) He
“varied the humber and type of movements in late works (e.g.,. the ~
string quartet in C sharp mmor, Opus 131, and the Nmth Symphcny
with a choral finale). ' .
- d. Choral Music. Bcethoven s choral music is grcat bccause of thc .
-greatness of Beethoven’s musxca[ ideas and the profoundness of his '
expression, but he exceeds the limits of choral 1d10m, _and treats his’
-'chorus as addltwnal msr_rumenta] color - S

S
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e, Pzano Styi’e. In addition to the gcncra} features of stylc which
. apply to his piano music, there are several thinor traits peculiar to
 his style in’ that medium. He creates a special effect of texture by.
- the'use of widely separated hands. Heavy thick chords in the low"
s register of the' piano-are frequently noticeable. +Occasional long,
sweeping chromatic scales, usually ascending, often lead to. an
* émphatic Ob_]CCtIVC in the music. He uses thn-ds movmg in opposm:
directions. - ' : S
: Prmc:pal Contributtons to Musu: therature. In ad(htmn to three
. farge vocal works, Beethoven worked prmapally in the ﬁelds of

" .. piano,. orchestra, and chamber ‘music.

"~ Prawp LireraTure. Becthoven’s contributions to plano literature
i are chiefly 32.sonatas and 21 sets of variations. SR

"» " OrcEstRaL Works. Beethoven wrote 9 symphonies, the Iast not-

" able for its choral finale, a setting of Schiller’s Ode to Joy. Besides |
- these, the Leonore Overture (revmcd overture to his opera Fidelio),

the- Comolame.r Overture, and the Prometheus ballet music are his

' "._"_"prmc;pal orchestral works. The violin concerto and the 5 piane con-

. certos - should be- addcd to the list of Beethovens great orchestral-
. music; - :
: CHAMBER MUSIC Beethoven's chamber music, with that of Brahms,
_is-the-greatest of the 19th century. He wrote 16 string quartets, 6
- piano trios, and 16 violin sonatas. These are his most 1mportant con-

L tributions in' the field of chamber music,

- VocaL Works. Three great vocal works by Beethoven arc the -
opera Fidelio, the oratoric Christys am Glberg (“Christ” on the .

o - Mount of Olives’ ), and'the Missa solemnis in D, In addition, Bee--

“thoven wroté some songs' which are less important than the contem--
" porary song literature of Schubere; although hlS song cyclc, An dze
o feme Ge:’zebte, should he mcntmned o L e




 CHAPTER XXII

igré-Cm;my Opera |

- NINEH:ENTH-CEMLRY opera was developed ch1eﬁy in Traly,
France, and Germany. The 1gth century also saw the- rise of na-
- tonalism, which is particularly manifest in operatic production.
Opera rf:ached a peak of development in the second half of thc.

century . _ : :

Italian Opcra

_ Italy, Whtch had led the field since the begmmnfr of opera in the
eatly ryth century, still held a front rank in opera in the 1gth century,

.aIthough its promincnce was shared almost cqua].ly by the dcveiop—
~ments in France 4and in Germany. o - S
General Characteristics of Italian Opcra In the Igth ccntury, vu'- :

- tuosity for its own sake is less prominent. Dramatic profundity is.
hardly t6 be found until Verdi late in the century. The bel canto
style of song prevails, as docs also the rapid parlando style of recita>™ -
- tive. The chorus is" more oftenr and. more prominently used, but
: the orchestra still plays a secondary. role. Realism becomes an im-
portant aspect of operd in the late tgth century. : o
- Composers, Styles, Works. Tralian opera in- the. :[gth century 15-'»_--_'
dommated by four composers: Rossml, Bellml, Domzett:, and Verd: -
" Rossivr. Gioacchino Rossini - (1792—-1868) was miore successful-in
- .the comic opera. style than in opera seria. He. "had great fac:hty His -
sparklmg wit, the vivacity of his music, and the rapid parlando style:
are characteristic. His’ principal works are LTtaliana in Algeri-
(1813), I Bart’)terc ds Swzglm ( Thc Barber of Sevﬂle,’f; 1816) La o
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Gazza ladva (“The Thieving Magpu:, 1817), Mosé in Egitto (1818),
Semiramide (1813), and Guillaume Tell (“William Tell,” 1829).
-'Thé latter, produced in Paris, is typical Freach grand opera. .

Beruivt. Vincenzo Bellini (x801-1835) reveals a generally high
~ quality of emotional content. He employs appropriate libretti (by

- Romani). Sentimentality -of his melodies, warm and flowing, is

- characteristic of -his style, and they influcnced Chopin’s melody.
- His principal operas are La Sonnambula (1813), Norma (1832),'
o and I Puritani {1834).

" Donzerrt. Gaetano Domzetn (179 ,—1848) is the third and Jast
important Italian opera composer of the first half of thé 1gth century:
 He was less gifted and less original than Bellini but his superior
- training and techniqueare shown in his operas. His principal operas,

_ among some 65 that he wrote, are Lucrezia Borgia (1833), Lucia di

- Lammermoor (1835), La Favorita (x840), La Fille du régiment
. {“The Daughter of the Regiment,” Paris, 1840, opcra«:omlquc), and s

' Don Pasquale (Paris, 1843, opera buffa).

- Veror, Giuseppe Verdi (1813-1901) is the greatest Italian camposer

T of opera in the entire century. He developed great power of char-

- acterization -and dramatization. His late works show a greater pro-
. fundity of spirit than those in the first half of the rgth century. The
orchestra is more important than it is with his predecessors. He is

- truly Italian in spirit; not an imitator of his German cortemporary,

- -Wagner, His principal operas are Rigolerto (1851), Il Trovatore
" (1855), La Traviata (1855), dida (1871-1872), which is character-

" ized by its colorful pageantry, and Otello (“Othello,” 1837), on a

kibretto -by Boito, farthful to- the Shakespearian drama. Falszaff

- {1893), his last great opcra, is a return to buffa style but with greatcr
'_.iprofundzty : : o
“._fOrier CoMPOSERS. Rcahsm, or verismo, is typical of other Jate -

19th -century works by Pietro Mascagni (1863-1945) (Cavalleria rus-

. . ticana, 1890), Ruggiero Leoncavallo. (1858~1919) (I Pagliacci, 1892), -
©and. Gtacomo Puccini (1858—1924) (La Bohéme, Madama Buzterﬂy,
S and To.rm, 1900) :

[
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- French Opera

Whereas in the 18th century there was a clear demarcatmn be-
| tween. the comic opera and serious opera types, this distinction grad-
ually became less evident during the rgth century, uatil in the second.
 half of the century they merge. In France, in the first half of the
- 19th century, opéta-comique and grand opera exist side by side.
i Opéra-Comique, The comic opera tradition which was.paramount
~ in the 18th century continues to flourish during the first half of the
‘ 1gth century. Ic gradually began to develop in.two directions. On'
- the one hand it became more purely entertainment of the operetta
- type. On the other hand, it approached the style, form, and subject
- matter of sericus opera, so that in the second half of the 1gth century
it grows into lyric opera, : :
Conteoskrs ' aNp Works. The principal composers and opéras-
- comiques are Frangois Boieldieu (1795-1834) (La Dame Blanche,
1825); Daniel Auber (1782-1871) (La Muette de Portici, 1828, and
Fra Digvolo, 1830); Louis Hérold (1791-1833) (Le Pré aux clércs,
1832) 5 Victor Massé (1822-1884) (Les Noces de Jeanuerte, 1853);
and Charley Gounod (1818—1893) (Le Médecin malgré lui, 1857).
Grand Opera. New developments took -place in- French grand -
opera in the first half of the 1gth century -which made it a_rival. of
Opéra—com1que This is often referred to as the “grand spcctacle'. )
opera,”. which ‘describes its general character, featurmg grandiose - -
schemes, hercic or historical- subjects, extravagant characters and
situations, demons and men in conflict, plainsong or chorale juxta~ K
posed with ballet tunes, and great choral masses., The chief exponent
of this style of opera -was Giacomo Meyerbeer (1791-1864), whose
‘principal works are Robert le Diable (1831), Les Huguenots (1836); -
Le Prophéte (1849), and L'Africaine (1860). In the sécond half of -
the 1gth century the French leaned toward a lyric style of opera as '~
well as retaining some aspects of the grand spectacle opera.- Charles
Gounod’s Fausz (1859) and Roméo et Juliette(1867), Thomas’
Mignon (1866), and Massenet’s Manon (1884) reveal a tender senti- -
ment and no great heights of passion, characteristically French re- . .
finement -of style, good declamation, and good stage orchestration:. .
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Composmq svp Wogks. In addition to the composers and works
' "-'.-already mentioned, there is a long list of operatic works belongmg
“to the second half of the 1gth century: Jacques Halévy (1799%862),

©° an imitator of Meyerbeer, wrote La' Juive (1835); Hector Berlioz

(1803-1860), Les Troyens (1858); Georges Bizet (1838-18y5), Car-

© - men (1875); Edouard Lalo (1823-1892), Le Roi 4'Ys (1876-1888);

- Léo Delibes (1836-18¢1), Le Roi l'a dit and Lakmé (1833) Jacques

" Offenbach (x819-1880), Les Contes d’Hoffmann (1881); Camille

~ Saint-Saéns (1835-1921), Samson et Dualila (1877); Gustave Char-
"pentier. (1860~ - ), Louise (1goo); Jules Massenet (1842-1912),

Manon (1884); Alexis Chabrier (1841-1804), Guwendoline (1886},
* . resembling Wagner’s Tristan; Vincent d'Indy (1851-1931), Fervaal

(1895); and, finally, Debussy, the 1mpressmn1snc opera Pelléas et

o M ekmnde ( 1902)

" German- Opera . :

In Germany two s1gn'.ﬁcant developments in opcra took placc
~-in the 1gth century. The first is the rise of German romantic opera

" in the first half of the century, The second is the music dmma of

- . Richard Wagner.-

German Romantic Opera: German roifantic opera sprmgs from

) __.the Gérman Singspiel of the late 18th century and the early xgth’
‘- -century. It has even been said that all German opera from Mozart's

- Entfithrung and Zauberflste to Wagner’s music dramas are merely
“enlarged Singspiele in style; New elements come into German’ opera

" "in the frst half of the century.

Cuarscreristics. The fundamental eharaeteristlcs of German 10-
‘mantic opera are: (1) ‘The subjects are derived from German folk-

-~ lore and legend. (2) There is a romantic treatment of nature and

. natural phenomena. (3)-There is an ifportant use of supernatural
- agencies to heighten dramatic' interest.. (4) German folk song, or
folk song style, is used along w1th more conventmnal operanc styles

. of aria.

Cowposens The mast 1mp0rtant represcntatlve of German foman-

- _. tic opera is Carl Maria von. Weber (1786-1826). In addition-t6 the

_gt_n_er;_il_ charactensncs of ‘romantic - opera, Weber’s  aperis ~ point
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ﬁ toward_Wagner in the attempt to fuse the arts, and to gdin ‘dramatic

" realism by avoiding repetition of lines or verses in arias. His prin-
~cipal ‘operas are Der Freischiitz (1821), Euryanthe (1823}, and -

Oberon (1826). Other composers are Beethoven, Fidelio (1805);
Ludw1g Spohr, Faust (1818) and Jessonda (1823); E. T. A, Hoff-

" mann, whose Undine (1816) forms a connecting link between litera-"

ture and music; Heinrich Marschner (1795-1861), Der Vampyr

{1828) and Hans Heiling (1833); Robert Schumann, Genoveva
© (1850);-Konradin Kreutzer, Nachtlager von Granada. (1834); Reis-
singer, Felsenmiihle (1833); Friedrich von Flotow, Martha (1847); -
~ Albert Lortzing (1801-1851), Czar und Zimmermann (1837) and
Der Wildschitz (1842); Oto Nicolai (1810-1849), Die lustigen
Weiber von Windsor (“The Merry Wives of Windsor,” 1849);

- and Richard Wagner’s Der ﬁzegende Holfmder (“The Flying

Dutchman,” 1841).
- Wagner and the Music Drama. The most Important ﬁgure in IQﬂl‘.
century -opera is Richard Wagner (1813-1833), who' achieved.a.

-fusmn of the arts in his music dramas. HC is pne of the grcatcst
- geniuses of all time.

CHARAC’I‘ERISTICS The £ully dcvelopcd music drama shows ma.rkcd

_.df.‘parture in general conccpt styic, and form from all other opcratlc

product1on :

a. Fusion of Arts. Wagner concewed the music drama as a Work_
in .which music, poetry, and stagecraft are fused to form a new :
dramauc whole. He believed that ne one art should at any time

 dominate the drama. This resulted in dramatic umty and dramatic
truth- surpassmg ‘anything in the operatic field. . '

b. Libretzo. Wagner “wrote his’ own ‘libretdi. Thcy are pcrfecdy _'
conceived literary works for his music dramas. Three ‘fundamental

- bases- of his libretti are (1) -German folklore, mythology, and-

legend, (2) romantic mysticism, the supernatural, and the medieval,

‘and(3) the idea of redcmptlon, oftcn assocxated wnh some rehgmus

. 1mphcat10ns

& Continuity. Onc of thc most. notablc fcatures of Wagnenan

" music drama is continuity., This. is achieved in part by the impor-

tant mnovatlon of abandonmg the dlstmcuon between rcc1tat1ve-
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and aria. The continuous melodic line, the nonperiodic rhythm,

" and the constant use of the orchestra all contribute to the over-all

aspect of continuity.
. . 4. Leitmorif. Another significant aspect of Wagnerian music
drama is the use of themes, called leitmotifs, throughout. the opera.
'These thematic ideas are connected with a particular person, idea,

" situation, or mood, and they are variable according to the dramatic
requirement of the moment. They are developed symphonically

throughout the opera, By their uge Wagner attained musical unity

- and dramatic’ coherence.

e. The Wagnerian Orchestra. The orchestra is highly important
-to Wagnerian music drama, carrying as it does its share of dramatic

_ content in a continuous flow of music, Aside from operatic consider-

.. .ations, important_developments in instrumentation and orchestra-"

’

tion are found in the music drama. Wagner generally increased the
size. of the orchestra. He used complete choirs of instruments

" _{eg., three clarinets and bass clarinet).. Brass choirs are used more -

extensively than heretofore, The strings are often divided, and spe-

. cial ethereal effects are obtained by using them in high registers and
- with tremolo, The significance of Wagner’s orchestral music is re-

" flected in the fact that considerable portions of it are used in con-
cert form, S : '

- L Other Aspects of Style. Wﬁgner’s harmony is éharécteristicall_y

chromatic. Chromaticism also plays an important part in the melodic

.- style. Wagner makes a significant use of counterpoint, an element

- heretofore neglected in opera. On the.whole, he makes little vise
of the chorus (Die Meistersinger is a notable exception), o
-, Worrs, Wagner set forth his ideas in several treatises on the sub-

< ject 'of-_.muqic and drama. The principal ones-are The Artework bf

the Future (1850, and Opera and Drama. (1851). These were writ-
~ten during a period of political - exile (1849-1864). His operas are: -

- Die'Feen (1833); Das Liebesverbot-(1836); Rienai (1840), which is

 a spectacle opera reminiscent of Meyerbeer; Der fliegende Hollinder

-{1841);-Taﬁfzb§wﬁf (1845); Lokengrin (1845), which is the last |
_ work Wagner called romantic opera; Dae Rheingold (1854), which

" isParr I of the grear-operatic tetralogy entitled Der Ring des Nibe-

Aungen; Die Walkiire (1856), which is Part T of the Ring, Tristan -
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; wnd lsolde (1850) ; Die Meistersin ger (1867) ; Siegfried (1871), which
IsPart 11 of the Ring; Gétterdimmerung (1874), which is Part IV
of the Ring; and Parsifal (1882), Wagner's last opera,

S . Other 1gth-Century Opera
_ The major developments in opera in the 1gth century have been
nglin_ed under the three nationalities, Italian, French, and German.
ln addition there are a few outstanding works in other countries
o be mentioned, _

. Russian National Opera. Nationalism in Russian music is said to
begin with the opera by Michail Glinka (2804-1857), A Life for the
{ Tear (1836), which nevertheless shows strong Italian influence.

R“'ﬂ‘far{ et Ludmilla (1842) is a second important opera by Glinka.:
Other Russian composers and operas are: Alexander Dargomijski
(1813-1869), Roussalka (1856) and The Stone Guest (1872); Modest
Moussorgsky (1839-1881), Boris Godunov (1874), a highly impor-
tnt Russian work; Alexander Borodin (18331887}, Prince Igor
(Compi_ett_:d and produced  posthumously, 18¢0); Tschaikovsky
(184‘37'1893)_, Eugen Onegin (1877), romantic but not nationalist;
“and Nicolai Rimsky-Korsakov ( 1844-1908), who produced a great -
number of Russian operas: May Night (1878), Snow Maiden
(188r), Mlada (1895), Sadko (1896), Tsar's Bride (18¢8), Tsar -
Saltar {1600), Pun Voyevods, and Le ‘Cog d'or (before 1908},
Bohemian National Opera, National'opera'in Bohemia is chiefly
represented by Prodang nevesta (“The Bartered Bride™), a comic. -
opera by Friedrich Smetana (1824-1884). Anton Dvatdk’s King and
Collier (1874) is also an example of Bohemian-narional opera. - |
~ Opera in England. Operatic production in England in the rgth
century-is of little consequence; with the exception of the famous .
Gilbert and Sullivan operettas in the last quarter of ‘the century. .-
The wit, humer, rollicking: tunes; and clever satire of these creas
tions are. peculiarly English. The principal Gilbert and ‘Sullivan - g
operettas aré: Trial by Jury (1875), H. M. S. Pinafore (18;8), which =
ren for aver 700 cansecutive nights, The Pirates of Penzance (18%0),
Patience (1887), Tolanthe (1882) s Princess lda (2884); The Miksdo -

(1835),- The Yeomen of the Guard (1588), "'Tf_w" Gondoliers (1839), ©

and Utapia Limited (8g3)s ~ * 0 - o 0 e
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Ipt]a Cmtmg/ Ommrzo zmd Cbaml Mmzc

DESI’IT‘E the fact that oratorio in the 19th century was overshad
owed by-opera, and that chorai music was less popular than other
" media, there Wwere some notable contributions to both helds.

Oratorio
thtle oratorlo of eonsequencc was written from thc time of Han-
del, who overshadowed ail consequent attempts in the field of ora-
~ ~_torio, until- Mendelssohn’s Sz. Paul and Elijak, which represent the

S peak of artistic creation in that form in the igth century.

.. Mendelssohn Oratorio. The greatest 1gth:century composer of

* oratorio is Felix Mendelsschn (1809-1847). _
- Stvie, The greatness of Mendclssohn’s oratorios rests primarily
- _upon his outstanding choral technique. His style in general is
- reminiscent of Handelian. technique plus the ‘addition of romantic

- * elements. He wrote melody of high quality. He was skilled ii instru-

mentation, and he had a great sense of form, All these factors com-
- bined to make his oratorios the prmelpal masterw orks of the cen-
tury in that feld. o : ' :
PrincipaL Works. Mendelssohn Wrote a symphony -cantata called
Lobgesang (“Song of Praise’ ). His oratorio, St. Paul, makes use

¢ of chorales. Elijak - (1846) is Mendelssohn’s greatest oratorio, Dxe

" Walpurgisnachs (1842) isa secular cantata on a text by Goethe.
~ - Other 1gth- -Century. Oratorio. The ﬁrst important oratorio of the
- Igth century is Beethovén’s Christus am- Olberg (“Christ on the

- Mount of Olives,” 1800) A work which. enjoyed ‘populaticy until

o the 1ppea.ranee of Mendelssohns ordtnrios is ‘ipohrs Da.f !etzte :
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Gericht (“The Last Judgment”). Other oratorios of the 1gth century -
- are: Schumann’s Das Paradies und die Peri (1844), Berlioz' Damna-
tion ‘de Faust (1846), a secular oratorio, and L'Enfance du Christ
| (1854), which is a ‘cantata trilogy, Liszts Sz. Elizabeth, a concerto-
|' oratorie with Wagnerian leitmotifs, and Christus (1873). Some im-
portant English oratorios of the late 1gth century are: Stainet’s The
| Crucifivion (1887), Fubert Parry’s Judith (1888), Job (1892), and -
King Saul (3900); Elgar’s The Dream of Gerorstm: (1900) and The
nga’am {1g06). - o o

: Sacred Choral Musxc . _
| Much 0E the sacred choral literature in the 1gth century assurnes
 the romaatic operatic spirit, making it difficult ro. distingnish be-
. tween cantata and oratoric on the one hand and hturgzcal church___ .
- music on the other. __
Principal Forms of Church Music. Settmgs of the Cathohc Ordl-'
nary of the Mass and the Requiem continued to be made in the
I9_th _century._Most of these were fof concert rather than liturgical
- purposes. In addition there were numerous settings of the Psalms. .~
- Composers of Religious Charal Music. Mendelssohn and Brahms
are the two greatest choral composers of the 1gth century, Men- -
delssohns Psalms for chorus and orchestra, his. Lauda Sion for-_ |
chorus and : ‘orchestra, and his Opus. 39, motets. for female voices -
and organ, are his chief contributions to ‘sacred” choral hteraturc._ '
‘Brahms's Deutsches Requiem (“German Requiern”) s his greatest
-work in sacred choral literature. It is based upon Biblical selections -
rather '_than'tip_on the Catholic Requiem text. In addition, he wrote,
Ave Maria for female voices, orchestra, and organ, and settings of : :
the Psalms, Other composers and works in this field are: Schumann,
Mass in - C Minor; Berlioz, Reqmem and Te Deum; Liszt, Graner -
- Mass and Ungarz.fcﬁe Krinungs-Messe (* ‘Hungarian - Coronatlon_:-'
'Mass "}; Cherubini, Mass in D Mmor, ‘Beethoven, Missa solemnis;.. -
' Schubert, 6 Latin Masses, 1 German Mass, 5 Salve Reginas, 2 Stabat
Maters, etc.; Verdi; Requiem; Gabricl Fauré, Requietn, César S
Praiick, Les Béaritudes (an oratorm) and mems, and. Bruckner,__;""'
Te Deum, Mass in F Mmar, and other Masses . S
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_ ‘Secular Choral Mus1c
. The igth ccntury produced a dearth of high quahty choral music.
o W;th a few exceptions, the secular choral music-was of a decidedly
. cheap and popular nature. Notable exceptions are the fige pant

songs of Mendelssohn and numerous larger works by Brahms: the-

Alto Rhapsody, for alto solo, male chorus, and orchestra, The Song

-of Destiny for chorus and orchestra, The Song of Triumph for.

eight-part chorus, and Ninse for chorus and orchestra. Anton
Bruckner also wrote some solid works for male chorus. The choral
finales of Beethoven's Ninth Symphony and Liszt’s Faust Symphory
- are notable cxamples of 1gth-century symphomc works usmg chorus




CHAPTER XXIV

The Solo Song |

T}m accampanied art song, as opposed to folk song, popular song,
and operatic aria, is one of the most significant developments of the -
1gth: centuiry. The chief contributions to this form of music come
from Germany, where the lied (German art song) was developed.
Song.composition in France and Russia in the second ‘half of the .
centtiry is also important. In Ttaly, where opera always eclipsed every .
other kind of musical activity, and in England, the solo song litera--
ture is negligible. . . R I
- General Considerations. The rise of great German romantic poetry -
is an important factor in the development of the lied. Another fac- 3
tor is the rise of the piano in the early 1gth century. Its increased -
~ sanority ‘over eatlier keyboard instruments provided an adequate
support for the solo voice. Greater attention was given to appropri- |
ate musical setting of the text than ever before. . . S
‘Sone Creie. Songs of a related character and subject, ustally -
compased to the verses of one poet,-were written.. Such groups are
called song cycles or Liederkreise. Important examples of song cycles
are Becthoven’s 4n dic ferne Geliebte. (1816), Schubert's Die schine '_
Millerin (1823) and Wintérreise (1827), Schumann's' Frauenlicbe
und Leben (1840) - and Dichterliebe (1840), Brahms's Magelone .
(1861-1868), Fauré's La Bonne chansor (x892), and Debussy’s Chan-
- sons de Bilitis (x897). - - s SR
. For. Two structural plans are used in the accompanied solo song. -
One is the straphic song in which the same music is used for each
stanza. The other-plan is-called through-composed (ar durchkom= -

1510
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_ pomert) in which the music changes with each stanza accordmg o
+ . the nature of the text, The latter plan came to be used more extes-

-~ dively in song literature. : R N
© - German Lied Composers Early romantic song COMPOSETS. m ' Ger-
~.many are Beethoven, Reichardt, Zelter, and Zumsteeg,

+.Franz ScHuserT. Franz Schubert (1797-1828) is the greatest mas-
- ter of the lied. He is one of the greatest melodic geniuses of all
" - time, His melodies and accompaniments show sensitivity to the text..
" He was one of the first to employ the through-composed. plan of
text setting. He wrote over 600 songs and two famous song cycles.
© - Frux Menpessorn. The song literature of Felix Mendelssohn |
.. (1809-1847) is characterized by its excellence of melody but a lack
. .of variety, and a rather loose' congection betwcen music. and text.
. He usually employed the stmphu: plan. s
" Rosgrr ‘Scarumann. The. songs of Schumana - (1810—1836) dre
o typlcally romantic, The importance of the piano is to be-scen in
" . that the accompaniment is often more important than the melody.
_"__'Hls songs are also sometimes declamatory in style Hc 8. bcst in
-7 settings of Heine poerms. '
. Karu Logwe: Karl Loewe (1796—1869) was a- - master of rgth~
-century ballad form. - » \
-~ Hugo:Worr. Absorptlon in the text and great pmver in brlngmg' '
L out the mood of the text are characteristics of Wolf (x860-1903).
~ . Richness of- harmony is also typlcal Wolf was almost excluswely a
e song Composer.
.+ JoHanNEs Bramms. Thc songs of Iohannes Brahms (1833—1897)
) 'show characteristic attention to- formal conmdcratlons They - are
. mostly strophic, and often strongly flavored with German folk’ song
- “style. Richness and moodiness are generaliy typlcal of Brahms har—
- - monies. : o
. " Roserr Franz, Robert Franz (1815—1892) was excluswely a song'
o composer He limited his songs to sub]ccts of extremc emomon and '
- "wrote only for the mezzo-soprano voice. . . - . .- S
"\ French’ Song Composers All French opera cornposers conmbuted_
-~ to some extent tosong kterature. The poets Verlaine and Baudeé: .
: -'1_":: 1a1re had a grcat dcal to do w1th the excellcnce of Frcnch song ht— o
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aature in the second half of the 19th century. Refinement and taste
e chavacteristic of the French song literature of chis périod. The
principal composers of French songs are: Gounod, Duparc, Fauré,
C_haulsson, and Debussy.
* Russian Song Composers. The principal contributors to song litera-
tare in Russia in the rgth century are: Glinka, Tschaikovsky, Rach--
.maninoff, Gretchaninov, Glitre, and Moussorgsky.

N




CHAPTER XXV

19th-Century Piano Music

EANO music is one of the most important developments of the rgth
century. Interest in piano music from the middle of the century

-+ eclipsed even interest in the orchestra.

General Characteristics, The. piana came into general lise carly in
the 1gth. century, Its sonority, greater than. that of earlier key-
board {nstruments, opened the way for new developments in idiom,
and- its warmth of tone and its power were an inspiration for the

- expression . of romantic. ideas, Keyboard technique veached new
~heights and this resulted in the prominence, excesscs, and even
extremes of virtyosity. The pianist-composer was a phenomenon of
‘the Romantic period, - :

Form. The new medium of the piano plus the currents of roman-
t1c1sm combined to produce entirely new styles. Short pieces for

. plano were generally characteristic of the period. Pieces with de-

¢

scriptive titles were also popular. Stylized dances of the 1gth century

. were the waltz, the mazurka, and the polonaise. Eighteenth-century

dances, such as the minuet, gavotte, bourée, etc,, disappeared early
in the 1g9th century, Numerous free forms came into being, works

_v_&_fith no predetermined structural principles: romanza, fantasy, noc-

. turae, ballade, novelette; e, The variation form was employed
~ throughout .the century, but it often revealed shallow  virtosity

* . rather than artistic skill. The étude is a piece based upon one or

* more aspects of technique, it is often’ openly virtuosic, and it is glori-

J

- fied for. concert performance, Sonata form was generally neglected
~ afrer Beethoven-and Schubert. The suite and contrapuntal forms are

vnrtually absﬁnt fmm lgth-century piano llterature‘ _

]
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Pnncxpal Composers. Ncarly all the i important pxano music of the
Igth century belongs to Germany. :

‘Beerroven, The first quarter of the rgth century is characterlzed
by the expansion of classical forms in the hands of Beethoven, His
32 piano sonatas and his 21 sets of variations are the greatest achieve-

ments in these forms. Details of his style are discussed on page 14o0.
. " ScrusErt, Schubert’s piano music is a mixture of classical and
- romantic elements. He wrote sonatas based on classical patterns; He .
- also, wrote fantasics, impromptus, and numerous pieces . of a de-

_adedly romantic nature. Schubert was a genius of melodic inven-
~ tion but ot of thematic development, His music is poetlc and lync

rather than clever or profound. - : :

Scrumanw. Schumann is the arch-romanticist in all hxs music. In

his piano music he wrote exclusively in romantic forms and in a com-
pletely romantic style. His pianc works consist of the romantic free

forms and, most extensive of all, pieces 'with descriptive titles. He
wrote  collections of short, descriptive. pieces: Davidshiindlertinze, . |

Papillons, and Carnigal. Schumann’s music for piang is seldom bril-

liant, seldom excessm:ly virtuosic, His longer piano compositions

seem to be constructed by joining together several smaller forms. =

. MENDELSsOEIN, Mendelssohn’s piano music is less significant ‘than
that of his principal centemporanes and less significant than his own
music in other media. He wrote capricelos, schérzos, and concert -

‘varlations i 4 style more virtuosic than that of Schumann. He also. .

wrote short pieces of a pﬁﬁtic, Iync Bature, such as the Song.r wztb-

out Words. - ' : : - S

‘Crorin. Frédéric Chopm (1810—1849) was almost cxcluswcly 2’

_ composer for the piano. More than any other zgth—ccntury composcr
he developed piano idiom through his astute awareness of the possi-
‘bilities of the instrument. Chopin’s music depends to a great ex:
“tent upon the use of the sustaining pcdal or; more properly, the
“damper pedal: This mechanism epables the produiction of greater
sonorities than can be sustained by the two hands alone; and it also
 paves the way to more modern effects of mixed harmonies. Chopin"s
“melodic style is a lyric, -cantabile style with melismatic variation;

._.pscd prmupally in the noctume type of composmon, Vu‘tuosmy is
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- . characteristic of the études and preludes péi‘ticularly. Chroritaticism
~ and fluctuating tonality are marked characteristics of Chopin’s-style.
His music. represents Polish nationalism in the use of polonaises
“ and mazurkas. His style in general is a mixture of French and Ger--
‘man romanticism, He wrote polonaises, ballades, mazurkas, waltzes,
- nocturnes, preludes; études, impromptus, and freely romantic so-
.. hatas. He was essentially a piano composer, and his attempts ‘in
~ other media (eg, 2 piano. concertos) are less successful, less
idiomatic. : o oL

o

_-Liszr, Franz Liszt (x811-1886) is the great virtuoso planistcom-
poser: of the 1gth century. Virtuosity is prominent in nearly all of
his piano compositions. He is fond of frequently introducing ca-
- denzalike material. Chromaticisrn and vinusual progressions charac-
- terize his harmonic style. His melodies are often romantic, sentimen- -
- tal. His music has a certain formal looseness. In addition . to' much
- ° plane music, Liszt is noted for his numerous difficulc and soffe-
' times unidiomatic transcriptions for piano of works by Paganini,
"_."__Ba_ch',.Verdi,‘ Wagner, ete, S R
~ Baamms. Johannes Brahms wrote a considerable amount of piano
- “music, less- idiomatic than’ that of Chopin, but he shows: great
- -attention to structural form. Rich, dark harmony, and special tex--
~ tures are characteristic of his music, His variations especially* show
. a more important use of counterpoint than is-typical of the rgth
o ".cu:_nti._lry_ in general, Brahms wrote intermezzi, variations, capriccios,
- -sonatas, rhapsodies, fantasies, b’zillades, and romances. Flis sonatas
" are more_i'eminiscent of  the nobility and greatness of Beethoven. -

’

" than are any other sonatas. of  the 1gth century, _

e Oruer Composers. Other composers of 1gth-century piano music
T are Grieg, MacDowell, Albéniz, Granados, Reger, Busoni; and-
 Faud S T TR e o 5




 CHAPTER XXVI '

- Instrumental Ensemble Mzuz'&

_ BE ‘instrumental ensemble music of. the -1gth century may. be.
c0n51dered under two main categorics: symphonic music: which ex--
_panded enormously i in the century, and chamber music which was
one of the least popular ﬁeldq ' :

Symphomc Mum

General Conmderatmns During the 1gth’ century the symphony
:orchestra* and symphonic- form show tremendous expansion. The
- technique of orchestration | grew acccrdmgly "The greatest names’in.
- this ficld of development are Becthovcn, Berhoz, W’agner, _and<
: lesky—Korsakov ' : ST
Symphomc Forms and Styles Whereas sonata form was largely
- abandoned in piano- music after. Becthoven, it was retained as the.
" basic form of -the symphony thmughout the Tgth century Other’.\
- forms were added. : :
© Sympuony. Bcethovcn cxpandcd thc classrcal symphony with new_.' :
freedom of expression. ‘Romantic_composers following Becthoven
.-'replaced classical #yle wﬂ:h romantic style and romantic treatment.
~_of thematic marerial. Althéugh retaining the broad outlmcs of the
-..classn:al symphonic structurc, the romantic symphony handlcs the -
" thematic matcnai much more freely Programmatic aspects of sym— ‘.
~ phonic’ music - were soon. adoptcd by - many Fomaptic - compmers,,_
- Bcrhoz belng the chief exponcnt of thls idea. - s - o

_Concrrro. All the fcatures of the l‘Olel’ltIC symphony except the
"'ply to the romantlc conccrto Conccrtos.__:-'

] programmat;c _aspects.
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iwere written” principally for piano and for violin. Here is a notable
-extension of virtuosity, with characteristically elaborate and_bril— :
" liant cadenzas.- '

- Symruonic Poem. The symphomc poem, developed in the second
half of the 19th century, was an outgrowth of the earlier program
" symphony. It was originated by Liszt, It is a large, frec form in one
‘movement. It is usually programmatic: (1) either on a narrative
basis (e.g., Strauss’s Till Eulenspiegel) or (2) pictorial or descrip-
. tive but not narrative (e.g., Debussy’s L’Apré;—mxdz d'un faine and
LlSZtS Les Préludes). :

. ‘Sympronic Surre. The symphonic suite of the tgth. century has

-no affinity with the bareque orchestral suite. The symphonic suite '

- consists of several movements of a related programmatic nature but
descriptive rather than narrative (e &, Debussy’s La Mer and Rim-.
~ sky-Korsakov’s. Scheherazade). The symphonic suite also inclades
incidental music for drama (Grieg’s Peer Gynt Suité) and ba]let
“music (Tschalkovsky s Nutcracker Suite).

_ Coneerr Overrure. The overturé not connected with opera was -

: a.fo;memployed moderately often by gth-century composers. It

s vsually in a modified sonata-allegro form, with more structural
definitude than the symphonic poem. Several diverse examples of
- concert overture may be cited: (1) Beethoven's Coriolanus Overture

,a.nd Egmont Overture are incidental or entracte music to plays
- {2) Mendelssohn’s Overtuie to “A Midsummer thkt: Dream”™
belongs to the category of entr’acte music. The whole work, inchud-
ing the overture, is an orchestral suite because of its several move-
mients and its descriptive nature.”(3) Mendelssohn’s Hebrides Over-
ture is descriptive and programmatlc. (4) Brahmg's Academic Festi-
~val Querture is occas:onal mus1c, ie, written for a parucular event '

S ar occasion.. -

- SYMPHONIC VARIATIONS. Though not completely abaﬁdoned i
the 1gth century; variation form was not one of the ‘most extensively
employcd for the symphony orchestra, Notable ‘examples of, sym:~
phonlc variations are: Brahms’s Variations on a Theme by Haydn,
- César’ Franek's Symphonic Variations for pianoand orchcstra, :
D’Iﬂdy I:m:- T/'ammom‘, and Elgar 5. Emgma Varmlzmzs '
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PoruLar Ty¥ees oF OrcHEsTRAL Muste. Considerable quantities of
" a more popular type of orchestral music were written in the -1gth
century, The most important of these are the Viennese waltzes of |
Johann Strauss (1825-1899). Other types of orchestral entertainment.
music, replacing the classical serenades of the 18th century, were the
ballet suites and opera sultcs, and potpourrl overtures from stage
- works. - R

Principal Compaosers, Woiks, Styles. Thc pr1nc1pal contnbuuons
to symphonic literature in the Romantic period came from Germany.
In the second half of the century, however, France, Russia, and
other countries began to contribute to the enormous llterature of
that period. ' '

_ BeETHOVEN. 19th- century symphonic literature begms with Beethc»"
ven. {See Chapter XXLy -

Scarvgert. Schubert wrote 8 symphonzes and 8 overtures. He em-

_ ploys a conventional. orchestration of the late Classical. pcnod and
 classical symphenic form. His melodies are great, showing the typi-
cal lyric, songlike quality so characteristic of Schubert, But there is
a deficiency of technical resources in his music and a.decided lack .
of thematic development, his themes usual[y being merely repeated
or transposed His music is full of mgcmous harmony and. mod~_ '
ulations.. : : . S

Scrrumann. Schumann wrote 4 symphomes, 4 coricest - ov.':rmfcs,__
and a piano concerto, His orchestration is romantic but rather un-
inspired in its thick, drab texture with almost constant mixing of -
strings, woodwinds, and brass. His mélodic style is definitely roman--
tic as is also his freedom with the symphonic form. Strong rhythmic .
traits are noticeable, cspecxally his' use of syncopation and dottcd
thythms. : ' .

MEeNDELSSOHIN, Mendelsscahn wrote 5 symphomes, concert over-
tures, 1 violin. concerto, and 2 plano concertos. His syrmiphonic mu-

sic leans.rather heavily npon programmatic ideas: His orchestration
is clear and bright, particularly in the very characteristic. schcrzt)____'-
style he “developed by the use of woodwmds 'md light strmgs in
high registers playmg rapld hgures. .
) BERLIOZ Berlioz, the most famous French symphnmst of the ﬁrst
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half of the 19th ccntury, wrote 4 program symphonies ;md 5 dra-
. matic concert overtures; His chief contribution to symphonic music ']
is in the field of instrumentation and orchestration.. In addition to
- advancing a more colorful orchestration in his music, he wrote a
treatise -on -orchestration that in many respects is still- standard
today He is one of the chief exponents of symphonic. program !
- music, an example of which is his Fantastic Symphony. In this and |
- other works he uses the idée fixe, a sort of leitmotif recurrent |
throughout the work. : C
’ ‘Brars, Brahms. is generally conmdcrcd the’ grcatest symphomc
. ‘composer_in the second half of the 1gth century. He wrote 4 sym-
.'.._' phomcs, 2 symphonic overtures, symphonic variations, 2 serenades,
i 1 violin concerto, 1 double concerto for violin and ceﬂo, and 2 piand
concertos. Rich, full, and varied color characterizes his orches-
“tration: His harmony is likewise rich and full, and often somber.
" Brahrns is a great formalist and his symphonies show mastery of -
" “architectural proportions. Other prominent features of his style are -
“the use of widerange thematic material, important contrapuntal”
qualmcs use of crossthythms and rhythmic modification of the-
' “matic- material;- and the use of root and ﬂurd without - the fifth in .
o chords and themes. ST -
. Liszr. The principal contnbutmn of L1szt to symphonlc 11teraturc
is the symphonic poem, in which form he wrote 13 works. In addi-
..“tion be wrote a Faust Symphony. for orchestra, tenos solo and " fale’
* chorus. Vlrtuomty plays an important part in Liszt’s orchestral sty!e :
* - This is, of course, aso evident in his concertos for piano in Ely-and
. A His melodies are often romantic, sentimental. His rhythmic style
. is often influenced by Hungarian patterfis His harmony is character-
*istically chromatic. His formal structures are rather ]oose, rhapsodlc, -'
~and improvisatory, - : S
" Bruckner. The symphonic- works of Anton. Bruckner (1824—
1896) consist of an carly overture and 11 symphonies, 2 of which:
©-are mcomplett. Austrian romanticism and Schibertian style of -
" melody are. characteristic of his symphonic music. He uses Wag-"

»'herian Orchcstratlan and harmomc style. The -great lcngth of hxs
formal 5tructures is notable i :
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MAHLER Gustav Mahler (1860-1911) wrote 10 symphomes (the -
last incomplete), of which No. 8 (the Symphony of a Thousand)
- is the most famous, as well as Das Lied von der Erde, 2 song cycle -
for symphony orchestra, tenor, and alto. Romantic sentimentality
. s present-in most of his music. Like Bruckner, he employs a
‘Wagtierian style of orchestration and harmony. He makes consider-
able use of solo instruments and solo ‘voices (in- Symphonies 2, 3,
4, and 8). His symphonies, like those of Bruckner, are of extraor-
dmary length - ~

- Stiauss. Richard Strauss (1864- ) is a transitional ﬁgiJre whose :

music.represents a continuation of Wagnerian orchestral traditions
_ and the- symphonic poem into the realm of modern heoromanticism.
(See- ‘page i72.) His principal orchestral works are: Tl Fulen-
. spiegel, Don Juan, Also sprack Zarathustre (“Thus Spake Zara- ..
thustra”), Don Quixore (fantastic “variations for violoncello and -

oorchestra), Ein Heldeﬂlfbm (“A Heros Llfe 3, and Sympkoma. |

Domestica. - R

"French Symphomc Literature. Relatweiy few Frcnch composcrs_ N
~of:the 1gth century are included in’ standard symphonic FEPETLOry,
-and they.are all from the second half .of the 19th century, To sum: -

marize the principal symphomc contributions of this school: Saint-
-Saéns wrote's syniphonies, symphonic poems, and 2 orchestral suites. ..

Lalo is noted primarily for his Symphonie espagnole for violin solo
and orchestra, César Franck’s Symphony in D Minor continues to be
popu]ar “His pupll ‘Chamson, wrote I symphony D’Indy wrote - -

program symphonies, symphonic poenis, and 3 symphonic’ over- "

tures. Bizet's L Arlésienne Suite is his most popular orchestral work. .
Russian Symphonic Literature. Rusman symphonic literature be< .

gms in the last quarter of the 19th ccntury Its expansmn parallcls ;

the development of Russian nationalism.” : L
~Tscrargovsky, The highly romantic works of Peter Tlich Tschai—- o

kovsky (1840-18¢3) have enjoyed a pppularlty out of proportion to :

their. artistic merits: Tschalkovsky wrote % symphomes {(including

the Manfred Sympkony), & orchcstral siites, 11 symphonic poems’ -

‘and overtures, 3 piano concertos, thc bcst known of which is that'in
B- fla mmor, and the v101m conccrto m D ‘His melody is romant;c, 5
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- andonly partly Russian in quality. His harmony and orchestration
.~ are basically. German. His symphonic works all reveal structural
weaknesses, particularly in long passages of aimless padding and
* repetition, In all his works there is to be fmmd brooding melancholy
-~ and noisy ebullience, '
* Ruusxy-Korsaxov, Of all symphonic works by Rimsky«KorsakOv.
(I844—I908), the orchestral suite Scheherazade is the best known.
" He wrote 3 symphonies, of which Anzar is the most. famous; as w_cll _
~ -as symphonic poems, and overtures. His most significant contribu-
.. ton is his masterful and brilliant orchestration. His treatisc on or--
".chestration is standard, His music is characterized by Oriéntalism,
and exotic harmony and subjects. He is also ong of the most promi-
~ nent exponents of Russian nationalism. '
Moussoresky. The symphonic music of Modest Moussorgsky
(1830-1831) is not extepsive, but it is important in that it shows
-~ signs of departure from remantic styles toward a more modern Rus-
- ~sian idiom, His principal orchestral work is the symphomc pocm |
Nzght on Bald Mouniain. '
. Oruer Russian Comrostrs, Alexander Bomdm (18334887) wrote
3 symphonies, a few symphonic poems, the best known being T4e
- Steppes of Central Asia, Balakirev {(1837-1910) wrate 2 symphonies,
. 3.symphonic poems, 3 overtures, and 1 orchestral suite. These- arc
. rarely performed on symphony programs. y
 ‘Other Symphonic Works of the 1g9th Ccntury. A fcw addmonal
. composers and works should - be mentioned: Dvotak’s Symphony
from the New World, Grieg’s Peer Gynt Suite, Smetana’s symphonic:

cycle, My Fatherland, Albcmz s Iberian. Smte, and E!ga.rs Emgma
Var:anon:

Chambcr Music

3 Chamber music, on-the whale, was one of the least popular med:a
durmg the 19th. century, The limitations of chamber music media
- point toward the absolute rather than the emotional ar program-
- matic; toward the objective rather than the subjective, toward the
classxcal rather than the romantic spirit, Nevertheless;. sore great
o j- chamber music was. composcd in. chc Igth century.
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 Summary .of Principal 1gth-Century Chamber Music Composers.
Becthoven and Brahms are the two greatest masters of Igth-century
chamber music. - The following summary of the works of the princi-
pal composers of chamber music shows a variety of mstrumental_ :
combmatlans. :
BEETHOVEN. Becthoven wrotc 1o vieolin sonatas, 5 ccllo sonatas,
" 6 plano trios, 4 string trics, I horn sonata, I string qumtet, and 16
string quartets.
Scrussirt. Schubert wrate 14 strmg quartets, 2 plano tl'lOS, a quin-
tet, a. sr_rmg quintet, and an octet. o
SCHUMAN'N Schumann wrote 3 strmg quartets, a plano quartet,
'a plano quintet, 3 piano trios, 2 violin sonatas, and aumerous ro-
- manzas; fantasies, etc,, for various instruments with piano.
Mevrissory. Mendelssoh’s output - in “chamber music’ was-7 -
stnng quartets, 3 plano quartets, 2 5trmg qumtctS, 2 strmg tnos,_ _
- a violin sonata, 2 cello sonatas, an octct, and concert vartatlons for E
'.ce]]c-andplano S : -
Branms. Brahms wrote 3 smng quartets, 2 string quintets, 3 pmano'.
-quartets, a piano qumtet, 3 piano trios, a ¢larinet quintet, a- Horn.
Trio (for French horn, piario, and vielin), a clarinet trio, 2 clarinet
sonatas, 3 violin sonatas, 2 cello sonatas, and 2 sextets. In addition
to the extensive literature for chamber ensembles, Brahms also wrote
some significant organ music: fugues and chorale preludes. -
Franck. César Franck wrote 1 string quartet, 4 “string’ tr1os, and '
a piano quintet. His organ music s’ of substantial value ' '
Faurf. Gabriel Faure wrote 2 piano qumtets, z plano quartcts, :
andapxanotrm. S I




CHAPTER XXVII'

Summary of P ?‘émzpdz Comﬁméh”

B TI:IE principal composers of the.1gth century have been mentioned

*in the foregoing chapters of Part Five in connection with each of

~the principal fields of musical development. The fo'llowihg sum-

9

- . mary lists the great masters of the period according to country ‘and

... the fields of musical - act1v1ty and’ ch1ef contnbutlons to’ musma] |

: dcvelopment

. Gérmany. Germany is the Icadlng country of the Igth century, and' .

s represented in all fields of music,

. BeETHOVEN: transition from c]assxcal to romantxc, symphon}f, |

S sonata and chamber music. .
-~ WEBER: romantic opera and symphomc works; some pxano musm
SCHUBERT: song, piano music, and symphony.

SCHUMANN: song, piano musi¢, and symphony, Schumann is also |
- the most noted igth-century-critic, As editor of the Newe Zeizschrift

fiir Musik (“Ncw Musical . Journal’ ") he wrote many essays and

. valuable criticisms championing the cause of good music and musi-

- cians through the fictitious “Davidshiindler” (ie, thc somety of
David against the musical Philistines).

PR

M}:NDELSSOHN choral music, oratorlo, symphony, piano music,

] and organ music.’ Mendelssohn was also ‘one of the leadingcon- -

_ductors of the first half of the rgth century, In this connection- his

. .greatest contribution was the revival of Back’ s St. Martheds Passion
-+ in 1829, marking the begmmng of a great revival of 1nterest in
T Bach s music wh1ch had bccn forgotten for nearly a century '

. UL ey, _
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BRAHMS symphomc music,, chamber mus1c, choraI works, song,

piano and organ music.
Lrszy:: piano virtuosity in composxtlon and performancc, sym-

: phomc poem, numerous transcriptions. Although Hungarian by

birth, I..lszt really belongs to the school of German romantic com-

posers, - .

WAGNER music drama, opera.

Stravss: symphomc poem, opera, songs.

Italy. The sole contribution of Italy in the 1gth ccntury is Opcra,

" instrumental fields being almost totally neglected.

Rossivi: opera; especially «excelled in buffa opera.
" BeLumviz romantic Ytalian opera.
Domizerti: romantic Italian opera.
. Vorot: the greatest master of 1gth-century Italian opera, :
France. The chief contribution of France in the rgth century is-

“opera. In’ the second half of the’ Ccntury Instrumental music and thr:

solo song were developed.

MEyERBRER: romantic French opera.

- Beriroz: orchestration, program’ symphony

CHOPN excluswely a composer of piano music. Aithough Chopm
was Polish by birth and exhibits Polish nationalist traits in some-of

“his 1 music, he may be considered..as belonging to thc French schoo'

bccause of his residence and associations in Paris, ..

SAINT—SAENS symphony, apera;- oratorlo.

. Gounop: -opera, romantic church music. Lo _
“Franex : symphonic works,. chorus, organ. Although Franck was
Bdg‘aﬂ by blrth he, hkc Chopm, spcnt almost hlS cntlrc Life. m
Paris. = -~ .. - NEEIT :

- Fauré: song, plana mus1c, Reqmem. e

England. English music, which had been echpsed by Contmental
activities since the time of Purcell did not again rise:to a’ ‘position’ .
of eminence until-the 20th century. In the zgth century it was largcly
under the influence of German romanticism and later ‘of . French '
impressionism, despite certain’ nauonahstlc and md1v1dual trzuts that

appear ‘here and there, . = :
Sa.MUEL WESLEY (1766—1837) : organ mus1c, church msi




Ci66 THE ROMANTIC PERIOD"(1820-1900) -

- SamuL Sepastiay WesLEY (1810-1876) : English church music.

. Joun FIELD (1‘;82—1837) plano music (nocturncs predating Chopm
'Stylc) : '
WILLIAM STERNMLE B‘E.NNE’I‘I' (1816—1875) pxano and orchestral

- music.

* Joun STAINER (1840—1901) Crucifixion, cantatas, anthems.
" ARTHUR SuLLvan (1842-1900) : operettas. - :
-Craries H. Parry (1848-1918): oratorios, anthems, cantatas.
- . CHarces Stanvorp (1852-1924): Irish nauonahsm, church music,
- oratonos, operas, and chamber music. : ST
 Enwaro Ercar (1857-1934) : oratorios, cantatas, orchesr_ral works.
Russia. Russia came into the group of prominent musical nations
in the second half of the 1gth century when the strong current of
Russian nationalism began, -
© Grivrar Russian nationalist opera,

- “Tug Frve”: a group of Russians who cansciously fostered the
" spirit of Russian nationalism in music: Moussorgsky, “Borodin,
Balakirev; César Cui, and Rimsky-Korsakov, '

Moyssoresky: symphony, opera, song.

BORDDTN symphony, opera.

BALAKIREV: symphony, opera, piano. : :

" Rnasey-Korsaxov: brilliant orchestration, symphomc poem, opera,
onentahsm, and Russian nationalism. : S

. Tscrakovsky: ramantic symphonic works, opera, song.

* “RaCHMANINGFF: romantic - symphonic works, piane concertos,
- songs. .He was perhaps the last of the great piamst-cumposers of
~the romantic tradition.” : - o

Norway. Norway boasts of one famous composer: Grieg, who wis
& champion of Norwegian: natmnahsm in his plano ausic, plano
©“concerto, and numeroqus songs. S
~ Bohemia, The two Bohemian nationalists of the 19:?}1 century ase.

L Smczana in the fields of opera and. symphomc WOl‘ksz and D"‘J}ak
" i symphony and chamber musie.

: Spain. Working principally in the fields of orchcstral and plano

) "'--"mum:, the Spanish nationalists are Albéniz, Granados,. and De

B ,F aHa, thg last uamcd represcnung 20th-century Spamsh nationallsms
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Musu: in the United States. Music in America before 1700 was
largely confined to Psalm singing, partly because of the rigors of .
pmneer life and partly because of the severe attitudes of the Puritans.
- THE 181er Cenrury. Conceit life began in the second quarter of
the: 18th century in Boston, Charleston, New York, and Philadelphia,
‘Francis Hopkinson (1737-1791) may be considered the first native g
American composer. He wrote songs in the current English style,
- Musical activities were virtually halted by the period of the Ameri- |
~can Revolution, and the development of fative American talent
was arrested by the influx of European musicians. and composers N
' »who had the advantages of tradition and better training. - _
- Tne igrr Century. In the 19th century the influx of European .
‘musicians continued to increase. This was particularly true of Ger-
mans, musicians and teachers, whose romantic German culture col-~
ored the American niusical point of view. The result’ was that not
until the 2oth century was there any considerable development of” -
indigenous Américan art music. A native American style did de-
~velop, however, in the field of entertainment: the minstrel show
"with its strongly flavored:Negro style: The folk-like songs of Stephen -
Foster (1826-186). are also truly American, although somewhat- .
limited to Southern melodic style and subject matter. In the sccond -
_ half of the 14th century there was a beginning of a real school of .
- American composition which was to flower in the 20th century, The -
.prmmpal names  connected’ with the development of American -
© composition in the late' 19th century are: John Knowles Paine -
-(1839-1906), whose symphonies ar¢ basically German and. solid in’
. worki:nanship, his pupils, Arthur Foote, Frederick- Converse, . John N
~ Alden Carpenter, and Daniel Gregory Mason; others of the- New '
England group, Chadwick, Parker, Whiting, Kelley. Because of his -
“individuality of style Edward MacDowell (1861-1908) is cons1:dercd'
~one of the most important American composers of the 1gth-century. =
He is noted primarily for ‘his piano music and his second. plano '

FOHCCI to.
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CHAPTER XXVIIT

General Considerations

rE*IE first half of the 2oth century is a revolutionary period in the
history of music, comparable with the ars nova of the 14th century
-and the nuove musiche at the beginning of the 17th century.

‘General Historical Background. The first haif of the 2oth century
is dominated by two great wats: World War I (1914-1018) dnd
World War 1T (1939-1945). Tremendous scientific and mechanical:
progress has affected ‘the entire civilization, begmmng w1th_ the
advances of electrical science, radio, the airplane, and ‘achieving
_jet prapulsion, radar, and atomic energy. In the arts and literature
the modern spirit is represented by a return to objectivity, realistic”
expressionism, and functionalism. This spirit is expressed in the -
~works-of such artists as Picasso it pamtlng, Frank Yloyd Wright -
in architecture, and by many dwerse points of view in poetry and
'htcrature e . T

The Dcvelopment of Modernism

Modernism in music may be braadly. defined as that in wh1ch
there is manifest some aspect of musical style or form that departs
- in some significant respect from comirion practices of the precedmg .
period, Three pcrmds in the development of modermsm in music
can be seen. '
- 'The Late Igth Century (1880—-1900) Tris 1rnpossﬂ:lle to say at just
. what time modernism was first manifest. The last two decades of - |
- the roth century show definite’ signs of departure from gegeral -
~ 1gth-century styles, although the latter continued to°dominate mu-
- sic well into the 20th century. Reaction against the dominant Germian, -
e g .
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romannc tradltlons was manifest in two channels: (1) natmnahsm,
=~ in'which other European countries championed their own natios-
- alistic styles, particularly in Russia, and (2) the developments of the S
'_-French school of impressionism, the central musical figure of whlch_
~' -.-_1s Cliude Debussy. _
:- 'The Early zoth Century (x900-1974). The period, roughly deﬁned.f._-
2 beginning with the turn of the century and continuing to the
. -opening of World War 1, is one of open revolt against German
romanumsm, and is marked by -radical experimentation. Here. the L
.new stylcs were predomlnant although much conservative romantic -
. -music, was ‘stifl “being written and played. The most important - .
.. pioneer composers of thls penod are Scrlabm, Stravmsky, and' -
Schanberg,” - ' &
- The 'Present (1918—1947) Although we are too close to get an ad& .
:Z'-'quatc perspective of it, the period from the close of World War:]
. (during which fausical activity was retarded) until the - close’ "of ;
'World War. 1§ seems to be one of assimilation of new prlnClplCS
- -Thls is-confused by the fact that much experimentation still goes. .
-+ on, and romanticism is not comp!ctely abandoned. But there is cleat .
evidence of a. prevailing objectivity in music of the present penod s
. This is. manifest in the general restraint of emotional content, i
.-the mmphﬁcatlon of materials and structures, and in the g—reater. e
"'vattentmn to musical craftsmanship. In other words, a classical spmt .
_"prevails -and thls is called neoclass:c;sm

o

Broad Tendenmes of Modemism

. Neoromantu:lsm. The term neoromanticism is applied to the con-
tmuancc, if not the decadence, of German- romantic tradltmns--.__
"'_._Post Wagnenan style contmued well into the zoth century. If _15_-_-
.. ¢haracterized. by ‘a somewhat overripe emotionalism, enormous’ Of""_
" . chestras; great symphonic lengths, but also by advances in- harmonic .
~_.idiom and or¢hestratiori. The principal composers whose music be-.
".'_'longs largely to this category ate Mahler, Bruckner, Richard StrauSS: -
L a_nd in some respects Sibelius. . . B
Impress:omsm. A widespread movement in the arts took place 1r1'__'-
France ih the second half of the Igth century In poetry. (Verlalnes_'-:-j
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3 BaUddmre’ etc.) and in_ painting (Manct Monet, chas Renolﬁ;:
etc) new techniques were. developed that produccd velled ‘atmos-.

" pheric” impressions rathér than clear, dynamic expression. Thls_--"
| - movement carried over into music at the ‘hands. of chussy as a;

direct reaction against Wagnerian romanticism. Impremonwm is
"ot devoid of romantic elements, however. Impressmmsnc ‘muisic”
> may be described as having refinement, ‘delicacy, vaguenéss, -and
an over-all “luminous fog” -atmosphere: The .technical “aspects. of
.. impressionism will be. discussed . in. confiéction Wlth Debussy..in .
- Chapter XXX (sce. page 184). The' principal composcrs who used -
*impressionistic styles are- Debussy, Roussel, and:Ravel in- Francc,
~ Delins in England, Palmgren in "Finland, Scnabm in. Russm, -and -
Charles Griffes in the United Staies. s N _'
~Expressionism. The term expressionism, fike rmpressmmsm, .was' -
borrewed from art.-In general it was ‘intended to mean the expres-
‘sion of the inner self (i the subconscious). as opposed to Jmprﬁs-_'_'j
sionism as an impression of extcrnal things. Expressionismin-art, -
. -which gave rise to abstraction (e.g, Piet Mondrian, Brancusi’s Bmf_ﬁ__
-. in Space, ctc.) and surreahsm (Dali), found a parallcl in music
- around 1910 in-the. radical and highly- experimental works of such--.;\.;
Lomposers as Schonberg and his followcrs, chcrn, Berg, Krenck N
and others, Polytonality and atonality are special techmques of this -
broad tendency. Expressionism - lasted” unnl about 1925 when it =
was generally replaced by neoclassicism. - :
~ Neoclassicism. The last of the broad tcndenaes to dcvelop in. the'
first half of the zoth. century is that of rseodammm. More than;"'.\_ )
Deoromanticism, which s a continuation or a deterioration of -the
‘Romantic period;. neoclassicism- is a definite’ feturn - to: -4 classical
. point of viéw. Romantic subjectivity, thrown- aside, s replaced hy._‘:."-:
. @ modern objectmty It consists in. ‘general of a szmphﬁcatmn of
‘Mmaterial, form, and rhedium, sometimes to-the point of severity: .
- More spcmﬁcally, it is represented by ‘a recognition of ISEh—centurY:-. §
. ideals in. the use of countcrpomt anid formal clarity. but Clethed o
20th- -century harmonic’ idiom, ‘key -schemcs, orchcstranon, ~and '.
- meladic style.The :pringipal leaders in the’ neoclassical trends. are
Paul Hmdemith (counterpomt and forms); __SUaVlﬂSkY (mmphﬁc&
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" tion of style from about 1920}, and the modern Russian Prokoﬁtv

- ‘(simplicity and clarity of texture and form). :

" - American Jazz. Although distinctly a popular art, American.

 dance-band style, generally referred to as jazz, has had such a wide-
spréad influence upon serious or nonpopular music ‘that it may be -

- counted among the broad tendencies of modernism. Further, in view

~of its self-contained importance as a phenomenon of the zoth-century
_._Umted States, it will be well to consider its development, aside from
" its implications with serious art music. : : o
~Tue DeveLopment oF Jazz. Popular. music in the United States_' :
' has passed through several stages of evolution in its comparatively
. brief history. These broad currents of style often averlap and influ-
" ence one another so that the chronology is not always clear.
“-a.Ragtime. Popular music known as ragéiime, probably derived

7 from minstrel shows, makes its appearance somewhere in the late

zoth century. It is esscntmily a pianistic art characterized by promi-
nénce of syncopation in various patterns, conventional harmony -
(1, IV, and V), and regular phraseology. Ragtime bands originated
in New Orleans a little before the turn of the ceatury. They con-
 sisted mainly of small groups of Ncgro musicians who 1mprov1sed
.“upon ragtime tunes. -
. b. Blues. A style type of popular rausic known as bfﬂt’f influenced
. both ragtime and later jazz. W. C. Handys “Memphis Blues”
(1900) and his famous “St. Louis Blues” (xgr4) are early cxamples'
of this style. Blues style is unquestionably of Negro origin. The
* subject matter deals with an atmosphete of self-pity, a lost or absent- -
lover, etc, Blues style consists of the following features: (x) predomi-
nant use of twelye-measure periods- mstead of the more conventional
" eight and sixteen, (2) preponderant use of major keys, (3) empha- -

sis upon plagal or subdominant. harmonies, (4) use of the lowered

~ third and seventh degrees in the melody and harmony, (5) waver:
. ing above or below true pitch, and (6) progressions of dominant
- seventh chords, known as “barbershop harmony, a style now con- -
L jsudercd obsolete; : - S
e Jazx: The elements of the style known as jazz began to make
thr:lr appearancc around 1910, derived from ragtimé and bluts
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came -2 distinct “style in.the 1920’s with the beginning of
' bands (Whiteman, Ted Lewis, Guy Lombardo, etc.). In - .
; jazz. is essentially an orchestral art in terms of arrangement -
ercial arrangements called “sweet”. or “straight” jazz) or
isation (called “hot jazz”). The arranger or the performer
ecomes more important than the composer, the original
“and harmony begoming secondary in importance to dts
nt. Other characteristics of jazz in general are:. (1) a more

nore melodic, and more vocal melody than that of ragtime,

istained melody over a throbbing accompaniment, (3} super- -
ion of complex rhythmic patterns, (4) more major than mi-
nalities, (5) use of added tomes in harmony (particularly
led sixth and/or second degrees in the final tonic), (6) par-
» or seventh and ninth chords,(7) instrumentation: tittle use

gs, prominence of percussion, woodwinds (particularly saxo=

and clarinet), and brass (trumpets. and trombones with or

¢ mutes), and special instmmcnts.such- as the banjo (uscd'-\ o
1920’s, later replaced by the guitar), vibra-harp, etc. Special "~
n should be made of a pianistic development which began S

“middle 1930's, called boogic-wwoogie. This- consists of a
y rhythmic ostipato figure carried in the bass ‘over -which
ht -hand carries variations in diverse figures. The term swing
 implies a later style (Benny Goodman, ¢. 1935) of jazz of
- improvisatory nature: - R T

uENCE oF Jazz. The ihdigenoué popular styles outlined above .

ad a widespread influence upon serious music. This influence

e seen largely in (1) instrumentation, (2) certain harmonic’ -

s, (3) rhythmic styles, and (4) use of blues. Concert jazz in
forms began with George Gershwin's: Rhapsody in. Blue -

L Other éxa':rnples of rather ambitious ert_;plbjim;pt_ of jazz © B
are his Concerto in F and Morton Gould’'s Chorale and Fugue . R

2 (1936). Evidence of employment of jazz or. popular-styles - =

ous works is to be found in Stravinsky's Sacre du printemps '

. of Spring”) and Histoire du soldut (1918, movement en- . -

“Ragtime”), Carpenter’s Skyscrapers and Krazy Kat (ballets), S ;
s Sonata for V\z’of_z'rz'and-P'rma and Concerto far Piano, Miiﬁ_ R
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hauds baﬂcts Le Boezef sur le roit and La Creatmn du mona’e,
. K¥enek’s jazz opera Jonny spielt auf, Aaron Copland’s Concerto
. for chmo and Orchestra and M usic for the Theatre, Constant Lam-
bcrts Rio Grande {1928) for voices and orchestra, Gruenbergs
. Daniel ]azz for small ensemble and solo voice, and Shostakontchs .
Smtc for Jazz Orchestra (1934).

Fields of Musical Actlwty

The 20th century has scen some important changes in the relative
1mp0rtancc of various musical media. It has also seen the rise of

* . new musical outlets: the cinema, the radio, and the phonograph A

mdespread interest in music is.also signibcant, - . -

* . 20th-Century Media. In generat, mstrumcntal music. stxll domlnates

- the ﬁcld

SympHONIC Musie, The symphomc forms that were . deweloped mo
- the 1gth century continue to be used in.the 20th century: the sym- - .
phony, the symphonic poem, the symphonic sultc, and various -other
" less important forms. = - - -

~ Cramper Music, There has been a s1gmﬁcant revival of mterest-- .
in charber music, particularly from about 1920, in connection-with .~

. neoclassical trends. New instrumental combmatmns have bee.n ex~
“ploited.

‘Prano MUsIc. Piano. music in O‘encral does not hold as prormncnt
a place as it did i in the 1gth century. chcrthcicss, much mgruﬁcant
modern piano musm has been written. - :

© CroraL Music, A renewed interest in choral music ‘is to- bt seen
in the 20th century. There has been a revival of interest in’ renais-
sance a cappellz choral music and a considerable new literature in
-this medium has. been written.: Large choral forms with symphon}? '

" orchestra {e.g,, Stravmsky s Symphony of Psalms) are being writtern.

SDLO Sone. Neither the output nor the popularity of sole song is
as'great as in the Romantic period. The solo voice with chamber
music combinations has had a conmderable vogue (c. g, Vaughan
Wllhams On.Wenlock Edgf)

- Barer: The ballet as a separate form not conncctcd wnh opcra

has had a. trcmendous growth of popularlty in thc 20th century. Tht
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Russran choreographer Draghrlcv is the most 1mportant leader- in
thi§ modern renaissance of the ballet, A long list of important bailet. -
" music (presented in symphonic concert form as weil as in complete
ballet form) began in the 20th century with Stravinsky's Firebird-
(1910, Petroushka (1912), ind Rite of Spring (1913). There is an
almost. contmuous productlon of ballets and ballet music up to the ._
prescnt. : o : : S .
~Opera. Although there have becn some. notable productions in’
the field of modern opera (e.g, Debussy’s Pelléas et Mélisande, _
Strauss’s Der Rosenkavalicr, Berg’s Wozzek, Hindemith’s Cardillac,
and Shostakowtch’s Lady Macbeth), there has heen a sharp falling
off of - interest in this medium in general. For the most part, Igth-
century ‘opera still dominates the repertory. ' '
Musical Outlets. In addition to various musical media thcrc are
-new musical outlets that have affected 2oth-ccnmry music in one.
“way or- another. - ) : : c
Rapo. Radio broadcasting has had a trcmcndous influence upon'
creative and interpretive music. Probably more than any other fac: -
tor jt-has created an interest in music unknown to such extent in
“any’ previous period in ‘music history. Radio music, in addition to
concert broadeasts, includes specially commissioned works for radio -
performance (e.g-, Roy Hairis’ Four Mmu:e: and Twenty Seconds), ~
mcldcntal music, commercial “theme songs, > background music for
radio plays, advert1scmcnts ete. : ' '
-€mEMa. Although music has come to be uscd extcnswciy in ﬁlm_
productrons it is of little 1rnportancc to the development of serious -
art music, It is an agent for popular music of the revue type. The . 5
efforts of serious composers have turned to some ektent to the writ- "
ing of background music for motion plcturcs, “but thls has rarely B
‘become a factor in-concert music, . . = .
PHONDGRAPH Recorpmvg. Another 1mportant ‘tnusical agent of the- -~
'QJDth century is the phonograph Tremendous expansion, of the
._ rccordmg industry has further increased _public mtercst in- musrc,.':_':
in both the popular and serious ficlds. ) BN

Gebmuchsmusxk The Germm term Gebmmb:mm:l( or func—
:llonal music” as it may bc r_ranslatcd cxprcsscs anothcr 1mportant iz
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aspect of 20th-century music. It represcnts a conscious eﬁ"ort on the
part of composers to lessen the breach between modern music and
" the musical public. More specifically it means music in a simplified
" style for performance by musical amateurs. It also implies. music
- written for special purposes or particular occasions. The leader of

N the Gebrauchsmusik movement is Paul Hindemith, although the

_idea has had a widespread acceptance by many modern composers.



CHAPTER XXIX

5‘ peczﬁc Afpeﬁx 0f Szjyle

I'r is important to keep in mind that no one of the revolutionary
aspects of the 20th century—either. the ‘broad tendencies considered
in the preceding chapter, or the specific features of style to be con-
sidered’in the present chaptef—reprcéents all modern music, which
is a complex stream of crosscurrents and eddies. :

Tonality. One of the most significant ‘aspects of modern mus;c.-_
concerns new concepts of tonality. T

Expanston -anp Moprrication or ConvenrionaL Conceers. De-
parture from conventional tonality began in the 1gth century with
the use.of more and more remotely related keys within a’ composi-
tion;"and’ with the practice of obscuring tenality by means of pro-
longed modulations and chromatlc:lsm (Chopin, cher, Franck,
Wagner, etc:). - '

MuLToNauTy. A typical feature of 2oth—century tonality is the
use of numerous remotely related: keys introduced one after another
with daring modulations . or even without -any modulatlon This
common practice may be rcferrcd to as muldtitonality, as opposed to”
the more commonly employcd term polytonahty, to bt: explamed _
latcr. R . N o
NEO'\«IOIDALITY A departurc from thc convenuonal ma]or and mmor__
diatonic scales led to the use of the old church modes. These are

c‘Ileoyed not in the strict sense but freely in modern -settings and

for ‘certain archaic cffects (Debussy, RaveI Vaughan Wzlhams, o

et’ al) ot : . L
New Scars. Sysmms Composers further dcparted frorn corwcn-_-___ '
tional scale systems by experimenting with new scale patterns, One
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' of these i is the wﬁo!e tone :mle (a scale of six tones within an octave,

. each separated by a whole step) which, however, is never employed

*exclusively throughout a composition, but more for special effects.

~ ‘Debussy was the principal composer to feature this device, Adapta-

. tiois of various Oriental modes have bccn employed (Rimsky-
Korsakc-v, Roussel, ez al.). New scales have been mvcntcd (R
+ Strauss, Busoni, ef 4l.). _ :

PoLyronavriry. A more '::xtrcme innovation of the 2oth century 18

the ase of two or more keys simultancously, called bitonglity (in the -

- may have had its origin in prolonged pedal point and then in mul-
 tiple pedal point(i.e., two or more tones held through a passage of
~changing harmony). Polytonahty is seldom employed throughout

- one composition, The result of polytonality is great dzssonance and

. :the obscuring of any tonal fechng

- case of only two keys) or polytonality (for several keys). This idea -

i

AronaLity. The most cxtreme’ innovation of the 20Lh century in

- regard to tonal practices is atonality, which implies a complete nega-

‘tion of any tonal feeling at any time in a composition. The outstand-

ing technique employed toward this end i is the twelve-tone system
devised by Arnold Schénberg and taken up by a school of atonalists

" {Webetn, Wellesz, Berg, K¥enek, ez al.). Atonal music is consistently -

-and extremely dissonant, consonance being studiously avoided be-
 cause of its- dangerous mplication of key feeling.. B

: 'NEw Drvisions or ThE Scace. Fantastic rather than practtcal ex-
perm:lcnts have been carried on in the direction of dividing the

octave inte more than twelve equal parts. . Quarter tones (24 different

 pitches to the octave), eighth fones (48 different pitches to the
- octave), and even sixteenth rones have heen used. ‘Because such

-+ division is 1mpract1cal from the standpoint of instrumentation and .

“notation, and because it is too remote from auditory tradition it has

_ refmained Withln the. realm of: expenment The principal exponents '
. _~of quarter-tosie music are Alois Haba and Hans Barth. The Mexican

- Carrillo has produccd some fantastlc music in. su{th tones, elghth

- tones, and sixteenth tones, - . . LT

oo Harmony. Modern’ harmony in general makes more extenswe usc
o of sharp dlssonance. Lo L

|

|

i
b
;
1
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* Crorp ConsrrucTion. From the. earliest dawn of harmonic con-

cepts ¢ chords have been built in thirds. The zoth-century experiments '

‘have produced chords built on other intervals: fourths (Scriabin),
fiths (resulting from inversion of chords built on fourths), sevenths,
and ‘seconds. ‘A group of adjacent tones (chords built on seconds)

sounding sitnultaneously is called a zome cluster (Henry Cowell,.
Leo Ornstein, Charles Ives, e al.). Chords without thirds (open '_
ffths and- octaves) have been used primarily for archaic effects. -
Chords arc also built on altered degrees of the dlatomc scale (c g.,.

in C:major such a chord as Di-F-A- C#).

CHORD Procrussion. E volutmn of practices in regard to chord pro- -

gression has been almost continuous' from the chmnmg of part

music, Perhaps -the most radical changcs have taken place in the
2oth ‘century. Elision of chords in an “otherwise conventional pro-
gression is. fairly common. A more, radical device is the use of -

parallelism which violates the “rules” of conventional harmony.

This consists of open fiths, triads, seventh chords, or ninth chords -
moving in parailel motion, This 1s referred to as chord streams. Still -

another aspect of 2oth-century chord progression is the use of unusual .
root progressmns raot progressmn by. ha]f step, or by auomcnted o

fourth, ete.

Mixep Crorbs, The use of two dL&'erent chords soundmg sunul

taneously is found as far back as the 18th century or earlier as a

resule of double of triple suspensions. For example, a cadential’

meastire might consist of the ton¢s C-E-G combined with the tones
B-D-F in which the latter resolve to: the former. More extcnswc_

apphcatmn of this principle led to mized chords or mzxed harme tmy -__::_

It:is also an attribute of bltonahty Lo : :
NEW TREA’IMENT or DIssoNANCE. Departurc £r0m convcnuonal

treatment ‘of dissonance: begms with a freer use of nonchordal or: -
nonharmomc tones (passing tones, appoggiatura, suspensions, etc. )'_:':
intheir preparation and reésolution: This led to freely introduced and - .-
unrcsolved norichordal ‘tones, and finally to what is: now called” .
added tones (e.g., the chord C-E-G plus the tone Db)/ In generai

‘modérn_harmony:is ctaracterized by sharper dissonances and. pro- -
1ﬁngatlon of dlssonant matenal Thls may be broucrht about by any..-.' ;
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of the above-mentioned harmenic practices, by bitonality, atonality,
and as a result of clashes of independent contrapuntal lines in zoth-
century counterpoint. . __
* Modern Counterpoint, One of the most significant developments

. of the 20th century is the revival of interest in polyphonic writing,

an attribute of the neo'r-:l'ass\icial tendencies of the present, -Ba'ro_quc
~ contrapuntal forms are again employed (fugue, canon, cantus

firmus), but with the linear freedom allowed by modern harmonic

. concepts. Greater attention is given to the melodic contour of lines, '
the linear aspect, than to harmonic effects. Perhaps the two most
- important names in. this field of development are Schénberg and -

Hindemith. A recent example “of Hindemith’s counterpoint is . to
be seenin his Ludus Tonalis for piano. . o ;
Meter and Rhythm. The zoth-century composers have exploited

. the field of rhythm and meter. In. general, the .characteristics of

- modern rhythm are: (1) greater complexity of rhythmic structure,
(2) greater variety of rthythmic patterns, and (3) greater elasticity
of rhythm. ' T

"o NEw MeTric - ScHEMES. There is a prominence of new . metric

schemes in 2oth'-century'music. Time signatures such as five-cight, - .

~ seven-eight, and ten-eight are to be found. Also, by use of decents an

cight-eight measure may consist of irregular accents: 3 3 2*(rumba),

323,233, et Various metric schemes are sometimes combined

* to produce polyrhythmic music-or, more correctly, polymetric music

(e.g., the three-four in one part against fourfour in another part at
the same timc). el T . . . o

" Nowmerric Muse. A révolt against the monotony of incessantly -

" recurrent measures of equal length is definitely manifest in the zoth

century, sometimes expressed aptly by the phrase “breaking down

the tyranny of the bas line.” A return to the free nonmetric thythms
of plainsong was sought through several means: (r) abolishing the

' bar line altogether (nct practical for ensemble music), (2) frequent

- . acrdss the bar line. Ly S
~+ - = Melody. On the whole, meladic style has-undergone less radical
o ch’ange thap that'o’cturri_ng in other elements, Importance of melody

change of time signatures, and (3) use of accent arks-and ties
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SPECIFIC ASPECTS OF STYLE

tanges from its paramount function in polyphonic music to a rela-
tively few instances where it is insignificant or even absent (Honeg-
ger's Pacific 231 and Mossolov's Iron Foundry). Perhaps the most
natable feature of modern melodic style is a tendency toward more
extreme angularity (use of wide interval skips in the melodic line).
A melodic style that might be termed dissonant i§ not uncommon .
(i, a melody in which there are numerous skips of dissonant inter-
vals—major sevenths, minor ninths, diminished and augmented
. octaves, etc.}, Still another characteristic of much 2oth-century
‘melodic material is the use of brief motives, or fragmentary melody,
“rather than a continuous melodic line. Of course, ‘melodic style is
alsa affected by such trends as ncomodahty, wholc—tone scale, twelve-
fone technique, etc. _

. Form: No essentially new forms as such have developed in the
first half of the 20th century, Treatment of formal structures is even
freec than in the rgth century. On the other hand, formal structures °
 generally show a definite trend toward simplicity and clarity. This
-is another attribute of the neoclassical trends of the present, Formal
clarity is achieved by a general shortening of length of compositions, '_
by. elimination of nonessentials, and by a more economic use of ~
!naterlals. T




CHAPTER XXX
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. _ Francc : R
General Consxdcratmns The 20th-century revolution in music

ST begms in France Impressionism is the point of departure from
7. German romanticism. French innovations were largely in the.field
- of harmony and orchestration. Instrumental music became. more.

.'1mportant to French music than it was in the 1gth century.
Debussy and Impressionism. Claude Debussy (1862-1918) iden-
tified himself with the impressionist movement in French art and
produced a highly original style. His innovations became the tools
~ of impressionist technique, . . - : R
Styie. Impressionism in music is. cha:actcnzed by the fol]owmg

o “devices and. elements: (1) the use of neomodality, (2). the use of

' triads without thirds (i.e., open fifths), (3) the use of parallelism,
- (4) new chord progressions, (5) the whole-tone scalc, (6) extensive
use of ainth chords, (7) general vagueness of form, (8) free rhythm
and less prominence of bar-line regularity, (o) long, flowing melodic
. lines, (10) the wse of pseudo-Oriental and Spanish color effects, and

. {11} "in-piano music a special cffcct by mmukancously usmg thc
extréme registers of the instrument. - oo '

- Mazpia, chussys principal fields are piano music (mostly free
prcludes and descriptive plcccs), orchestral works (tone poems and \
- impressionistic suites), songs, an impressionistic opera Pelléas - et

" Mélisande, and an impressionistic choral work, La Damouselle élne.

- Ravel. Maurice Ravel (1875-1937) combined impressionistic tech--

e nique with his- own individual traits. He s considered by ‘many,

R half of the 20th ccntury

" .-authorities to be the most 1mportant Frcnch composer of the ﬁrst

:1.84'--
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-+ Srevs, His stylc consists of (1) all impressionistic devices, but less -
whole—tone scale, and more use of the eleventh chord than Debussy,
{2) greater clarity and simplicity of form, (3) important develop-
ment of orchestral color, Ravel being one of the greatest orchestra-
tors the 20th century has yet produced, (4) prevalent use of Spanish
rh)’ﬂlms, harmony, and color, (5) a sparing use of dissonance,
(6) fondness for baroque forms and styles (derived from Couperin,
Rameau, etc.), and (7) a sparing use of polytonality. -
- Mznia, Ravel wrote orchestral music of all sorts, piano music and
plano concertos, chamber music, and the ballet Daphnis er Chloé,
“Roussel, Albert Roussel (1869-rg37) was, on the- wholc, more
progressive from a zoth-century point-of view than Ravel. :
- SrvLe. Roussel’s style is eclectic, consisting of 1rnprcsmomst1c and -
contrapuntal elements, and an -apparent influence. of Stravmsky
-Strong Otiental flavor is apparent, probably acquired from his visits -
to the East when he served in the French navy; After 1910 harmonic -
dissonance and contrapuntal elements became more promment in:
his music. . _ - S -
*Mep1a. Roussel wrote an Onental opera-bailet Padmavarz, thrce' :
S}'mphomc poems enntled fﬂomtzons, conmderable chamber musu:,"
and songs. - . . - : : - .
~Eric Satie. }Lric Satie (1866—1925) is noted pnmanly for hls _
‘humorous satire against ‘musicians . and -people - taking -music too
scriously. He used- grotesque. titles. (Picces in the Form of a Pear,
Unpleasant Glances, etc.) He made early uses of polytonality and
atonality; although these are not consistent factors in his style: Satie’ °
was a strong influgnce upon the group of French composers known - -
ds “Les Six.” His works are” mostly piaao p:eces He also wrote
'some orchestral musie, baflet music, and songs.. - S
““Les Six.” A group of six French rausicians came, ‘into prommcnce_
in the 1920’s as champions of modern F rench composition. They are -
Milhaud, Honegger, Poulenc, Aunc, ‘Durey, -and Tailleferre.” Exic -
Satie was the leader (although ot a member) and Jean Cocteau, .
arcritic, was ‘the literary’ spokesman-of the group: “Harmonic:mod- - .
ernistm,’ polytonahty, aud ]azz mﬂuenccs are tht c}uef attr1butts of

then' style. o
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. Darius Milhaud. Darius Milhaud (18¢g2~ -} is perhaps the most

g 'promment of “Les Six.” He now resides in the United Statcs (Mllls -
- . College, California).

Styre. Milhaud’s style is charactenzed by (1) mﬂuencc of Ameri-

- “can jazz and South American rhythms, (2) polytonality, (3) poly-
- . harmonic style, (4) influence of Stravinsky primitivism (Lz Créatzan
" . du monde), and (5) certain aspects of neoclassicism.

* Works. Milhaud has written much theater music. (1nc1dcntal :
music, ‘ballet, opera, etc.), orchestral pieces, symphomes, a comtic

" ballet-Le Boeuf sur le toit which makes use of South American Emd
- United States dance rhythms, and a ballet La Création du monde -
. in which American blues style is in .evidence (1923—bcf0re the .

* . Gershwin R}mp.fody in Blue).

Arthur Honegger. Although Swiss by birth, Arthur Honcgger-

. . {x8g2—. ) belongs to “Les Slx and is the onlyr other. promment
' _composcr “of the group. ' B

Styie, The linear inflience of Schonberg is ewdcnt aldnough

" Honegger does not employ the twelve-tone system. His music is

“often. polytonal with the resulting dissonant harmonies. . .-

Works. Honegger wrote: theater music, ballets, incidental music,

.. and orchestral works, He is principally noted for his symphonic
_ work Pacific 231 (1923) and a modern oratorio Le roi David (1923).

- Other Composers of Modern French School. There is a.long Jist of

- contemporary French composers whose work is less prominent or
less known because of its recency. The principal ones are: Paul
. Dukas, who is known principally for his amazingly modern-orches-
~tral work written in 1897 L’Apprenti sorcien, (“The. Sorcerer’s
_' Apprentme"), Hensi Rabaud, Florent Schmitt, Charles Koechlin, -

Jean Roger—Ducass/c, Jacques Jbert, Jean Francaix, and Edgar Varése. .

© The latter, now in the United States, i is llstcd agam under Amencan :

composers (scc page 207). .

Russm -

Gcneral Conmderatmns Russia claims aq. 1mp0rtant sharc of the- |
crccht for breakmg away from 1gth-century romanticism. The grow-

o mg momentum of Russxan nattonahsm was largely responmbie for
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.thls. The general importance of music in Russia has grown in
_ approxxmarcly the same proportions as it has in the United States
inthe 20th century. Russian style is strongly colored by folk music,
- and Russian composers have made important innovatioss in orches-
“tration and in harmony, Under the regime of the US.S.R. there is a
notable increase in the interest in music for the public, the proetariat,
_which lessens the breach between the - composer and his musical
public. The Russians have also been the Ieade.rs in the. 1mportzmt
_ 20th-century- field of ballet. J
-Moussorgsky and Rnnsky—Korsakmr. The threshold of riiodernisi.
it Russia is reached by Moussorgsky (1835-1881) and - Rimsky-
Korsakov (1844-1908), who are the most important of “The Five”
“in breaking away from 1gth-century romanticism. Although much
of their music is basically romantic, strong individuality and strong -
~ nationalistic tendencies are important factors in their styles. RImsLy-
\-_Kor_sz_lkov s brilliant and calorful orchestration is. his chief contribu-
tiet to modernism: He wrote operas, symphonic works of which
Scheherazade is the most famous, and a textbook on orchestration.
Moussorgsky employed bold, individualistic harmony.. His principal |
work is the opera Boris Godunaﬂ. He also made 1mportant contribu-

tions to song literature. : _
- Alexander Scriabin, Alexa.ndcr Seriabin (1872—-:915) may be con-
sidered as one of the pioneers in the radical advances in modernism. -
- Srve, Scriabin’s principal innovation was the use of chords- built
on fourths and cspecially the “mystic chord” (e.g,, C-F§-Bp-E~A-D)
Whlch he used in Poem of Eestasy (1908) and from then on. His~
music shows a transition from romantic styles (influence of Chapin,
Liszt, and Wagner in carly works), through impressionism, which .7
influences ‘most of his middle and later works, to a-mare mdmdu-
alistic and 'more radical style. His music in general is highly colored
with rich harmonic and orchestral complexities, although.in his later
works the limitation to chords built in fourths creates 2 monotony _
-of style. Mysticism played a prominent. part in. most .of his music.
Works. Scriabin is noted primarily for his twa orchestral poemq,f '
_Poem of Ecstasy and Prometfzm:, Poem of F:re, and a large quantlty", :
of- p1ano music. : e SR Y R
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- “Igor Stravinsky. To many a layman the name of Igor Stfévihsky
o (1882~ - ) is synonymous with modern music. There is perhaps'a
- good -deal of justification for this in view of the tremendous impact-
his music ad on the musical world from about 1910, His music.of
- that time represents most of the charactenstics of revolt agamst
i 'romantmsm _ : : .
~.S1yveE.Two rather sharply defined pcnods in hlS music may bc
'_ -noted (1) a style best described as dynamism untﬂ about 1920, and |
(2) neoclassicism from 1920 to the present. S o
" a. Dynamistic Style. Prior to about 1920 Stravinsky’s music shows
~ astrongly progressive trend consisting of (1) brilliant, modern or-
"7 chiestration, including a new -percussive use of the piano, (2) highly
> * 'dissonant . harmony, - (3) polytonality, ~(4) strongly percussive
- .rhythms, () frcquent change of time signature or accentuation
.- on odd parts of a ‘measure, and. (6) httlc emphasis upon melodlc-
- créeation, SN : :
“ b, Neoclamca! Styfe From about 1620 StravmsLy s style is charac-
*terized by (1) simplification of texture, (2) economy of orchestra-
-~ tion, (3)-development of a more contrapuntal style, (4) less extreme

‘harmonies and ‘more conventional tonahty, and (3) a greatcr clanty C

of form, : N
© . “Works. Stravinsky is most widely Lnown for his famous’ ballet :
" musie, but ‘he has written hlghly successful rousic in vanous other
: '_'rnedla _ . : :

- a. Dynamistic Pmod His prmmpai worLs in the first pcnod are o
. Fireworks (1908), written for the wedding of leskyaKorsakov s
- daughter; L'Oisean de few (“Firebird,” 1910), a ballet showing the -
"o inHuence of his teacher, Rimsky-Korsakov;- Petroushka - (1911)5

Sacre du printernps {“Rite of Spring,” 1913); and Les Noces (1918);

e whlch shows the begmmng of a departure from the dynamistic style.

-+ b. Neoclassical Works. Stravinsky’s principal works since 1918 are.
o Hutozrc du soldat (1918); Pulcinella (1919), based on themes and
: styles  from Pergolesis” Octer for wind instruments (1923); Sym-
- phonie des psames (* Symphony of Psalms,” 1930) for. chorus.and- "~
'_:'orchestra Oedipris-Rex (1927), an ‘opera-oratorios Apoflon M:sm- _
gﬁ’-‘ff-f_ (1927) Lc Bazm‘ de !z; féc (1928), a ballet hased upon t.hemcs :
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of Tschaikovsky; and Jen de cartes (“Card Patty,” 1936), called a
“Ballet in Three Deals.” Most of Stravinsky’s baflet music has been
rearranged in suite form for concert performance. S
. 'Sérge Prokofiev. No other modern Russian composer bas had the
immediate popular appeal accorded to the music of Serge Prokofiev. '_
(18gt-. ). : . . ST
- SriL, Prokofiev’s very individualistic and colorful style’ may be
summed up as follows: (1) In general it is objective. (2) It is neo- -
classical in clarity of form and texture. (3) Counterpoint is-used -
" effectively but sparingly. (4) He is fond of abrupt and remote key
“clianges (multitenality), and he -uses some bitonality. (5) His -
“melodic style is either angular or else diatonic, flowing, and can-
- tabile. (6) He uses mostly a regular fourfour meter, and regular-
periodic rhythms. (7) His harmonic style is acid, digsonant, but not
excessively so. (8) His music is characteristically witty and hutnorous.
" Works. Prokofiev has written (and played in concert) much piado”
thusic, orchestral works—perhaps the best known of which is the-
. Classical Symphony—, a symphonic fairy tale entitled Peter and the
Wolf (1936), violin and piano concertos, ballet music (Chout); an”
- opera (Love for Three Oranges), and coﬁéidcrablé‘quantit'ies__df )
___.-___cha_mbci'-'mus;ic.. SRS S Loooar
-+ Dmitri '_Shostakovit’ch.'- T_he Russian- composer ‘who- clainis first:
place in world popularity today is Dmitri Shostakovitch (1gof= ).’
_ Perhaps mére than any other Russian ‘he ‘represents the point of -
view of Soviet Russia,” R T R
~ StviE. Although bis music is pépﬁlar and represents the. Soviet.
point. of view, it, is-at- the saine ‘time . highly individualistic. e s
characterized by the following: (1) objectivity, (2.2 denial of the
, mystic and the sombef-ro'_m;intir_ﬁ, (3) the use of 20th—ccptu':y_.subjcé'ts,\
satirical treatment (e.g, the ballec T he Golden Age, a satire on capi-:
- talism), (4) use of conventiondl symphonic.form .with ‘the scherzo’
" _as the second movement, (5) reversing theorder of themes in the’
 recapitulation of sc')natd'—.'a_llegro-forrn,z.'(_(i) -the-use’ of .duple time’
-~ (triple time is often. in minor -keys and a waltz 'Ca_iricatilte),-_:_ (7)a
- favorite rhythmic figure: eighthnote followed: by two, sixteenth’

notes (JTB ) (8): highly thythr_l:‘_iic-ﬁx's't subjects that’are cssbnti;__i_l_ly.-f

© . CROMPOSERS
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- diatonic but with chromatic etnbellishment, (9) angularity of the:
- matic material, (10) sudden modulations, (11) individualized in-
strumentation, (12) division of strings and special effects (e.g.; use

o of glissandb), (13} exploitation of high and low registers, (14) inde-

pendent role of percussion (e.g., timpani solo), (15) use of piano in

e orchestral scores, (16) use of inverted pedal point: tremolo in high -

- strings, (17) extensive use of scale runs, and (18) an individualistic
*'piano style: percussive and characterized by extreme registers.

.+ Works. Shostakovitch has written important works in nearly all
" media. His principal contributions are in the ficlds of symphony,

" -opera,and ballet. His best known works are- The Nose (1929}, an
. ..opera aftér Gogol; The Golden Age (1930); an opera, Ledy Mac-
beth of the District of Mzensk (19343 8 symphonies, the most pop-

- -ular of which are the first, and the fifth through the eighth; a suite

for jazz orchestra. He also reorchestrated Moussorgsky’s Boris

. Gedunov,

S . Choral and Religions Music. During the late 19th and first half
" of the 20th centuries much fine -choral music has been writters -
" -in Russia. Significant activity in the field of choral music has been.
given impetus by the famous Russian choral societics (Don Cossack

"7 choirs), and by the important emphasis on’ choral music in the Greek -
Orthodox Church. Russiap church music has'a profound religious
~* atmosphere about it, reminiscent of the « cappella style of Renais-
- sance church music, The principal composersare Alexander Asrch.

. angelsky (1846-1924), Alexander Kastalsky (1856-1926), and Alex-

" ander Gr’échaniriov_(1864- ). e o
~ Other zoth-Century Russian Composers. A large scheol of Russian”
composers has grown up in the first half of the 20th century. Their

- works are on the whole litte known outside of Russia. The most

= important of - these are. Myaskovsky, Glazunov,_'Gliére,-Ippqlitov_—' :
Ivatiov, Vassilenko, Tcherpnin, Rebikov, and Massolov. '

. Austria and Germany =~ -
. Géneral Considerations. There has been a notable decline of -
. creative ‘music in. Germany in the first half of the 20th century,

;. because Germany was preoccupied with military aggression and -
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because cultural development ‘was not an essential part of the Nazi

regime. Tiportant inpovations have come from Austria in the devel-

opment of atonality. N

. Sch_ii_t_lberg and Atonality. Certainly one of the most influential
figures of the 2oth century is Arnold Schénberg (1874~ ). Al
though his music has had no general popularity, it has had, nevérthe-
less, a considerable influence upon ‘composition style and technique
in general. Schonberg's early works are clearly in a post-Wagperian
style; showing influence of Mahler (Verklirte Nacht). In_the first
decade of the. 20th century Schanberg shaws definite tendencies
toward atonal music (e.g, Gurre-Lieder). ST

The Twrrve-Tone Systes. The swelvetone system devised by
-?Chanbcrg is a technical means of arriving at atonality. Its basic
assumption is that there is absolute tonal equality of all twelve tones
within the cctave. All suggestion of tonality must at all times be
_aVOide_d. ‘The thematic basis of a composition in the twelve-tone
system is the zone row. Tt is a theme constructed of the tw__e_l've differ- .
ent tones into which an octave is divided. No tone may be repeated
in a given voice until all twelve tones have been sounded. The tonc
row ‘does not have to stay within the limits of one octave. The basic’ -
tone Tow Is subject.to infinite \rhythmic'_changcs,..Subscquent state-
ments of the theme may be melodically altered by inversion, com-
plete retrograde statement (the entire theme played back-w_ards)-, ot
retrograde by 2,3, or 4 (&g retrograde by 2 would mean playing
the original tone row in the order.of tones 2 1 43635, ctc.). Fusther
limitation of the tone row is that at o time must there be a sug- -
gestion of & triad or any tonal relationship. - - s
. ScHONBERG Sryre; Other elements of Schonberg’s style, “most .of
~ which result from the twelve-tone -§ystem, -are;. (1) extreme angu- “
larity of melodic line, (2) skips of dissonant intervals (melodic dis :
sonance), (3) formal obscurity, (4) extreme ‘use of dissonance (no
consonance is permitted because it suggests ‘tonality), (5) _'Sprekrb-
stimme employed in vocal niusic .'-(half-5ung;-'half—spokm\.text-s)_,_

___ilrid (6) a fordness for morbid subjects (Pierroz.__hénaire);-_..__- -

" CRITICISMS OF SCHONBERG SYSTEM- In its attempt tO get away. from
21l ¢onventional practices in-music, the iwelve-tone system is aestheti--
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-~ .cally a negative rather than a positive art. It is a ncgation-of tonality,
1 _of harmonic progression, of consonance, and of formal clarity, with-
- “out ‘sufficient positive elements to replace these factors. The systent
= _of tone tows does give a certain obscure unity to the music, but that’
= unity is theoretical rather than practical since even the trained musi-
 cian cannot grasp the construction on hearing the music (close, tech- -
- nical analysis of the score is necessary to determine what is-going -
" on). And because: of the' arbitrary and. severe limitations of the
. System, twelve-téne music has an objectionable sameness about it.
~ . PrINCIPAL SCH6NBERG.-W0RKS,' The principal works by Schonberg
" ares Verklarte Nachs (“Transfigured Night,” 1899), a ncoromantic
__é}}ij]phOnié poemy Gurre-Lieder (completed 1911), for soloists, or-
_:chcs'tra,'a.nd chorus; Die hingenden Girten, a song cycle; Pierror
- lunatre. (1912), a work for Sprechstimme and five instrumests the
- -combinations of -which vary with each setting of twenty-one verses
by Albert Girand; numerous piano ‘works, orchestral works, con-
_-certos, and-songs. . - - T RN
- Other Composers of the Viennese School. Schénberg disciples of
- atonality and the twelve-tone t'ech_niqi;p are referred to as the Vien-
- hEse-School;'Théy have created a considerable following by teaching,
i ’pcrfo'rming, and composing.in vatious parts of the world, They are
. .Anton von Webern (1883-1946), who has written songs, chamber
' . music, and some orchestral works; Alban Berg (1885-1933), whe is-
- ‘noted primarily for his atonal opera. Wozzek; Ernst Kferiek (1900~
S, now in the United-States, noted chiefly for his jazz opera -
- Jonny spicle auf (1927); and Egon Wellesz (1885~ ), now in -
© - England, who has written operd, ballet, orchestral works, and songs. _
. -Richard Strauss, The music of Richard Strauss (1864~  } belongs
<. to the late-19th century and to the first two decades of the 20th
.. century. Although he is still Living, his musical productivity has'
. been' negligible during the past thirty years, o -
- SryiE. His style may bé_ broadly classified as neoromantic because
- of his-use of endrmous. orchestras and massive though brilliant ard -
. golorful orchestration, His harm_é_ni_c and ‘melodic style is 20th cén- -
_tury although not as extreme. as. that of Schonberg and Stravinsky.
. "Works. Strauss’s orchestral -works cansist chiefly of symphonic .
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pocms (see page 161) In addltmn he has wrztten operas (Salome,;'
Der:Rosenkavalier, Elektra, and Die Frau ohne Schatten). He has'-
also contributed notably to late romantic song’literature. - N
- Paui Hindemith. The contributions of Paul Hindemith (1895~ ) -
to modernism are neoclassical modern counterpoint and Gebrauchs-
musik. He ‘is without doubt cne of the fcremost composers - of the -
-ﬁrst half of the 20th century. _ S cL
".Styee. The style of Hindemith is (1) cssentlaﬂy conr_rapuntal o
(z) harmomcally dissonant as a -resuli of - linear mdcpendcncc,'t .
(3) ‘often melodically angular with. dlssonant skips,. (4) esscntlaﬂy-_- )
tonal in that it begins and ends in a key, but tonality‘is oftenob- "
,scured and remote from the starting point, (5) . neoc1a531ca1 in its
economy of material and clarity of texture. . . :
. Works. The prmcxpal works by Hindemith-are- szm’sl!ac (1926),: _
an. opera; - Neues vom Tage (1929), an opera; Das Marienléber
(1924), a song cycle; Mathis der. Maler (1934), an.opera, arrangcd'
as.a symphomc suite; a considerable quantity of: chamber usic;
Pisner Musiktag, a collection of festival concert pieces (Gebrauchs-
musik); ; and 2 recent eollection of preludes and contrapuntal pICCCS ¥
for. piano entitled Lwdm Tonalis (1944) o
Ernest Bloch. Ernest ‘Bloch: (1880~ S isa hative’ Sw1ss, but hls
tramlng and stylc are Gcrman He is now a resident of the United
States He is the most important modern composer of Jewish music. . '.
~-SryLe. His style is niotable for free rhythmic clements and frequent
changes of meter; His forms are free; rhapsodic, and do not adhere
to’ conventional symphomc structnres Thcrc is a dec1ded romantlc
quality to most of his music.. T e : f
“Worgs. His principal works are . Trow poemes gmfs (1913), a sym— ] 1
'.'phonlc poem; Isracl, a symphony with voices; -Jézabel, an opera a -
“Concerto grosso for string ofchestra and piano (1925) ;. and numemus .
“other sympheonic ‘works and- chamber music.. ]
- Ernst Toch, Another composer 'of modern Gcrmany (now re51d1ng
':m the United Statcs) is Ernst-Toch (1887 ). He ‘has - written ..
'prlnapally in chambcr ‘music mcdla and also motlon-plcture musmf‘ ;

(I—Iollywood) :
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England

General Conmderatmns England, which had not been among. the. '
: lea_dmg musical nations since the Elizabethan era, has cofe to the

.« fore in the zoth century. Although England has contributed no _
-~ ploneers in 2oth-century innovations, shé has produced some ' op-

rank composers. There has been a rise of interest in national musm_
~and an increased interest in the writing of symphonic music.
. Cecil Sharp. Dcvclopment of interest in English music is headed'
by the name of Cecil Sharp (1859—1924), who collected over 2800
 folk songs.
“ Ralph Vaughan Wllhams Probably the most important - Enghsh_
ccumposer of the ﬁrst half of the 2oth century is Vaughan Wﬂhams

(18- ). -

Sryre. The prmqpal elements of his style are: (1) extensive usc -

of neomodality (e.g, Fantasy on a Theme of Thomas Tallis),
- (2) extensive use of English folk song material and style, (3) some..

- and extreme dissonance.

-

parallelism, (4). occasional cross—relatmns, and (3) some extensive

~ Works. He has written a c0n51der:1ble amount of choral fmusic;
" A Seq Sympfzor:y for soprano and baritone soloists; chorus,-and
orchestra; orchestral works; symphonies, including the London Sym-

- phony; concertos; chamber music (On Wenlock Edge for tenor solo,

- string quartet, and piano); and Fanmsy on a Tﬁeme of Thomas -

Tallis for string orchestra, ' ' -

. Gustave Holst. The works of Gustave Hoist (1874—1934) are not-.

. gencra]]y known.- outside England although he wrate much fine
‘music jn.a zoth-century style. . , - '

. Sryee. Holst adopted zothcentury idiom, but he i is also an indi-

vidualist. He has great melodic inventiveness. Between 190y and

1912 he showed 2 fondness for Sanskrit texts. He has a penchant

* for quasi-ostinato treatment and reiterated motives, He also uses odd

- metric schemes (five-four, sevenfour, etc.) and accasionally does
" . away vmth the bar line. He scems to have a prcuclmty for mystmsm.

- in rmusic;

' WORKS Hls most famous wcrk 1s a symphomc suite ent1tled Tke .




Planéts. He made considerable contribution to military band music.

He wrote some unconventional sacred and secular choral muysic, -

and miade numerous folk song arrangements. . -

" Frederick Delius. Frederick Delius (1863-1934) was not a progres- '

sive‘modernist, nor was he strongly nationalistic in his style.

 Srvie. Delius' style is eclectic, consisting of various influences:.
{1} American Negro, from his residence in Florida as an orange - -
planter, (2) French impressionism, (3) German romanticism from’

studies in' Leipzig, and (4) Scandinavian from his travels in the

north. Of all these influences impressionism seems to be the most

prominent and the most general in his music.

. Works. Delius wrote opera (4 Village Romeo and Julict, Fenni-

more and Gerda); numerous symphopic poems (Brigg Fair, In a
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Summer Garden, etc.);.choral works such as Sea-Drift for baritone -

solo, chorus, and orchestra; and a few songs and some chamber”

music, o

-Other 20th-Century English- Composers. . Granville Bantok

(1868~ ) writes in a pseudo-Oricntal style for orchestra and for

chorus..Omar Khayydm is a work for soloists, chorus, and orchestra,”

Cyril Scott (1879~ ) is impressionist and- Oriental in his style.

He has ‘written music in various ‘media, principally piano: John
Ireland (1879~ ) is somewhat modern and dissonant in style. He

has written chamber music and -piano music and some ‘orchestral

works. Frank Bridge-(1879- ) has written chiefly chamber musie. -

Arnold Bax (1883~ ) writes in.a romantic-impressionistic style.

‘He has written 6 symphonies, chamber music; and piasio works. -
Arthur Bliss (189~ ) shows influences of Ravel and of Stravin-
sky. He has written in various media. Constant Lambert (1605~ ° ) .

is 2 modern English composer, conductor, and critic. His principal

works are a ballet (Pomdna; 1927)5 2 work for chorus, piano solo, -

and- orchestra, making use of jazz idiom (Rio Grande, '1929) ; and - :

Music for Orchestra. Later works have been written’ for piano, a-

piano concerto, and 8 Chinese songs. Benjamin Britten (zg13~ - Y -
: 1l media, -

another of the younger English composcrs, has written in'a
considerable music for. films, stage, and radio, © - -7
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Italy

General Consxdcra’uons. Net since the . r7th . ocntury has Italy___
played a significant role in-the development of instrumental music.
- This is still true in the 20th century. A continued interest in fomantic
‘opera overshadows any serious. dcvc]opment in instrumental music
-+ or modern 1d10m. Italy has had a revival of interest in its own musical
- history and has made sofne substantial musicological contributions.

“Ferruccio Busoni. Ope of the first and most important champions
: of 18th-century ideals in the ‘modern period is Ferruccio Busoni
. (1866-1924). As reacher, composer, pianist, critic, editor, and arranger .
he greatly influenced musical thought both at home and abroad, His
g owu music shows originality of ideas though it is basically romantic.

*Ottorino Respighi. One of Italy’s foremost modernists is Otterino
Rcsp1gh1 (1879—1936), who adoptcd modern sty]c Wlth a ce.rtam
-amount of indjviduality. -

~StYLE. Respighi shows attention to structural dcswn. He uses
' modern orchestral color. In general his style is slightly 1mpressmn—

istic and sensuous. He made some use of plamsonc in hIS Works '

( Gregovian Concerto). -

- Works. Respighi is known Chlf:ﬂy for h1s orchestral works. The

Founmm.r of Rome (1916) and The Pines of Rome (1924). Inn addl—_
. tion he wrote a considerable numbcr of operas, songs, and chambcr

works : -

" Francesco” Mahplero. Although hls music is hcard Ilttle out31de _
of Italy, Francesco Malipiero (1882~ . ) is undoubtedly. one of the
- strongest .composers ‘in that country. He has produced numerons .
orchestral works and operas in .a modern idiom for whith he has -
“written his own libretti. He has also written some. finé. rehglous..
~choral music. In general his is a neoclassicism derived from Italian
~ baroque styles and forms. In addltlon to compesition he has been -
-one: of the leaders in revival of interest.in old Italian - ‘music; Hc
cdltcd the complete works. of Montcvcrdl o
N . Alfredo Casella. The.most progressive of modern Iralian « composers _
__Tj_ is Alfredo Casella (1883~ ). He has ventured into atonal music
and cxtren:utv:s of. d:ssonances not generally favorcd by Italmns
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. Neverthelcss, his style is basically Itallan He has shown markcd."
" neoclassical tendencies in the use of concerto grosso- techmque and -
_othcr Itahan baroque elements (Scarlattiana, 1926). His -fields- of .
_ actmty are opera, orchestra, chamber music, and- piano works., "
5 __Ildebrando Pizzetti. The tradition of Italian-opera. has been car-
ried on largely by the: modern-styled works-of Ildebrando Pizzetti -
-(x88¢- . ). His operas include Fedra-(1915), Debora ¢ Jael {(1922);
Fra Gherardo (1931), Lo Straniero (1930), Orseolo’ (1933), and a
‘scenic oratorio La Rappresentazione di Abramo e Iiacco’ (1928) _
- ‘Other 2oth-Century Italian Composers. Less well-known com-
‘posers ‘in modern Ttaly are Alfano, Davico, Lualdi, Mule, Pick--
Mangl,agqlh, Sinigaglia, Tommasml, Labmca, Massaram, Mortan,_".
"'Pllau, and Rleu : . e

e o Hungary s T
General Cons1deratmns Although Hungarian’ natlonahsm was
reﬂectcd in the 1gth century by the works of Franz Liszt (Hun-.
arign-Rhapsodies) and the little known nationalist operds of Ferenc
‘Erkel (1810-1893), it was not until the 2oth century that Hunganan‘ B
- music-received mdesprcad acclaim. Hungarlan composers are among-'. .
the .most important modernists. T ST
- Béla Bart6k. One of the top-ranking names in progresswe modcrn.- -
music as well as one of the. principal leaders of Hungarlan nation- .
-alism is Béla Barték (1881-r945). He collected more than 6000 folk
songs of Magyar, Slovac, and. Roumaman ongm, and he made-’
extensive studies of this music. ' o R
-~ Sryre. Bartdk’s music is. highly. coIored by Hunga.nan foIk style,-
wlth_sorna: of his thematic material drawn directly from folk music. -
But his style is also strongly. personal. and original. His carly works . .
‘shaw: influence of Brahms, then of . impressionism.” Influcnce ‘of -
'_Schonberg and Stravinsky can also be traced. in his later-music: - .
‘Neoclassicism affects his style to some degrée (e.g. the contrapuntal - :
{reatment in thc ﬁrst ‘piano concerto and -in much of the:piano’
‘music). The most arresting featurcs of hls stylc are rhythms ‘which -. :
are percusswe, dynarruc, and often; mtncate as he draws from Hun- .
garlan d'mcc patterns Hc is a]so progresswe in hls use: of polytonal
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-harmony and bitter dissonance. His harmonic style also shows in--
flience of Hungarlan modality. Barték has a good sense of formal
" structure, S : '
Works. Bartbk wrote in a variety of mcdla. orchestral Works,
_-:'-couccrtos, piano music, chamber music, and choral works. Special
. mention should be made of a collection of graded piano pieces called -
' Mikrokosmos, which pieces revcal most aspects of Bartok s nfodern )
Hungarian style. :
Ernst Dohnényi. The music of Ernst Dohn.m)n (1877— ' ) :is
more conservative an_d less nationalistic than that of Barték and

- Kodaly. He is individual and charming in his style, which is more -

1gth-century than 2oth-century. He has written works for. orchestra,
chamber music, and piano music.

' Zoltan Kodély. Zoltdn Kodaly (1882 - ) is equa]]y 1mportant
‘with Bartdk in the’ collection of Hungarmn Iolk mumc, ‘and of
exploiting it in his music.

.~ . oryLE. Kodaly’s style is strongly I—Iunganan in Havor. I—Ie has an _

: 'texccpr_lonal melodic gift, particularly in a lyric style. Conciscness of

expression and a fondness for the plcturcsque are charactenstlc of

‘his music.- - : e :

- Works. Kodalys chamber music is hlS most 1mportant -coniribu-
;tion to modern literature. He has also written a humorous folk -
- opera Hary fdnos, and an 1mportant choral work Psalmus Hun-

garicis. : S
- .Paul Kadosa, Paul Kadosa (1903— ), ‘a younger I—Iunganan-
composer, has written numercus works: for piano,. concertos, and .

chamber music. Hr: is 2 pupll of Kodaly

: : Spam : R
. General Cons:deratmns. Twenneth-century Spamsh music is hlghly
. colored by national style. There is little ultramodern music; most of
it is basically romantic or impressionistic. As in ltaly, there has been -
- -.an awakening of mtcrest in natlonahsm and in Sparush musxc of

_:..: the past,

O Manuel de FaHa. The most 1mp0rtant 2oth -century composcr in
..__.'._spam is Manucl dc Falla (1876—1946) '
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~Sryie. De Falla does not use_actual folk tunes in his music, but
the Spanish folk element is very pronounced. He has assimilated the
styles of various regions, Catalonia, Andalusia, etc. A characteristic
melodic pattern of the Andalusian cadence is frequently used (eg.
AGFEor A Gt F E). There is prominence of the Phrygian mode.
Somé tonal obscurity is to be found in'his music which, as a rule, is
tonal. De Falla frequently modulates to a key a minor third lower "
than the tonic'in the final cadence. Rhythm is highly important in
De Falla’s music. In addition to Spanish' rhythmic patterns he uses -
polychythm and considerable rhythmic complexity. His melodies
ustally have a narrow range. His orchestral style is derived from the
mo'dt_é_r'n French school. o I
~ Worgs. De Falla has written La Vida Breva, a lyric drama; EI
Sombrero de tres pecos (“The __Three-corﬁcfed ‘Hat™), a ballet, -
arranged as orchestral suite; Noches en los jardines de Espafia
(“Nights in the Gardens of Spain”}, a work for piano and orchestra;
a Harpsichord Concerto (harpsichdi‘d, flute, _'_ébo:, clarinet, violin, '
and cello, 1926); and considerable amounts of chamber music, piano’
music, and songs. A "

TFelipe Pedrell. The leading Spanish. musicologist is Felipe Pedrell
(1841-1g22). Not only did he -make impdrtant'-ihvcstigatio'ns of
Spanish folk music, but he was responsible for editing and bringing
out modern publications of the works of Victoria, Morales, Milar,
‘and others. LT S B
Other Spanish Cgfarr_ipos_téf's; Isaac- Albéniz (1866-1909) wrote music
in‘a 1o-century romantic style which is also impressionistic. He made
_prominent -use of Ahdalusian elén‘lcnts.'_His'best—knownwo_rk'ig )
the Iberian Suite for orchestra. He wrote much piano. music. En-
fique Granados (1867_-1916) also belongs in style to the 1gth century
in- addition to his music being - typically 'Spanish."HiS best-known’
- opera is Goyescas (1916), bascd"upbn an earlier set of piano pieces:
"He is noted chiefly for his piano music. Two famous'Sp:mish musi_-
_ cians should be mentioned. One .is Andreas. Segovia (1894~ =)
guitarist, :_Who'-in-ddditidn- to making world " tours “has. arranged -
(1876~ ) isa world-famous

‘enuch music for guitar. Pablo Casals
.(éelliSt and a mndquf__: .;.._ S
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' . leand e
Iean S:behus. The WorLs of Jean Sibelitss (1865— ) have had a
: tremendous popularity in the United States; they are less popular :
S in Europo. Sibelius may be con31dored as one of the grcat com-
posers of the zoth century, - -
- Srvis Although he makes. no dlrcct use of mesh folk” rnusu:,/.' '
' _hls style is strongly nationahstu: His music is basmaﬂy romantic
in its subjective naturc and its programmatic proclivity. Sibelius
- s hlghly mdwiciuahstlc, and has not followed the course of 20th- -
' ’century innovations in'music. Details of his style are: (1)- He makes __
use of short motives rather than cxtended ‘melodic matenal als
though examples of the latter are also to be found. (2) He is fond .
" of ostinata treatment, an incessant relteratlon of a short theme or
“motive. (3) His melodies séem to gravitate around the third degrée
of the scale.- (4) His harmonies. are characteristically - stark, al-
: though not extremely dissonant. (5) A favorite device is the use of-
- sudden crescendos, usually in brass, followed by abrupt rest. (6) He
~-makes prominent use of the timpani. (7) His symphonies ‘and
tonc -poems show - unusual formal sense, seldom conformmg to
strict symphomc structures. (8) Over aIl hls mu';lc thore is a brood—
- mg “melancholy. _ R
- Other Finnish Composers. Sehm Palmgrcn (1878— ) isa ptamst'
and impressionist composer who has written songs and much piano.
* ‘music. Armas Jaerafelt (1869~ )isa mesh condictor who has
writtén symphomc overtures, su1tcs, and symphomc pocms

Argentma : o

General Consndcranons. The 20th _century has seen a notab!e in:
crease of interest in the music of Latin American countries and the-

©rise of nationial developments., 'This has resulted in 2 general devel-”
-~ optent of missic education and- musical organizations and.of- large-
*- nambers of - native: composers. Latin Americanstyles, as a rule, have

a European ba51s Wlth ‘more ot 1css strong mfumon of. 1nd1gcnous
tralts. : : - .
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_ _.-.-:Alberto Williams. The most 1rnp0rtant figure in- present -day --
Argentme music is Alberto Williams (1862~ . ). He is the-director - '
of the Conservatory of Buenos Aires which he founded in 1893. His,

style’is generally a mixture of European and national traits. He is

-a-pralific composer, having writteng symphonies, symphomc poems,
concerto overtures, piano pieces, songs to his own tcxts, choral .
works, chamber music, and treatises on music. v

y Other Argentine Composers. Other’ 20thcentury Argentme com-_ '_

) posers are Juan Castro, José Castra, Siccardi, Gianneo, Jacobo Ficher,
and ]uan Paz (a radical exponent of the twelvé-ione system). Com-

" posers of opera are: Boero (E! Matrero), Rogatis, Espozle, Casella. -
Collections and arrangements of Argentine-folk music have beer -
'madf: by Beltrame, Chazarreta, Forte, chl, and WIH\CS E

Brale

General ‘Considerations. Brathan music is composed of Portu:
guese, some Spamsh African, and native Indian elements: Of these -
the Afncan element. seems to be the strongest. Brazilian music was -
'strongly influenced by early }csult orgamzatmm, wh1ch brought'_.
European culturc to that country, . 7 f o
.xgth-Century Brazilian Music. Braz111an music had a conmderablciﬁ
-growth in the tgth century. The principal composers of this period
are: José Garcia (1767-1830), a composer. of.religious- music; Fran:
cisco -Manoel (1795-1865), the -composer of :the. Brazilian national
“anthem and- the founder of the. Conservatary: of Rio-de “Janeiro
(1841); Carlos Gomes (1836-1896), the most famous Braz1llan apcra__'
composer (Il Guarany); LeOpold Mlgucz (1830—1902), who wrote”
the first symphonies in.Brazil... : )
_ Heitor Villa-Lobos. The most promment of all, Latm Amencan_:‘_
- composers-today is Heitor Villa-Lobos (1881~ ). He is a. prohﬁc
“ composer; having produccd some 1400 works to date. His- style. 35 -
~ somewhat uneven but it is highly original and national.. He is the
" most prominent: promoter of *public- school ‘'music in- Brazil. His_
works include all media. He has developed. 3 new and original -
' style of piano music. Well known are his. C}:éros No. 8 for orches- .
tra and Clzﬁro.f No 10 for ﬂrchcstra and chorus I—I1s best known
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: _symphonlc works .are Amafzorm: and Damm' Afmmm; Momo

Precoce is a work for piano and orchestra. A recent work is Bachianias.

'-bmolsem:, which includes five suites for varied instrumental en-

semble.

- Other Contemporary Brazilian Composers Promment Brazahan -

ERE

nationalists are Itiberé (1846-1913) and Nazareth (1863—1934) “par- _
ticularly in popular music. Other contemporary moderns are: Braga

o (1868—' ) Fernandez (1897‘— "), and M1gnone

* Other Latin Amcncan Countries

Chile. José Zapiola (1804-1885) is the most 1mportant 1Gth- century_ |
Chilean composer. Chile has produced two outstanding compasers

" of the 0th century, Humberto Allende (1885~ ) has written -

~ symphonic poems (Escenas campesinas chilenas and La Voz de las
.. calles; Tres tonadas for soloists, chorus, and orchestra; Tonadas de

' caracier popular chileno for piano; and a violin toncerto and cham- .
.. ber music. Domengo Santa Gruz Wilson (1899~ ) is active in
* - various Chilean musical organizations. His style is . chstmctly mod-

“ern with polytonal tendencies, He is also a teacher and a musicolo-

T music.

gist. His most important work is Cinco poemas tragicos for piano. .
He has written a. conmderablc nurnber of songs and- chamber '

" Colombia. Guillermo Urlbe—Holgum (1880~ ) is the Ieadmg

- _Colomblan composcr ‘He has written numerous symphomc works,
.. 300 Trozos en el sentimiento populm* for plano, a Reqmm and other
~church musie, and chamber music,

‘Péru. Daniel Alomias Robles ( 1871—1942) was one- of the leadmg

- composers of Peru. He made numerous folk song collections and
" wrote symphanic poems, songs, piano pieces; and an opera Iilz- Cori.:

Theodore Valcdreel (1902-1942) is known principally for-a ballet.
opera Sumy—Szmm Younger Peruvian contemporarles are’ Malaga,

' ._ . Carplo, Verneuil, and De Silva.

. Venezuela. Vicente Emlho Sojo (1887~ ) is the leading Vcn-

~ “ezuelan composer. He -has written -much church music, chambet

- .music, choral works, songs, and collectcd ancl harmomzed Vene«

= zuelan folk songs
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‘Mexico. Mexican music was at-an carly time influenced by Az- -
tec-culture and Spanish music, and fater Furopean training. Carlos -
Chévez (1899~ - ) is the leading composer and conductor in
modern Mexico. His work is directed strongly toward Mexican

nationalist music and much of it has been pérformc_d in the United -
States. His principal works are: Sizfonia India, Sinfonia: de’ An-

tigona; ballets H.P. (“Horsepower”) and Los Cuatro- soles, and
Energia for small orchestra. Manuel Ponce (1886~ ) is noted
fgr; his piano work Danzas meéxicanas. Iuligtn Carrillo (1875- )
is famous for his new system of composition called “Sonido 13
based. upon further division of the ‘octave (quarter tones, eighth -
tones, ¢tc.). Silvestre Revueltas (1899-1940) wrote highly individual
‘musié touched by popular Mexican idiom. ‘He wrote motion-picture

music for the film Redes (“The Wave”), symphonic poems C aminos,
Cuanakuac, Esquinas, and Sensemaya with chorus, several ballets, .
chamber miusic, and piano pieces. “Younger - Mexican composer'sf )
‘areSandi, ‘Ayala, Moncayo, Contreras, and Galindo. Jiménez
(1910~ . ) has written much church music. T

. _ _ .The United States. - _
*  General Cotisiderations. The United States has becorne in the 20th” -
- century one of the leading musica} nations of the world, Although it
- has produced no top-ranking composers such as Stravinsky, Préko;— '
fiev, Hindemith, etc., it has nevertheless produced an amazing num--
“ber ‘of excellent composers. The notable growth-of interest. in the. -
music of American composers is. largely attributable to three things: -
(1) conductots including more and more American compositions
“on programs, (2). the establishing of composers guilds and other .
organizations 1o foster native .composition, and (3) the establishing
of scholarships, prizes, and funds to encourage talent.” R
© . NATIONALISM IN 1aE UNITED STATES. There is 'no_és'tablished-na{ "
' tiopalism -as such .in.the’ United States; there is no ‘indigenous -
" American . style. American ‘music- has no one style, but is rather a
complcxity_of'het:ro'géﬁeous styles. There: are several reasons for -
a,-:.European'_'In_ﬁz_emce. Strong. traditions of European _.miwi;'jhai'_n:

-
. 1
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. worked against an’ indigenous -American style. The influx of Euro-

" pean musicians, conductors, composers, and teichers in the rgth and

" early 20fh centurics is in part responsible. Until comparatively re:-
- cently there was 2 prevalent -notion that musicians and composers

.. had to be trained in Europe to acquire sound ‘musicianship. The - -

- i sproducts of our excellent music schools and conservatories have now
- “almost completely abolished this erroneous notion. - _ S

< b. Eclecticism. Composers in the United Statcg have becn_eclccti_t';,l o

- following various musical innovations originating. in Europe: im-’
: __""pressionism, atonality, classicism, French school, ete. :
- -..CIndividualism, American individualism has also played an im-
. pottant: part in the hetcrogeneous styles of this country; and it has
“worked against the developmeént of a uniform national style. . .
- d. - dbsence of Native Folk Music. Because the country is ‘young
- and. because it is a nation of heterogeneous peoples, the United
" . States has no national folk music. Its place is in part supplied by:
- (1) composed songssuch ‘as.the Stephen Foster melodies, (2) cow- - -
~ boy songs, (3) Amcrican Indian music (of little-influence on Amer-
 ican composition), and {4) Afro-American folk music, which has =
- - had the greatest influence upon American music in general. . . .
o Jazz, The only truly American development has been that of jazz
- (see pages 174 ff.). This has greatly. influenced the stylcs-of .com-
- posers both here and abroad, Althiough its influerice has been wide-
~ spread, however, jozz does not constitute an all-inclusive American
= style. It is only one of many factors. o o S
" American Symphony Orchestras. No small commentary upon the
. importance of music in-the United States is the number and excel-
* lence of symphony ‘orchestras in this country, in both respects far -
- surpassing such organizations anywhere else in the world today,
‘American Composers. It is impossible to make a complete list

- Furthermore,. any attempt at a complete evaluation of styles and.
. works is futile because they are. constantly changing. with the indi-
< - vidual as well as'in general trends, a fact equally true of other schools

: d}ogic:a_}ly according to year of birth, attempts to summarize the chief

- here of all American composers of the first half of the 20th_-'ccf1tiiry, o

of the 20th century? Nevertheless, the following list, arranged chron- . ..



élements of style dnd L_he'c_;o'ritribntions of each composer in terms of

e present point of view. . Lo T T
- 'Epeir Striman Kerey (1857-° ). Kelley, long associated with :
“the department of composition at Cincinnati Conservatory, has writ-. "
ten a:variety of works for orchestra..The best known .of these is

New England Symphony (1913). He has also wriften incidéntal "

‘music; a comic operetta (Puritania), and ‘some choral works of a. .
romantic nature, ; o ' N
._.‘-:'C.HA'I-{LES Loerrirg (1861-1933). Alsatian-born Charles Locffler -
spent his creative life in the United States. His style is a combina- -
__.Fién .of French and individualistic traits with little American influ-
ence to be seen. His style is on the whole qitite conservative: He’ i
wrote orchestral works, choral music, chamber mousic, and songs. .
. Freperick Converse (3 871-1940). A pupil of John Knowles Paine
at Harvard, Converse also tanght and composed. He wrote operas, - "
orchestral works, and is noted mostly for. his symphionic pdetn .
Flivper Tem Million (1927). . - .. 7 e
.+ Henry Haniey (1871-1937). Hadley was a -prominent - United
States conductor (Seattle, San Francisco, New York Philharmonic), -
and’"a promoter of American imusic. His style is ‘conservative. He
wrote stage, orchestral, and choral works. o < TR
" Epwarp Busuiveame Hire (1872~ - ). A'pupil of John Kinowles °
Paine, among others, Hill has taught music at Harvard since 1__\'908 R
(now emeritus). In addjtion to being.a composcr of some esteem
_he is an authority.on Russian and- modern French musie, He is not -
' a progressive modetnist, but his music has a pleasing individualify -
about it. His works, mostly for orchestra, have been performed by -
‘the Boston Symphony. Orchestra. "They include symphonies, sym-
“phonic poems (Lilacs), ‘two sinfoniettas, and some chamber music.
. Crsries- Ives (1876~ ). The music-of Charles :Ives ‘has re- -
ently attracted considerable interest: He has a remarkable range of
‘style. He is largely a self-taiight amateur, writing music: fDI‘hlS
- hobby. Early experiments h_cfoi'c'--z'goo pr_edate’ many ;.'of'tli(_:'inhmja-:_"_f“
- tiofs of Stravinsky, Schénberg, etc. He uses tofic clusters, polyhar-"
" 'moﬁy’, polyrhyth'm,' _étf_(')ng diss’oﬁancé;: a_t:onal-pz:l's_s:}iges',-- rapid ._f'n'cl;i‘i; -
changes, jazz rhythrh'.s,. s ~well '-é_s_ some extremely ;_con_sé;lj\'fati\_{c_..{.____
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-styles I—Ic has wntten orchestral works, chamber music, some plano"

‘music (Concord Sonata), and numerous songs. e
Joun AipEn Careenrer (1876- . ). Carpenter has written: nu-

“ - merous songs, orchestral works, and ballet music. He is best. kriown

for his ballet music Skyscrapers and Adventures in a Perambzdator,
both of which make use of ragtime and jazz idiom. '

- - Ernest ScHELLING (x876~1939) Schelling is noted prlmarlly for '
. his postwar orchcstral Work Vzctory Baﬂ (1923) and for some plano _

. music. =
CarL RUGGLES (1876— ) Numemus features make up the mch—
v1duahst1c style of Carl Ruggles® (1) a sustained melodic line, -
" (2) nonrepetition of theme until the tenth progression (tenth note),

, (3) avoidance -of regular phrasing, (4) freedom of rthythm with

. practically no metric accent and with change of time sighature,

(3) extremely varied chordal matenal (6) short, compact forms, and
() a thapsodic style not based upon development - of thematic -
ideas. His principal works are an opera (The Sunken Bell) and .
several symphonic works (Men and Angels, Men and Mountains,
- Portals) and Vox Clamans for solo and chamber orchestra. - .
- Louss Gruenesré (1884~ ). Symphonic jazz is essayed in

. Gruenbeig’s Jazz Suite (1925) and Daniel Jazx (1923), a chamber .
" work for tenor and 8 instruments. He has contributed to modern -
-+ American opera with Emperor Jones (1932).

* Cuarces T GriFres (1884—1920) Griffes used a modified 1mpres—,'.- :
. sionistic style. He wrote songs, piano pieces, and a symphomc poem-
" The Pleasure Dome of Kubla. K}mrz (r920). SO
WarLiverorp Rizcerr (1885 ). The music of Rlegger is cclec-
~ tic in style. He shows a fondness for canonic and fugal forms. He

' uses atonality in his Prelude and Fugue for orchestra ‘and organ..

There is also an clement of humor in much of his. musm He has
- written orchestral works (dmerican Polonaise), chamber- orchestral
works (Dickotomy), chamber music, and stage works. :

- Drems Tavror (1885 - ). -Well known to the Americai pubhc
through' his service as commentator-6n the New York Phllharmomc .

broadcasts, as ‘welk as through his music, is Deems Taylor., HIS'-

(.operas The King's Hemlzmarz and Perer Ibbet.forz have had numer--
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ous performances at the Metropolltan in New York. He is not an
‘extreme modernist and his style shows certain ‘marked Wagncnan E
tcndcnacs _ _

_-Epear Varise (1885- ). French born, Edgar Varése brought -
influence of the French school to American music. His style is
acrid, has a certain hardness of linc, is characterized by emphasis on -
percussion, He is apparently more ‘interested in orchestral effects
than in harmonic effects, although the latter are extremely mod-
ern in use of minor seconds, ninths, étc. He has made use of odd
tinie "signatures such. as. thrcc—four and a half (1e, addmg half
_beats to 4 measure). ' :

Jorns Becker (1886- ). Becker uses a neo- Palestnna techmquc -
with-modern dissonances. He is an individual who does not follow
fads-of modernism, but also fights conscrvatism. :

- Avorr Werss (1891 ). Adolph Weiss is an’ v avowed atonalist
and one of the extreme modernists ‘among American composers.

In addition to playing bassoon with the New York ‘Philharmonic
and teaching, he has produced symphomc works (Amer:cmz Life), .
choral works, and chamber miusic.

DousLas Moore (1893—- - ) As well as bemg a teacher (Colum-'-"
bia University) and-author (From Madngal to Modern Music),
Douglas Moore has shown himself to be a compaser of considerable
talent. He has written principally orchestral. and choral works
(Moby Dick for orchestra- and- chorus), and an opera The Dewl ; |
“and Daniel Webster (1933). ' -

Bernaro Rocers (1893~ - --). Rogers is one of thc more progres-"'_
sive moderns teaching at Eastman. His symphomc works {Adonais,
To the Fallen, The Fmthful and several symphonies) have been
widely performed. He has also wiitten works for chamber orches-
tra (Rhap;ody, Nocmme, So!:loquy, etc) and chamber and choral _
works. : v
" WALTER PIS’ID’\T (1 894~- - ) Waltcr PlStOD. is profcssor of compo- =
sition ‘at Harvard University. He_ writes much nearatonal music
Vigorous rhythms are characteristic of his music.. Hls themanc miate- .
rial. thakes notable use of augmented fourths and ‘major s ‘sevenths.”
He studiously avoxds tomc-domlnant relauons in his’ harmony Hls_

-
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" mriusic shows a hlgh degree of ccraftsmanship and a facﬂe rcchmquc

" He has 4 directniess of expression and a fondness for contrapuntal.

writing. He has written works for orchestra (symphonies and._a

- vidlin concerto), for chorus (Carnival Song for male chiorus and )
brass instruments), a varied quantity of ﬁne chamber musm, and_
- _'1 ballet The Incredible Flutist. :

- Witniam Grant Stii (:8g5- ). Wﬂham Grant Stl]l is the .

“- " leading Negro composer in the United Stafes. His chamber and
- orchestral works make extensive use of Negro themes and styles

. .i Leo Sowersy, Teo Sowerby:{1895- ), who is not an extreme
- __modermst has written much church music and organ music, as well
as orchestral and chamber music. He has made use of jazz. 1d10m '
in a few works. :

. Howazro Hansow (1896— ) As head of the Eastman Schdol of

Mus1c Howard Hanson is one of the foremost music educators .of
- the .country, Through his varicus important activities he has pro-,
- - moted. .American music pcrhaps more than any other one individual. .

- He has written numerous highly successful works: several sym- -

) “phonic_ works, choral works (Lament for Beowﬂlf), and opera,
S (Merry Mouint). : '

- Rocer Sgsstons (1896- ) “Sessions tcaches at Berkeley In his -
: -attempt to be mdcpcndent musically he has avoided any musical dog-

* - mas or “isms.” He makes use of fractional repetition ini his melodic

'lmcs, lending unity to long sustained melodies in slow tempo.-He

*  has emplayed polyrhythm (two-four against three-cight) -for :brief -
- passages. His music is of considerable technical difficulty. Perhaps -
- his bestknown work is an orchestral suite 7 Black Maskers.

. Virerr, TroMsoN (18¢6~ ). Virgil Thomson is music critic for

o _f: the New York Herald Tribune. He hasa gift for vocal declamatiori

" which makes English texts sound natural when sung. He strives for .

- musical simplicity, against extreme modein complexities. He is noted

" mainly for' his opera Fout Saints in Three dets on a text by Ger- .
trude Stein, and his.ballet Filling Station. He his written a largt.'
quantlty of chamber music of all-kinds, and some film music.  ~
- Heney Coweie (1897~ ). Cowell might. be calied the- No SO
'-.-'-;expcnmentahst in thc United States He 1s the author of a book '
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called New M uﬁml Resom‘ce.r and until recently he was. edltor of -
New Music. He has experimented with pumerous musical cifects -
such-as tone clusters, complex rhythms, pizzicato and ghssando on- -
piano-strings, etc. He invented the' “rhythrmcon, an instrument to - :
play any metric combination (e.g. 2’s against 3's, 3's against 55, etc.;
up to-16 notes in a group): HIS music shows a sc1ent1ﬁc combined -
with an artistic approach,. . S ' .
-Quiney Porter (18g7- ). Porter’s st}le is 1nd1v1dual w1thout o
btmg progressively modern, His principal orchestral work is. the -
Ukrainian Suite for strings. His principal field of -composition is
chamber music. He is the director of the New England Conserva—"' '
tory. i : ST
GEDRGE GERSHWII\ (1898—1937) Georgc Gershwm represents thc'
link between Tin Pan Alley and the concert stage. His Broadway
successes are well known, He successfully applicd jazz idiom to seri-
ous music in his famous Rhapsody in- Blue and in his piano con- -
certos, Porgy and Bess {1935) is an American jazz opera; co
~ Rov Harrrs (1898~ - ). Roy Harris bas often been heralded as -
the ' American composer: This is- highly erroneous because, even..
though he is certainly one of the leading’ Ameérican cOmPpOsers, his -
style no more than that of ‘any other single composer canbe labeled
erlctly American, or' representative of American style. Harris’ style” ~
reflects rugged individualism. He is not.an-extremist. His contra-
puntal style is often forced. His thematic developmcnt is reminiscent
of Beethoven. He makes use of uncquql divisions of regular measure;
and .of odd meters (seven- c1ght etc.). Upon otcasion he jntroduces
poiytonahty He has. written numerous. orchestral works, choral-._'
works (Symphony for Voices,. 1935)s and. chamber music, . © 7 "
Raxpart Trompsow (1899~ - - ). Thompson has written a quan-
tity of excellent choral music and some. orchestrai musm He writes
i a.modern polyphonic idiom. R
Groree ANTHEILL (1900- . ). Antheil’s music is scnsatmnal shows
some mpitation of Stravmsky dynamlsm, exaggerat;on, and reccntly' .
the use of Gcbrauchsmus;k and neoclassical’ trends, . L .
A.ARO\I CorLaNp (1900~ ) ‘Copland is one of the leadmg protag— P
omsts of modcrn Amcncan nousu:1 whlch he has promoted throucrh -
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concert organization and numerous articles in the ﬁeid of modcrn

* music. He has written music for radio, cinema, and theater, as well

4s large concert forms. He has made effective use.of jazz idioms.

 (Masic for the Theatre, Piano Concerto), and has shown unusual'

© . ability in melodic creation. .
" Orro Luestve (1900~ ). Luening is 2 composer,"te'acher, cose
ductor, and flutist. He uses a dissonant modern style in his orchtstral _
works and chamber music, - '

Rutr Crawrown (1got= ), Ruth Crawford’s music may bcst_ be
described as a heterophonic style which features conplete rhythmic,
tonal, harmonic, and melodic mdcpcndence of parts. She uses cx-

" treme polyrhythmic construction. _ _
Wititdm Scvuman {1gro- ). Althotigh he is one of the-
- younger American composers, Wiltiam Schuman is today recognized

as one of the leading composers, He employs a linear style with cone

siderable coutmpuntal imitation. He used parallelism of fourths and
- fifths.in his music from 1937 to 1941, His harmonic style is imposs
tant. It is based upon. conitrast between degrees of dissonance-rather
than between consonance and dissonance. He uses polytonality. His
'rhythms arc extremely varied by shifting of metric bases and by
accenting of off-beats, He uses instrumental ehoirs as separate blocks
of color. He has assimilated jazz clements in his individualistic
style, General traits are boldness, originality, and intensity of feel-
“ing. He has writren much choral music, as well as string quartets
and symphonies. He now heads the Juliard Schoot of Music. -
Morron Gouep (rgr3~ ). Like Gershwin, Gould has made
- use of popular styles in serious music (Chorale and Fugue in Jazz, .
* 1933). His harmonies are inclined ta be sharply dlssonant Jnd hls _
orchestration is brilltant and colorful. : C
- Hengy Bravr' (1914~ ). Brant is one of the younger composm '
- of United States music. He has original ideas and- original manner
.of saying rhem. He insists on the listener’s using a score for better -
- undcrstandlng of his music, He is the i inventor of “oblique harmony,
" a scheme of harmotic relationships existing between the bass of oric
~ chiord, the tenor of a second chord, the alté of a third chord, and the’
- SOpraﬂo o[ a Fourth chord He alse onglnatcd a vanation form of
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Eaur parts w;th no spcaﬁed instrumentation except that thcy be con-
rastmg colors in which four themes are announced simultaneously
ind contrapimtall)r Then all variations- dlrectly UtlllZC one of the
our. thernes. o
YouNcer Aiiricax COMPOSERS. Among. thc many pron‘usmg
%mcrlcan composers of a younger generation not already mentioned
re: Samuel Barber {1910~ ), Leonard Bernstein (1g18- = ),
aul Bowles (1915~ );Paul Creston (1906~ ), David Diamond
1915" ), Bernard Herrmann (zg9r1- - ), Gail Kubik (1914~
)N Gian-Carlo Menoti (1911— ), Paul Nordoff (xgog- ),
:ardncr Read (1913-' ). = ' '
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-A CAPPELLA Sung without accompammcnt ie, chorus thhout instru-
- . ‘mental support. : - - -
: ACCENT Emphasis or stress pIaced upon a tom:
Am A melody. .
: A'\TTIPHON;\L One choir answered by another choir. . :
' 'ARH "A song, usually employed in conncct:on w1th a dramauc work such
- a8 opera or oratorio.- :
'ARPEGGIO An ascending or descendmg series of tones of a chord playcd'
- consecutively, S S L
‘AroNaLiry. Absence of key feelmg _ : B
AurrenTic Capence. The dominant chard followed by thc tomc
.AL“I‘HENTIC Mobe. Any church mode in which- the rangc of the melody
- lies between the final and the octave above. . - : S
B,m LinE, Vértical Imc through the staff 0 1nd1cale metric lelsmns cf_ o
a composmon Co : SR : o
Bass. The low register of ;nstrumcmal or vocal music, R,
_BE.AT A measured- pulse E.g., in 4/ 4 time : thcrc are four beats to @
" measure, _ C : i
Brrovatrry, The use ot two d:ﬁorent keys mmultaneously -
‘Brass: Wind instruments in which the tone is produced by hp v:brat:on E -
.'BROKEN‘ Crorp. The tones of-achord played consecutively. . o
C ADENCE The chard progression ar melodic progresswn nsed to tcrmmatc. '
~a'phrase or a section of a composition. S Cr
-CANON A contrapuntal form in which two or more parts in successwn' g
take up the same melody T T
‘CantapiLe. I a singing style.” | Sl e e :
:CANTUS Frraus, A borrawecl melody used as the basm of a polyphomc o

- composition. | - : o
.'CHAMBER Music.. Mus;c for a. small group of solo mstrumenrs, mtcnded
' for performance-in a small room rathcr than a [arge audxtonum '

13 ”

'(‘Hprsow, French word for- ‘s
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- CuanT. Liturgical melody', nonmetric, and monodic. E.g., plainsong. -
~Crorr. A group of singers, usually associated with lieurgical performance
of an instrumental group in the orchestra (c g., brass cheir, Wooclwmd
choir, etc.). :
"CHORALE, Protestant hymn tune.
Crorare PRELUDE. A contrapuntal composmon for organ based upon the
chorale melody. :
“-Crorp. A group of smmkaneously sounding tones. .
Crorus. A body of singers; also a composnmn ar part of a compcmnon
written for vocal ensemble, _
CuroMatic, Tones forelgn to the key. A scale proceeding by semitones.
CoLorarion. Melismatié¢ ornamentation apphed to melody such as plam-
song: ' o |
* COLORATURA. R1p1d scaIes, figures, ornamcnts, usually apphed to an

operatic arfa, =~ . . . :
Consonance. Combinations of tones in harmony that produce agreeablc |
* repose. :
CQNTRAPUNTAL In the style of counterpmnt' ie., several mdmduai melo- |
. dies combined. :
ContrARY Motion. Two melodxes moving in opposite pztch derCUOES'
one melody ascerids while the other descends. :
CountErporxt. The combination of two or more melodles almost synony-
mous with polyphony. -
Crescenpo. Gradual increase of Ioudncss
* Drcramation, Questions involving setting of music to text: proper accent—
ing of syllables, pronunciation, stress on important words, ete.
Diaronic. The use of the natural tones of the scale, echuclmg chromauc
- or altered tones. S SRR
. Divinvsnpo. Gradual decrease of loudness
Dissovance. Combinations of tones in harmony that produce unrcst and
- require resolution; ie., consonance following dissonance.
DOMINANT- The fifth tone of the scale, or the chord built on that tore,
~ Dorrep Ravran. Rhythm produced by recurrént use of a dot followmg'
" a note which adds half its value to the note. : E
DouzLe Bar. Two vertical lines drawn through the staff to indicate thc '
* end of a principal section i the composition or the final close.”
- Dot Sroppine. Bowing on two strings of- the v;olm mmultanecusly,
" . producing a harmonic interval. ) -
Dupre Merer. Two strong beats to the measure.
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Dmamcs The aspect of music related to loudness and softncss

 Exetrrar Nork. One éighth the time value of a whole note.

ELevenmit Croro. A chord of six different tones.- '

EMBELI.ISHMENT. Meladic ornamentation cons:stmg of tnlls, gracc notes,
mordents, etc.

ExsémsLE. Aay group of smgr:rs and/ or instrumentalists,

Ficuration. Recurrent melodic pattern,

Fiurep. Bass. The use of numerals below a bass mclody to mdlcate
harmony :

. FL:\‘I‘ A symbol meaning to lower the tone in front of whlch it appears.

anm nghly ornamented melodic line.
Fornt, The structure of a musical composmon
Forre. Loud,

-Fueav. In the style of a fuguc, ie., makmg use of contrapuntal imitation,
-_FUGHETTA A short fugue or fugal section in a composition, -
‘Grissanwo. The execution of rapid scales by sl:dmg the ﬁnger along the

keyboard or violin string,

- HaLr Norte. Half the time value of a whale note,

Harmowny, The practices of cherd construction and chord progress:on

- Homorhonie. A predominating melody with subordinate accompa niment.
-Hramr. A religious song in verse and stanza form:

Inrration. The use of a theme or melodic fragmcnt consecunvely in.
different parts of a polyphonic composition.” ' SR

: I\JSTRUMENTATIQN The problems of instruments and mstrumcntal com-

e

. binations employed in ensemble music. :
INTERVAL (Hawraonic): The pitch difference between two mmultaneous[y
sounding tones, referred to as 2nds, 3rds, gths, ete. S :
Inrervar (Meroorc). The pitch difference bczween two consecutive tone.s, -
referred to as znds, 3rds, 4ths, etc. L : :
Inversion. Melodic inversion means the altematwn of a gwen meledy 50"
that each melodic interval of the original melody is represented by the -
. same interval moving in the oppomtc d;recnon, up instead of down

“and . vice versa.. : :
Key. The tone around Wthh melodlc and harmomc progressmns gravx- -

tate. :
KEYBOARD INS‘I’RUME\TT Any mstrument such as the plano, organ, harpn- E
-chord, etc., which is mampulatcd by: means of a serjes of black and ..

RN

-white keys o
LIBR‘ETTO The text of an. npcra or uratono. EE
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" Lien, LarpEr (pl.). German word for “song.”

- LiepereucuEr. German song books,

Lve. The- horizontal or melodic aspect of a composition,
.~ Lrrurercar. Pertaining to the church service:-
. .Lyrs. A small, harplike 1nstrument

" Ly, Songllkc style, opposed to dramatic and coloristic stylcs

“. ‘Mayor. Based upon a scale that has half steps between the 3rd and 4th_
= degrees and between the 7th-and-8th degrees. .-
. MEepting, Mepia (p/.). The instruments and/or voices rcqmred for the
- performance of a given composition. -
~ MELisma. An ornamental melodic passage, usually vocal in wh:ch casé
it implies the use of numerous melodic tones to one sy]_lable S
- MEewopy. A succession of tones of d1fferent pitch and usually: diﬁertnt. '
 duration, : o e - T
S MET]ER The measurmg of music. accordmg to a recurrent t group of regu—__
7 lar pulses. - AR : : .
o Merric. Measured: regular groups of regular pulses : :
- Minor. Based upon scales that have a-half step between thc 2nd and 3rd
. degrees of the scale. - -

. Monariry. Use of the church. modes.

‘Mope. The arrangemient of half steps and whole. steps in scales hencc_
" major modc, minor mode, Derian mode, ere. S :
Mobwr.arion. The harmonic process of changing from one. key to another'
B Monopy, Monobrc. - Music whlch ‘Is limited to a single- melodlc hne
--witheut accompanlmcnt
Mo'nv}z A group of tones ina melody that havc a spccnl rhythrmc and/ or
".melodic character. .. S
" Movenznr, The main sections of a Iarge wark (symphuny, sonata;’ con-'
-certo, etc.) which are complete compositions in themselves.- :
MU:,TITONALITY Nurnerous remot::ly relatcd keys used consecuuvely in a
- composition. .. - : : o oo
‘Mustcorocy. The scientific study of music, as dlﬁerenmted frorn the art
- -of composition, performance, 1nterpretatmn, etc. EEP
- NaTurarL. A sign placcd beforc a note: mdlcatlng cancellatron of a sharp
or flat. o
., Ninte Crioro. A chord conmstmg of five tones, : i :
" No~crorpai Tones. Tones soundmg with:a chcurd that are ot part of that '
o chord, - . : RSN
: NommRMoNlc TcNEs. Thc same as nunchordal l:ones
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om'rmN Thc graphic representatlon o[ mus;c by symbols that mdlcate
--_pltch\and duration of tene.- . .
OCTAV'B An interval of eight degrees; the tones on the sl:aﬁ that have Lhc .
“-same letter names are ohe or more octaves apart. - N
ORCH]ESTRATIDN The study of effects produced bythe combmatlon of
- various instruments and instrumental resources. -
OSTINATO A short melody repeated over and over, usually in the bass
OVBRTURE The instrumental form used to prccede iargc dramauC works
-:such as opera and oratorio, SRR IR o
PARALLEL Morion. Two or more mclodtc lines movmg in the same dlrcc— o
~tion‘and the same intervals at the same time. U
PART The single melodic line of a polyphonic composltlon
PEDAL Pomnt. A sustained or repeated’ tone, usualiy in the hass, .whlch
‘sounds through changing harmonies. - : S
Pentaronic. A fivetone scale. - - © e St
Prrcwsston. - Instrutnents, such as drums, gongs, trlangles, ctc that are
-played by being struck. - - . : '
PHRASE. A small section of a musmal composmon thar is termmated by
~same form of cadence (harmonic close, melodic close, rhythmlc pause)
Piaro. "To play or sing quictly or softly. . e -
PICKUP ‘Bear. The tone of a phrase beginning w:th an unaccented tone ": :
- and preceeding an accented beat; anacrusis, .~ . SREUREIE
Prrca. The degree of hlghn&ss or. lowness of tone! Determmed by ratc _

- of vibration.. - :
Plzzxc.u'o A plucked strmg (as opposccl toa bowed strmg) :
PLAGAL CapEexce. The subdominant chord followed by the tonic chord..
PracaL MobE. The modes that range a ﬁith above and a: fourth below the
“final. | . . .
PrarNsoNG.. Ecc!esmstlcal melody, nonmetnc, unaccompamed modal
PDLYPHONY Music employlng two.or more parts or melodies. .
Poryrowatrry. The use of several differént keys mrnultaneous]y
PrepaRaTION. A dissonant note-is pirepared whcn it oceurs: 1mmed1ately
- before as a consonant or chordal tone. o SN
PROGRAM ‘Music, Music that has- cxtramusmal assoaatlons, is- narranve or :

descriptive. s
PSM.M Song based on the bibl:cal Book of Psalms ( whlch mcludcs I 50 ré-

ligious poems). - S R
QUA‘DRUPLE Fucue. A fuguc thh four: dlstmct sub]ccts or: themes
QUAR’I'E‘R NOTE A notc havmg ong fourth the valuc of a wholc note




a8 . GLOSSARY N
' RA‘NGE The d:stan{:e bctween the highest and the lowest note {Jf a
melody. - . . - :
‘Rectster. The range or a section thereof in a voice, instrument, or melady

‘RecisTrarion. The combination of stops used in organ playing. -
ReLative Major, The major- key, a third above [he minor havmg the
- same key signature, : |
Responsorian. The chant of a priest answered by a choral chmt elther in
unison or pulyphomcally - S
Ruyrum. The patterns of long and short” duratlons of note.s, also lrwolv-
ing accented and unaccented tones.
Root. The tone on which a chord is bullt (e g-, the tonic. is the root of
‘the tonic triad), _ ' i
Scark. Any series of adjacent tones arrangcd in a plan of ‘half steps and'-
‘whole stgps. _ o
. Score. ‘The vertical alignment of two or more staves in a COI‘I‘IPOS]UOH
'~ consisting of several paris, : '
SeouENCE (PatTERN). The repetition ofa melodlc pattern at SuCcesuvely
higher or lower intervals. '
SEQUENCE {Prainsone). Prosc text added to the melismatic alleluxa of a
_ plainsong. ' -
" Seventr Croxps. A chord consisting of four tones;
Sroxzaxpo. Term meaning suddenly loud. '
Srare. Symbol meaning to raise the tone in front of which it appears.
. SixteEnTE Note, A note havmg one sixteenth the time value of a-whole
. note. - - S
" Soworery, Richness or fullness of sound. S
- Stapr. Parallel horizontal lines (normally 5} oo which notes are placed
" to indicate exact pltch ' : SR
~ Srrivcep INsTRUMENT. Any instrument (but usually rcfcrrmg 10. thc
bowed mstruments) which produces musical tone by the v1brat10n of
- astring from bowing or plucking. .
" IS‘I‘YLE "The character of music determined by musical cIcments such as
harmony, rhythm, melody, tone color, etc.
- SuspoMinanT. The fourth dcgree of the scale or the chord bmlt on Lhat
- degree, ’ : : '
. Susyrer. The theme or melody of a fugue, - : -
- Suirz. A group of instrumental compositions; often, but not nccessarlly,
1mplymg a group of mstrmnental danccs ' -



I .

GLOSSARY ' -

-SYNE:OPATwN Accenting weak or unimportant beats or parts of beats in
"z measure,

Tmpo The speed at which a composmon is performed md1c1ted by such -
terms as andante, moderato, large, etc. :

TETRACHORD. A section of a scale consisting of four ad]accnt tones

- TreMEz A melody ‘which is the bams of a compos:tlon or part of a com-
position., - ST - :

Tie. A cuived line connecting otherwise ‘repeated notés.

+ Towrrry. The gravitation of music around a key or a tonal center.

.~ Towtc. The first tone of a scale or the chord built on that tone.

TR&NSCRIPTION Rewriting a musical composition for another medlum

TreBLE, The high register. _ :

- Trenoro. Rapid reiteration of a note on a stnng instrument by drawmg
the bow back and forth quickly in very short strokes across the string,

- Truao. A chord consisting of three tones { root, thlrd ﬁfth) '

Thriere Merzx, Three beats to the measure.’

“TripLe Srorpine, Causmg thre& tones to sound smmltaneously on a
bowed string instrument. A

Tuwe, A melody. :

Turr. Played by the entire orchestral ensemble.

Unsccompaniep. Without instrumental support. )

-Unison. Two ot more parts smgmg or playmg the same melody at thc- '
same time, - :

- 'UNPREPARED DISSDNANCE See Prcparatmn

" Virruostry. Brilliant dlsplay of technical facility. _

‘Voice. The individual part in a polyphomc compomnon. (It dor::s not

- . mecessarily mean “to be sung.”) -~ _ : :
- ‘Wrore Nore. The basic unit of time in music.
WHOLE—TD\IE ScavEe. A scalf: of six tanes. all 2 whole tone or whole step

-apart. : :
Winp Instrumens, Any instrument wh1ch is playcd by blowmg _
- Woopwinp, Wind i 1nstrum<:nts that producc musical tone by v1bration of a’

rced
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4 Cappella musie, in the Renaissance, 38,
- 39;.i0 baroque church tmusic, 86; in
" French baroque church music, 87; -in
;' zoth century, 176; in modern Russian
~-church music, 1go

Araco, Ferice Dary’ ( 1675-1742), YOI
Acadenzic. Fesxwal Opertire, Brahms, 158
Académic Royale de Musique, %7
Accompamed solo .song, 6o B
Adit and Galatea, Handel 79, 109 -
At -tunes, 79 - E

ADAM DE 14 HM..I“E., It

Apam ov St, VicTor, 10 .

Adam nnd Eva, Theile, 78

Added tones, 181 S
Addison; 67 )

Adonais, Rogers, 20'}

Adventures in a Pcrambala:or Carpenter, .
- Anna Magdalena Bach's Mrmc Notef?aof{ -

206

Aceolian mode 9

L' Africatne, Meyerbeer, 143 - -

Afro-American folk music, z04.

Agnus Dei of the Mass, 10,

Aida,, Verdl, 1427

Alr, o2

ALBENTZ, Isasc (1860—1909), 199; pianc
music of, 1563 lDeriun Suire,
19th-century compusers, 166 -

Alberti bass, 114

ALDHLL\{, Bisaor (c 640—709), 23 .

ALFaNO, 197
Algarotti, Count, 127 _—
Alleluia of the "Mass, 10 .

Allemande, g1; in: harpsmhorﬂ music oE .

the 16th century, 57 . )
ALLENDE, HimaperTo" (1885——
‘dlso sprach Zavathustre, R. Strauss, 151
Mterf_d chords, 181 S
dlto Rhapsody, Brahms, 150

1623

AncwaLr, Jacques (c. 1 514—-::
" apd Italian madngal 444 Frtuch chan-

}, 202._

o Inde

Amazonas, Vﬂla«Lobos, 202
Ambitus, 8
Ambresian chant, g
Afnctica, American; see also Umtcd States
Arnerican Tndian music, 204
American Life, Weiss, 207 .
American Polonaise, Riegger; 200
American Revolution, 13, 167
American symphony orchestras, 204

. L'dmfiparnasso, Vecchi, 44

An die ferne Gelicbre, Beethaven. 140, -

151
" Anapaest, 12 .
Andalusian styles, 199
" Anerto, Ferice {c. 1560-1614), 35 -
D’ANGLEBERT, HENRI (1635-1601), 903
- Anglican chant, 42 )
Anglican church music, 39, 40, 42, 88
Angularity of melody, so; in modern
music, 183

"Bach, 108 -

Antar, R1msky—[(orsakov, 162

AwrHelL, GEORGE (Igoo— ), 209
Annphonal smgmg, 4y 9, of . Vencnan -
* school, 29 - -
Apolion Mmage:es Stravmsky, 188
Apollonian cult, 43 in classical ideal, 113
Appassionata 5p1r1t, iz - :
L'Apprenti sorcier, Dukas, 186
L Aprés-midi d'un famxe, Debussy, 1 58
Arabr:squc, 137

© sotis of, 46
ARCHANGELSKY,
S 1924) IGO0
D*Argzzo, Gumo, 22
- Argeqting, 200

B .PLLEXAND‘ER

- - Aria, new form in the Baroquc, 6-;, m- ]

uovauon of pueve. musmhe, 7r

1557), - T oo

(1846—
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Ariadne musica, Fischer, 94 °

Avignna, Monteverdi, 73

Arioso, 69

Aristoxenas, 7

L' Adriésienne Suite, Bizet, 161

Armenian chant, g

Armide, Gluck, 128 -

Armide, Lully, 79 )

Ars antiqua, 24-26

Ars nova, 27-29; comparable -to the 20th
century, 171 '_ ’ .

Ars nova, de Vitry, 28

- Art of Fugne, The, Bach, rosg, 108

Arteaga, 127

Artework of the Future, The, W.;gncr, 146

Aston, HucH, 57 -

Athatia, Handel, 82 -

Aronality, 180; and expressiomsm, 1474:
in the Schénberg system, 191

Atramenant, Preree,” lute musie, 553
organ music, 56; Imrps:chord musie, 57

Aube, 12 .

AuBer, Damer (1782-1871), 143

Auffiihrungspraxis, 58

Augmentation, 32; in r:cerc1rc 54

“Aulas, 4

AURIC; GEORGES, 185

- Austria, 100~-193; see alio Vn:nnese

.Authentic cadenee, 32 -

Authentic modes, §

. Ave Marta, Brahms, 149

© Avata, 203

Ayre, 45

Azwec culture, 202

B C
B Mmor Mass, Bach, 106, 10’7

Bacy, Capr Prmrser Huanvsr (1714-

" 1788), 1215 and classical codeeren, 1341
" plane sonatas of, ¥25; transitio of orn:
torie to Haydn, 130
“Bach, Hetvrien, 66
‘BacH, Jomaww CrHrsTIAN (1735—1782),
pupll of Sammardni, 121; developed

sonata form; 122; sonams of, 251 and’

) -the classical concerro, 124 :
-'_B.wn, Joranw Sezasrian (r685-1vs03,
- 104-108; chorale harmonizitions of, 41;
.. .; @nd polyphenic musiz, 68; culminating
" figure of the Baroque, o1 wse. of
- -Frenth overtitre, %71 church. cantatas
-_._of 8: Sx ’L!arz;’zew Prmzorz 83 prcdc-

-“Ballet in Three Deals,”

- BANTOR, - GRANVILLE (rSSB-
- Barugg, Savurt (rgto— -

INDEX

cessors in church music, 88; lute pleces
of, 915 Well-Tempered ‘Clavichord, v2; v
contemporary of D. Scarlati, 93; influ-
enced by French clavecin school, 93 -
toccata style of, 94; and harpsichérd
musie, g4; grandson of Heinrich Bach,
96; end of line of German organists, .
o6 influenced by Vivaldi, ¢8; chamber. -
music of, 99; three-movement plan of
concerto grosso, 100; orchestral music
of, ror; and Handel, 108; and classi-
cisti, 1133 harmionic complexity of,
114; continueus thematic material of, -
123 caneard style, 130; mmpnred with _
Beethoven, r38;: transcriptions by Llszt,
1365 Mendelssohn's revival of Sz, \ra:- ;
thew Fasilon, 164 :
BacH, Karl Pumtep EMANUEL; Csee
Bach, Carl Philipp Emanuel -
Bacy, WiHeLM I‘mr:ntmm
1784}, 125
Bachianas By a:.-l:e'm.r Vlllz-Lobos, 102
Bacon, 36; 87 '
Baiser de Iz fée, Le, Strav 1nsky, 188
Baraxirev, ALEsereviren (183%—1910),
symphonic music of, 162: among Igt.h
contury cotmposers, 166

'('1715—.

" Barrurus, NoTKER, 10 .

Ballad, 137

Ballad opera, 79, 80

RBallade, 14; 28, 201 in rgth-ccntury plano
music, 154

_ Ballata, 29

Ballet, 27; in the 20th century, 156

Ballet comigue de It reine, 63, v

Ballet dé cour, 77

Ballet de Iz nuie, Lully, 59

Stravmsky, 18y

Balletto, 343 influence on Enghsh madn-
gal, 43 -

Banjo in jazz, 19y R
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‘Barber of Seville, The, Rossin, 141 a

Barbershop harmiony, 74 '

Barbiere di Sivighia, I, Rassun, 14:

Baroy, Grovanny, 72

Baroque contrapuntat forms in tﬁc zorh
century, 182

Burtered Bride, The, Sm:tana, 147

Barti, Haws, 180 .

_ Banrrdg, Bita (1’331"19453 19‘
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i bas
dizap-

“chord, 8y; ‘In trio sonata, 9%}
: Togque - orchestral “music, oo} -
pears-in-classical symphony, 122

Bassorm, in baroque music, 90; in. class;-

. ¢al instrumentation, 121

~Barestd, Tromas (c. 1570~ 163&), 45
‘Bardle piects; 57

Baudelaire, poetry of Prench sofigs, 1523
- impréssionistic poetty of, 173
Bax; Awvoip (1883~ . ), 195
Béatitudes, Les, Franck, 140 -
‘Brexzr, Jomw (1886~ ), 20%

‘BretHovEN; Lupwie Van (1770=182%), |

o 138—140' and the Classical periody 1163
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.- plano sonatis of; 1254 string.quareets

" of,. 1257 and chuich. fousic, t315 Fi-

delio, 1453 and oratoria, 148; Missd
Solemnis, 149} -chorale firkale-of the
‘Ninth Symphony, iso; An die ferié

" Gelichte, 151; and the licd, 152513t to

“usc sonata-form, 154 -plane music of,

155; nobility of in DBrahms sonatds, -

“156; symphonic. nusic of, 7574 concert
overtres of, 158; beging fgth-century
syniphonic . literature, 3593. chamber
Cwusic of, 163; summary” of 1gth- cen—
Clry composers, 164

* Beggar's Opera, The, (xay-Pcpusch, 79

Becur, L, 06
Belaiew, 21 : ’
BELLINT, VINQENZO . (1801*:8‘;5); _142,

summary. of 1gth-centuty. composers, A

T .
Belshanaar, Handcl, 81 :
BELiRAME; 301 :
Bitwevory, Orazio, 87 . _ :
Bmxm, Jome (£l rﬁoo-rb’:o), ,;5

1875), 166 -

atonality, 18a

-Bmloz, Hrcror {1803~:869), . 1gtha'
century orchestration, ‘137 eperds. of,
1447 The Damnation of Fausti 140}

and rehgmus choral musit, 140y syme . .
"'Bourgeoss gam:lkt}mme, Le, Lully' Mo- L

. phonic music of, 157, 1809, 160] sl
maty of Igth—ceutury comprjsers, 165
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Biblical Sonatas, Kubnau, gz =

. Binary form - of moverentd in dancc_

suitey §2i in baraque sonatd, o8
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" Bokdme, La, Puctin, 142
. Bohemia,

rothrcentury, - 166- nahonal

opera of, 147

- BoIELDIEW, Fm*w'g:o;s (1775—1834}, 143 )

Boito, 142 - -
Bonne chanson; La, Faux’é, 151
Hoogie-wongie, r73

-Brnwsrr, Witntam Smmn.u.: (iSzG— . "Boris Godunow, Moﬂsscrgsky, 147. 187,
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Busmn, 167 . -
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Bourrde, g2; in French opera, 76; disap-
pears in the roth century, 154

BowvLes, PauL {1gr1— ), 211

Baaga {1868— ), 202

Branas, Jomawwes (1833-1897), reli-
giots choral music of, 149; secular
choral music’ of, 150; Magelone, 1513
lieder of, 152; plano music of, 156;
Variations or a Theme by Haydn, 158;
symphonic music of, 160;
music of, 163; summary of 1g9th-cen-
tury composers, 1653 influence on Bar-
ok, 1oy

Brancusi, 173

Brandenburg Concertos, J. S. Bach 101,

107

BranT, HeENEy (1914— ), 210

Brass instruments in baroqué orchestral
music, 1003 18 classical symphony, 121;

in rgth- -century orchestra. 137; m ]azz, )

173
Brazil, 2071
Dreve, 61
Brevis, 61 -

Brincg, Franu (1879— . j, 195

Bridge passage in 5onam—allcgru forrn,_
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Brigg I‘a:r,-Dclms,\:[gs coen
BriTTEN, Benyanin {1013~ ), 193
BruckNER, - ANTon  (1824-1896), - re-
ligious choral music -of, 140% secular
.choral music of; 150; symphonic: music

of, 160; and Mabler, 161; and m:oro- -

. mant1c1sm, 172

Bucmzr{ Haws {r483-1538), 56; mﬁu-_

“ence on Bach's trio sdnatas, 106 .
Buenés Aires Conservatory, 201 -
‘Buffa opera, fee Opera buﬂa .

~BufTonists, 128"
Bukofzer, -Dr. Manfred, 26

. Brwr, Joun (c. 1 562-1628), organ music -

" of, 56; virginal music of, 57 ..
Burgundian school, ‘30, ‘31

* Busow1, Fertwocio (1866-1024), piano -

music of, 156; use of new scales, 180;
_music of, 196 . el
Buxrr.}mnn, Drerricy (16371507}, 703
- _'church cnaas ‘of, §2;. church music
" of, 88; toctatas of, | 943 ofgdn music of,
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-Cantata da camera, 8z

- Cantus gemellus, 23 ‘ Lo
- . Cantus planus, 83 sée glvo Plainsorig - =

Canzona, 54; as organ form, 56; in en-
" semble music, 58; in. Vcnctmn opers, -

] Ca.rxzan:: villanesca, 43
‘Canzonet, 43

) Canzoncf(_ta 34
Capricgio, g4 -

96 :inflicnce on Bach's toccata style,”
i 1063 mﬂuence on Bachs choral style, -

INDEX

Byrp, WiLLiam (1543—1623), 46, and

Anglican chant, 425 and English mad-..

rigals, 453 virginal musie of, 57
Byron, 135
Byzantine chant, g

- C

Casezon, Awroxto (1510-1566), 56,

harpsichord variations of, 57
Caccia, 29

Cacenyy Guwio {c. 1550—1618), coiir-

poser of Nuove Musiche, 71, 73, 73,_

Erridice, 713
C.adencc (7-6-1), 31, 32
Cadenza, 123 :
Cudmus er Herm;one, LuIl} 77
Calvin, Jobn, 40 i

CAMBERT, ROBI:RT, 77, first FI'LI'ICh uper:l" )

“by, 76
Camcrat, 71
Caminos, Revueltas, 203
Canteion, TroMas (1567-1620), .46

CaMPR4, secular cantatas of, 82 Chdl‘(.‘.h -

music of, 87
Cancrizans, 3z

tury, 182
Canonical hours, 10
Canso, 12

Cantata, 823 new form in’ the Barcque,

6o, Bo, B1-

Cantata- da chiesa, 82 °
Caniiones sacrae, Schiitz, 88 -

. Cannapicn, CHRISTIAN (1731—1?98), 122
Canop, in the 14th century, 27;.in the
Flemish schaol, 325 ‘in the 2oth- cen-

Cantus firmns, 16 in Burgundian sclmnl T

31; in secular polyphony, 43{ com-
. positions, . 53; organ form,

18z

* 743 baroque organ form, 94,

'56; in "
harpsmlmrd musm, 573 in  baroqué |
organ music, 953 in the 2r}t]] centur}. '
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" CARRILLO, JuLIaw (1875—-
“Casals, Pablo, 199

. CasELLA, ALFREDO (1883— i
o CaseLLa (Argentina), 201

" Cassation, 124 )

Castor. et Pollux, R:imeau, 77
Castran in Neapolitan opera; 76; in 18th-. B

centur} optra. 127 in- Glucks Orfeo, :

- CasTRO; JUan ]osz, 261 -
. Catalonian styles, 199~ .
" Catenad'ddone, La, Mazzochl, 74
- Cathedral anthem, 39
'CAVALIFRI, Emtuio - {¢. - 1550—1602},
- Rappiesentazione di anima’e di corpo,

7 C.hambr:r sonam,~97a 98

CiaRA;- M.mco 43

_Card Party, Stravinsky, 189
Carditlze, Hindemith, 177, 193

Cmussmu Giacomo (1605-1674) ,’ep?t-.-
n’za, ‘B1; secular cantatas of 83y church.
music, 87 ' e

- ._Carlylc, 135

o Carmen, Bizet, 144
“Carnfval, Schiimann, 133

. Carnival Song, Piston, 208 -

Carnival songs, 34

. Carolingian périod, 21 .
_-CARPENTER, Joms ALDEN {1876— -.),
3963 U: 8. camposer of late 19th cen-

wry, 167; ancl jazz, 175

) 186

128
CaiTro, Josk Mum\, 201

73, 81

._.'Crwaﬂeﬁa ‘rusticand, Mascagm, 142 -
CavaLLJ, - FRANCESCO (1602—-1676). 75,

- church music of, 87

" CAVAZZONI, Gmommo, 56 B

Cembalo, 93

" Cento concerti ecdmama, deana, 73,"' : . -
_Choral music, in the Igth cenrur:.r, 143

. Ccrvantcs, 36 - '
Cest1, MARG. AxToio" (1623+1669), 755

- gecular cantatas of, 82 .70
CiiBRIER; ALEXIS (184r—1894), 144

" Chaconne, 54; in French opers, 263 "in
" baroque keyboard . variatiops, 92; in

baroque organ music, 95

CHADWICK, 167 L s
" Chaimber music in Bamque, 97, 98, n:
in the 1oth -
176 -
R C}xom‘u Comtammm, Isaac, 34

the Classical pr:rlod 1245
. century, 162; in “the 20th centu.ry,
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in - Chorale fantasy, 95
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: _-'Chora!r: prclude forms in thc Baroquc, M

(c. 1662-1672), 93

Chanson de geste, 12 . . .
Chansoen de toile, 12- - - ceL
Chanson, troubadour song, "5, 33 .-

French polyphonic, 46 -

" Chanson batlade, 28 -

Chanson: mesurée, 46
Chanson with refrains, 12, 14

" .. Chanson rimée, 46 .

Chansons de Bilisis, chussy, 151

“Chant cultures, 9 = DR
- Charlemegne, 9 - oo o L e
“ Charles the Bold, 30 o '

Charles 'V, 36 .-
Charleston,- 167 oo
CHARPENTIER, Gus-mw (1860— _

44 - . -
CHARPENTIER; MaRc Amamn (1624—- -

- ‘_)'; '_ G

© | 1704), secular cantatas of 83, church S

music of, 87 .-

Chauccr, 27 : L :
CHAUssON, ER\'E,ST (1855-1899), scngs"'

_of, 153: symphonic_music. of, 161"
) 203

of Gluck, 128 and church music, 31, N

| Mass in D Minor, 149 L
Chile, 202" Do
Chinese music, 3, 4~

" Choir books, 63

‘Cuormn, Frinfric (1810—1849), 155-- -
1565 influence of Bellini on, 142} sum-
. mary of rothicentury COMPOSETS, - 65y’
nocturnes predated by John Ficld,-166;
- gbscuring- tonality, - 179, mﬂuencc on -
Scriabin, 287

. 149, 150; in the’ 20th “century, 176

Chorale, 41; as cantus: firmus, - 323 0
church cantata, - 8:, harmomzauons b}rj=
Bach, 107 I . -

C}wmle :md F uguc in. j’azz, Gould 175, S
210 SR
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.. Chord streamns, 181
Cherdal style, 32; in the Renaissance, 37;
" in French chansons, 46; in lute music,
35
Chords in 4ths, 181
Choros, Villa-Lobos, 201
Chotit, Prokofiev, 189 )
Christ on the Monnt of Olives, Beethoven,
T 140, 148
. Christian era, 8-16
Christus, Liszt, 149 )
Christus am Olberg, Beethoven, 140, 148
* Chromatic tetrachords, &
Chrornaticism, in the 16th century, 38;
. in the late Roman school, 30; in the
Baroque, 68; as expression of grief,
106; in Mozart, 123;in the 1gth cen-
- tary, 1363 in Wagner, 1467 .in the
~music of Chopin afd Liszt, 156; as a
means of obscuring tonality, 1%g
" Church canrata, 82
Church modes, 8

Church music. of the Renaissance, 37-42; .

". of the Baroque, 86-88; of the Classical

. period, 1303 of the 19th century, 149

Church sonata, g7, 98

Crvarosa, Donmenico (1749—1801), 80
and 18th-century opera, 127"

Cincinnati Conscrvatory, 205 -

Cinco poemas tragicos, WlIson, 202

Cinema, 177

Cithara, 4

Civil War, The, 135

Clannet, go;'in clas51cal symphony, 121, .

in jazz, 175
CLARK, 97 .
Classical concertn, 123 ]
- Clagsical instrumentation, rzr
Classical Symphony, Prokoﬁw 180

.. Classicism, 113
Clausula, 25 :

Clavecin  before 1600,

-7 Chambonnitres, o3
Clavicembale, 52

Clavichord, 53; 89

- CLEMENS NoN Parpa
38 -

. CLEMENTY, Mvao (1752-—1832),

S Clemenza @i Tiro,

- CLERAMBAULT, 82 ;

- Closing ‘theme in sonata a]Iegro fon'n,' 1y

._Cocteau, }'cau, r85 R '

52; music of

(c. 1510, 15583,

I'z5 .
La, Mozart 119

INDEX

Coda in sonata- allcgro form, 119
Corrzy, 8o
Coleridge, 135

Collection of Ayres Compafed )'or :he

Thearre, Purcell, 5g-
Colombia, 202
Color, 28

Coloration in instrumental rmmc, 50; 10 7
organ music, 56; in chorale preludes, .

A

95; in Bach’s organ stylc, o6
Coloratura, 75
Colored notation, 61
Columbia University, 207

“Combat between Dawd and Gollath o

Kuhnaiu, 92

Combatimento di Tancredi ¢ Clarmda,
I, Monteverdi, 75

Comédic-baller, 7

Cornic opera, g, 8o -

Communio of the Mass, 1o

Composite arganur, 22

Comus, Milton-Lawes, 78

Concert overture, 137, 158 .

© Concertine, 100

Concerto, classical, 1233 in the 1gth cen-:
tury, 157 ;

Concerto  grosso, 69, 100} ‘replaced. by
classical symphon}' 120

Coneerta grosso; Bloch, 193

Concord Sonata, Ives, 206

Conductus, plainsong, 11; palyphc-mc, 25

Conjunct tetrachords, 6.

"Consort of viols, 58 .
- Contes d’Hoffmann, Les, OHenbach 144

Coatrapuntal forms in 19th- century piing
music, 154
CoNTRERsS, 203

205

_Cooms, 3r

Copernicus, 36.

CopLaND, Askon (Igoo— :
influence an, 176

Copley, Iig .

Cog d'or, Le, R1msky Knrsakov, 147

-CoRELLI, ARCANGEL® .{1653-1712), 6g; -

chamber music of, 98; short move--

Ments i Concerto grosso, 100} orches- _‘
tral music of, 101, mﬂucnce on Bach’

" rhythm, 106.

- Coriolanus Owr:w'c, Beerhovcn, 140 1 58

CornellIe, 67

" ConvVERsE, Fm:Dznrcx (187 I-1 940), 167,

b3 209; i_aZ_z



Corst, Jacoro, 72
Cosf fan tutte, Mozart, 129
Costerey, WiLLiaM (1531—1606), 46
"~ Corron, Jorn (12th century}y 23
Count-‘:r Reformanon, 36; in the Baroque,
A
. .Counterpomr. in the Classical pcnod, 1143
" in. the 1gth ‘century, 137; in Bee-
thoven's music, 13%; in Brahms's style,
. 1563 .in- the =20th century, 182; in
Hindemith’s music, 193
: CDUP‘E'RIN’, Fraxgols (1668—1733), 6oy
* harpsichord music of, g3; organ music
of, g7; chamber music of, 99 styles
derived from in Ravcl 185
- Courante, gt

- CoweiL, Henry (1Bgy— _), 208; and

.. tone clusters, 181 . -
- * Crab canonm, 32 ' o ’

. Crawromp, Rute (1901— ) 210
.- Creation, The, Haydn, 130
- Création dn monde, La, Mﬂhnud
© 86 '
“ Credo of the Mass, 10
"CresToNn, PauL (1906~
Critnean War, 135
" CroFT, 97 .
Crotx, PIERRE DE La, 26 -
Cruce, PETRUS 'DE, 26 .
Criccifixion, ‘The, Stainer, 149, 165

1?5;

}, 211

. “Crucifixus” of Bach's B Minor Mass, 106 -

" Cuanahnac; Revucltas, 203,
Cuatro soles, Las, Chavez, 203

Cults in Greek music, 4

“Curtain tunes, 79
CyerIEN bE RoRre, 63 -

. Czar. xmd Z:mmermamx Lurtzmg‘ 145

D

. Da capo aria, 75
Da Vinei, Lecnardo, 30, 36
. Dactylus, 12
" Dafne, Gagliano, 3 -
" Dafne, Peri-Rinuccini, 73-
- Dali, Salvatore, 173 -
" Darza, AMBROSIONSS
" Dame blanche, ch Bomldmu, 143
_DAMET‘I‘, 3L
" Damuiselle élm', La Debussy, 184
Damﬂatmﬂ de Faust, Berlioz, 149

oo Dancc music - m the 13111 ccmury, 525 -

INDEX

"Dm} fa Pay, Tﬁe, Coffe}', 80
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in the 14th century, 52;-in the Renais-
sance, '53; for ‘hute, 53; in -English’

virginal school, 57;-in ensemble music, - -
58; in baroque suites, 60, 913 in French . -°

opera, 76; in chamber sonata, 98; in
classical orchestral forms, 124; see afm
Tazz
Daniel fazz, (Jmenbcrg, 176, 206
Dansas Afnmrm:. Vﬂla-Lobas, 202
Danse-royale, 52 -
Drante, 27
Danzas mexicanas, Ponce, 203

- Daphne, Schiitz, 78

Daphnis et Chloé, Ravel 185
Dagumn, 97

DARGDMI yst, Ar,r.xmn ER (1 &1 3—-1 369),

1

L I
Dang}xrﬂ of ﬂ:e Reg:mem, T}:e, Dom-

Zetti, 142
Davrco, 197,

David, 114 1 .. - __, .

“Davidsbiindler,” 164 L .
Davidsbiindlertinge, Schumann, £55

" De Harmonica Insitutione, 23

Debora ¢ Jael, Pizzetti, 197 -
) _DI‘.BUSSY, CLAUDE, (1862—1918) 184, and
" impressionistic opera, 144; Chansons

de Bilitis, 151; songs of, 1533 L/Ipre.r-
wmidi, -158; La Mer,. 158; and . impres-
siopism, 172-173; Pelléas et Mélisande,
v77; and . peemodality; 179 ‘and the

whole-tong seale; 18a; and- Ravel, 185

Declaration of Independence, The, 113 .
Defoe, 67 .

Degas, 135 and 1mpressmmsm, 173 _
Devizss, Lio (1836-1801), 144 - - .7

DeLits, FREDERICK (1863._,93 4), 195,

and lmpl‘LSSlc}nlsm, 173

- DEPRES, se¢ Dcsprcz

Descaites, 67 ) .

Descriptive pieces in harpuchdrd music,*
571 in the Baroqué, 9z;. in the 1gth
century, I 37, for pxano
centuiy, 154

“DpsprEz, Josouiy (d. 1521) 323 swlcs e

tabtlished -in the T6th century, 38
Dentsches Reguien, Rrabms, 149 - o
De\rclopmcnt section. in sonata- allegro,_-.. :

118, 119

"_Dem! and Damel Webszer, T}ze, l\/[u:nt.are1L D

in. thc Igth
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Dsvin du village, Le, Roussean, 8o

Diaghilev, 177

Dianonp, Davip {1915— ), 211

Disphony, 2% ’

Diatonic tetrachords,. €

Dickotomy, Riegger, 206

Dichteriiebe, Schumann, 151 -

Dickens, 135 )

Diderot, 114 .

Dide and Aeneas, Purcell; 78

Diferencias, 57

Divclesian, Purcell, 79

Dionysian cult, 4

Discant, 21 :

Disjunet tetrachords, 6

Dissonance in the 26th century, 37, in
the zoth century, 181; in 20th~ ccmury
melody, 183

DurrERSDORE, Kart, DITTERS voN ( 1739— '

I799)s 2z
Divertimente, 124
" Drucoras, ALBERT, 55
Dodecackordan, 38

Dounanyr, ErnesT (1877~ '),'198

© - Dolori df Maria sempre vesgine, I, Al

-Scarlatti, 81 -
Domemc Sympﬁoﬂy, R Stmuss 161
_ Don Cossack cheirs, 190
Don Gigranni, Mozart, 120
Don fuan, R. Strauss, 163
Don Pasquale, Donizetd, 142 . -
Don Quizote, R, Strauss, 161
Donatr, -Batpassane, villanellas of, 43;
- and late Italiap madrigal, 44

°7 DomizerTi, Gakrane (1707-1848), 1;;2'

_summary of Igth-ccntury composers,
. 165 . :

. Dori, La, Costs, 95 .

+ Daorian made, §

. Dowrawp, Jomx (1 563—-1626), composer '

--of English ayres, 46; lute music of, 55
Dramauc e.lemmt in the Baroque, 68
.Dramma glocosa, 129- :
- Dieam of G‘erom:m The, Elgar, 149 -
- Dryden; 67 Lo
Direr, 36 -
Duet style, 32+ TR
_ . Durd¥, Gumravme: (& 1400~
Duxas, Pavr, 186 -( ¥ 3474)’ 31
Dyuont, 796 - o
‘Diny, 867 -
DUNmBLE, Iorm e 13?0—1453), 3:

INDEX

- Elizabeth, Queen-of England, 45 :
Elizabethan pcrrod of English secular_

-. music, 96 baroque chamber :music,

Durage, 153 - ° :
DuraNTE, FRANCESCD (:634—175 5), 87

Durchkompeniert, 151

Durey, 185 -
DvoRAR, ANTON (1841-1904) ng cmd g

Collier, 147; symphonic music of, 1623 °.

surmmary  of Igth-century composers,--
166
Diynamism, 188

E
Easttnan School of Music, 207, 208
Eccarp, Jomannes (1553-1611}), 47
Eclecticism in the 1 8., 204 . -
Eginont Owertse, Beethoven, 158
Egypdan music; 4 -~ ° -,

Eighth tones, 180
“Ein’ feste Burg,” Luthcr, 42 -

‘Fl Greco, 39, 07 -

Elektra, R. Strauss, 1.93

" Ercax, Epwasrp (1837—-1934), 166 :md ’

oratorio, 149; E'mgma Varmr:om 158 )
162 . .
Elijak, Mendelssohn 148

- Elision of chords, 181

Elizabeth, $i., Liszt, 149

- usic, 44 -

" Embellishment in m-strumental rnusu:, 50 o

in English virginal “music,
French clavecin schcol 93
Emerson, 136 . :
Emotionalism in Igth century, 135
Emgeror [ones, Grienberg, 206
Encyclapedlsts 114
Energia, Chavez, z03 .
L’Enfance dn Christ, Berlioz, 149 .
England, Secular monody in Anglo-Saxon .
penod 16 eatly. 15th-century polyph-
- any, . Renaissance : sacred. musie,
303 chalssance secular . music, - 44; - -
English madrigal, 45; English virginal =
schodl, 54; Iute music in the Renais-
sance, 55; ibth-century organ: music; ™
* 56; instrumental ensemble music in the ©
16th centwry, 58; baroque composers,. .
693 baroque opera, 78; ballad operd,. .
“8o; baraque church music, 88; baroque -
harpsichord music, 93;. baroqué organ.

575048




: 93 ‘baroque -orchestral music, IOI,
.. 1yth-tentury opera, 147;. 1g9th-Tentury
'.-__composers, 165-166; the z20th century,
104 :
Engllsh see al.a'o England
" English discant, 31

“English horn in the Baroque, gc in the

-19th ‘céntury, 137
. Enghsh suitds, Bach, 107
Enharmonic tetrachords, 6 -
Entgma Vdriations, Elgar, 158, 162, .

- ‘Ensemble music (instrumental) bcfore\

1600, 58; in the Baroque, o7-101; see
-#lso Symphony,” Chamber music -

129, ¥44

Entr acte music, 79

- I:nueg, 12 .
Episode in sonata- aIlcgro form, 118
- “Epitaph of Seikilos,” § :

EquaI tempered | tuning, gop in- Bach’ i

-Well- Tempered Cl'amcizord 93
ER‘BACH, g6
" ErreL, FERENG (1810—1893), 197
~Erminia sul Giordano, Rosst, 24

- Escenas campesings cﬁ:fems Allende, 202"

© Esereizdi, D, Scarlait, 9z..

EspoiLE, 20T S
_Esquinias, Bevueltas, 203 - -

. Estampié, 14, .15, 52

Ethos, 4, 6 ’
. Ewde, 154 in the Ig!:'rl oentur}r, 13?

"Eugen Onegin, Tschaikavsky, 147

Exmdzce, Peri- Rmuccn:u, 23 earhest ex-

-tant ‘opera, 73 L
Earyamizc, von Weber, I45
Evocations, Roussel, 135
Exchange, 25 : o :

. . Exposition’ in sonata‘allegro form, 118
Expressionism, 173 :

.'F‘

Fa la la chorus, 45 .
. Fairy . Queen, The, Purceli 79
" Faithful, The, Rogers, 207

- FaiLa, MANUEL DE (1876—1946), 398-'

-~ sumimary af “1gth- oentur}r composers,
. 166 ’ - i
. Falstaf}, Vcl‘dl, 142

. Familiar style, 32, .ree.als'a Chordal st)?le
o Frreworﬁ.r, Stravmsky, 188

‘Fancy, 53

__INDEK S

' FaruEr, Jony (4. 1591—160i), a5’

- Fm)‘ulmmg ats d'em Serarl, Dze, Morart,

-" Faust Symphosy, Liszt, 150, 160 _—

" Favorita, La, DOIIIZGIII, 1420

" Filling Station, 'I'hcmsorl; 208

U _Fioff musicali Frescobaldi, 96,

Fanfare averture; 5. =T )
'Fantasia, 53} fot lute, 353 ‘otgan form, 56 ’
i ensemble music, 58; in baroque -
harpsichord music,. 935 ‘organ form _in ©
the Baroque, -94; -in the zgth century, :
137; in 1gth- century plano musxc, I54;
see alve Pancy = . '
I'antasy, see Fantasia,” Fancy ! . S
Fantasy on ¢ Theme of T homas T.rzh’:: .
Vaughan Williams, 194 :

Fannasy, Gues (¢, 156o—. 1600}, 57 :
_ Fauut, GaBRIEL {rB45-1024); Reqmem,
- 149; La bonne chanson, 1513 songs.of, -
S E535 piano music of, 156; chamber:
- music of, 163; summary of rgth cen-
fury compuosers, 165 : i

-. Faust, Gounod, 143 - ": L

. Faust, Spohr, 145

Fauxbourdon, 31, 32 .
. Favar, 8o . :

‘Fedra, Pizzetd, 197
Feeir, Die, Wagter, 146 -
Felsenmiible, I:l_msmgcr,_us o ]
- Fennimore. and Gerd’rx Delius, 195 -
- Ferganpez (1897 - ), zoz
Fervaal, D'Indy, r44- o
" Pesra,; Costanzo (d. 1545), 44
" Fieuer; JAcoso,. 201 . .
Fideliv, Beethoven, 140, 145 ]
. FIeip, Joun (1983-1837), 166
Fifth Symphony, Beethoven, . 139
. Figaro, Mozart, 128, 129 1. o .
. Piguration, 503 in variation fnrm, 543407
late -music, 55; in English virginal:
- mste, 575 in Scarlatti sonatas, 933 in
" baroque string musrc, 98 R
Figured bass, 6g, 72 mnovatmn of nuuvc €
- musiche, 71 | o
" Fille du réginent, La

Domzcm, 142 .

Final in plainsong, 8

Fvck, HelNRICH {1445—1527) hcd 47; .
Bach‘s coIoranon stylc denvod from,'

166 E o

- 'Finland, 2oth century, 200 -

Fi it giardiniera, La; Mozarty !29

Firebird, The, Stravinsky, 177,'-
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Fireworks Music, Handel, 101, 109
First rondo form, 119 -
FiscHER, JoHAMN . Kaspor anm\rmn
(1650-1746), 93
Firzwilliam Virginal Book, 57
“The Five,” 166
Flaubert, 135
Flemish school, 31, 32, 38 .
Flegende Hollinder, Der, Wagner, 145,
46
Flivver Ten Million, Converse, 205
Florentine school, 72
Frorow, Frieprick von (1812-1833),
145 '
- Flute family before 1600, 52; in baroque
music, go; in classical instrumentation,
- 121
Flying D:.*:clxman The, Wagncr, 145, 146
YooreE, ArTHUR, 167
Form, Forms, of troubadour song, 12-153
of Minnesingers,. 1%; of Ars -Antiqua,
24; of Ars Nova, 28<29; of the 15th
century, 32-34; of 16th-century sacred
- music, 38; of r6th-century secular
_fusie, 43—47; insttumental forms be-
fore 1600, 52-58; of the Baroque, Gg;
of baroque dramatic forms, 8o; of

" harpsichord music, 91—92; of baroque -
organ music, g4; of barogue chamber

music, 97-98; of baroque orchestral
music, 100 classical form, 1714; somata
- form, 118-120; of church music of the

Classical period, 130; in the rgth cens

- tury, 137; Beethoven and form, 395 of

1gth-century church music, . 149; -of .

“1gth-century sclo song, 151; of 19th-
* tentury piano music, 1543 of 1gth-cen-
tury symphonic music, r57, in the 20th
- century, 183 .
Forre, 201 -

FosTER, " STEBHEN {1826—1864), 167,.

. folk melody in the U. S, 204

" Fountains of Rome, The, Respighi, 106
- Four Minutes and Twer::y Second.f Har-
. Hs, | brird

. Four Saints m T}zree Acts, Thomson—'

~Stein, 208°
- Frg Diarolo, Aubcr, 143 -
_ Fra Gheratdo, Pizzew, 197
. Frangars, Tean, 186
France. Secular’ menody, 11-15; Ars An-
nqua, 24-36 CArs Nova, 28- chanson

INDEX

33; Reformition music, 423 secular.
- vocal polyphony in the Renaissance;
- 46; Remaissance lute music, 557 Re -

naissance organ music, 56; Renaissance

harpsichord music, 57; composers of

the Baroque, 69; barogue épera, 763

opéra-comique, 8o; baroque church

music, B7; baroque harpsichord music,

13; baroque organ music, 96; baroque
- chamber music, 99; baroque orchestral |

music, 101; apera in the 19th century,

143; songs in the roth century, 152-

. 153; symphonic music in the 19th cen- -

tury, 161; summary of 1gth-century -
- composers, 163; in- the zoth century,_ s

184

" Franck, Césir (r822-1890), rcllgmus

choral music of, 144; Symphonic Vari- .
ations; 158; Sympheny in D Minor,
161; chamber misi¢ and organ music
" of, 163; summary of 19th-century cum"—' :
posers, 165; and tonal obscurity, 179
Frawck, Mercuior, 58 -
France or CoLoaNE, 26
Franco-Prussian War, 135
Franz, Ropert {1815-1802}, 152
Frau ohe Schatten, Die, R. Strauss, 193 .
Frauenliche und Lebei, Schumann. 15t .- K
Fravewros, 15 .
I'ree forms of organ music, 94

" Free orgamim, 22

Freischiizz, Der, von Weber, :45 -
Freistimmigkeit, so; in harpsicherd . .

musie; 93 : e T
French, see alse France -
Erench and Indian Wars Te3

French horn in the Baroqure, go; m classn- e

‘cal orchestra, 12T .
French overture, 77: 100; Handel’s use of 5
109 .
French Revqunon, IT3

- French suites, Bach, 107 .

FrescogaLpy, -~ GIROLAMO (1583—1643), ;

93; teacher of Froberger, 933 orgen - .

music of, o6; influence on’ Bach’s toc-
‘gata style, 106 . :
FROBERGER, ]DHANN Jaxon (1616—166?), L
705 suites of, 93; pupil of Frescobhaldi, .
93; otgan muusic of, 96; influénce on -
Bach’s toccata style, 106 [
Frottolz, 43 :
Fugal chora]c pmlude, 95



g 'P‘ugal forms of organ music in thc Ba-
. foque, 94
" Fugal style, 32; in the anmssanoe, 373 in
" French’chanson, 46 .
‘Fughetra ‘sections in baroque toccata, 94
Fugue, 6g; in the Baroqne, y2; in ba-
- foque organ forms, 95; in zoth- Century
¢ 'musie, 182
- FULDA, Abant von (e 1440—1506), 47
‘Full -anthem, 39
Functmnal musig,
© brauchsmusik
: Fﬂﬂdﬂmeﬂmm orgammﬁdr, Pauma.nn, 56
- Fux, Touamw Josern (1660-3741), 78;

177

.- church music of, 88; orchestral music

“iof, To1 -

_ G .

: CABRiELI, Anpres {c. 1510-1586), 393
~Italian madrigals of, 443 organ music

/ of, 56

“Gabrizry,  Grovanwi (1557—1612),.39;

.' organ music of, g6; canzonas of, 58;

. influence on Bachs choraI style, 107
GAGL!A\ID, Dafne, 73 -

" Gaillarde, sé¢ Gailiard

Gainsborough,® 114 -

Galatea, La, Vittor, 74

- GaLILEL, VincENZO, 72

- Galileo, 46, 67 '

Gavrmpo, 203

Galliard, 53; in harpslchord musn;:, 57,

. as origin of baroque suite, 1 .
‘Gallican chant, g ;
- GALLUS, JacoBuUs {1550—1591), 40

GALUPP1, BALDASSARE’ (1706—1785), 86 )

‘1275 church music of, 131 .- -
GARCIA, Jost (1767-1830), 201 . "
Gascony, see Marcabru, £z :

- GasTOLDI, GIOVANNY, composer - of v1il.;.-

44
‘Gaukler, 11. -
" GauLTier, DENiS (d 1672), 91 Ce T

Gavotte, 95; in French opera, 76; dlS-
. appears in the 19th ccnfury, r54 s
- Gay; John, 79 - L
- Gazza Ladra, La, Rossml, 142. .07
i Gebrauchsmusnk, 77
.. 1933 of Anthell; 209 - .
'Gm:kc}w Gesdnge, Schur.z, _88 a7 .' :

EN

|

) I'NDEX

‘see glsio Ge-

’ nellas, 433, latc ltahan .madngals of,

" GLIERE, TgO; songs of, 153 ’

of Hu-ldemlth,

_ 35
Geistliche Konzerte, Schitz, 88
Gesnant (1674-1762), 1017
Genovers, Schumann, 145 - -

Gere, Haws, 55
German, see Germany

German influence in America. in. :gth' '

_century, 167 . . L
German Reguifem, Brahms, 149 :
German romanticism, revolt agaimst, 172
Germany. Secular monody, 15; Renais-

“sance sacred music, 40; 16th- -century

secular polyphony, 46; polyphomc Jied,

46,. 47 Renaissance lute music, 553 o

Renaissance organ - music, 56; wind
ensembles in the Rénaissance, 58} com-
posers of the. Baroque,  -6gi barogue -
opera, -78; singspiel in the Baroque,
803 baroque church music; 87; barogue!
harpsichord music, ¢3; baroque argan
music, 95—06; baroque chamber music,

993 barogue - orchestral . music, Tof; -

opera in.the rgth century, 144=147;
1oth-century led, tsz; roth-century
. symphoenic niusic, 159~161; summary
- of igth-century composers, 1641658
the zoth century, 190-193 S

GERSHWIN, " GEORGE (1898—1937); 209;.'

. Rkapsody in Biwe, 175, 186

GESUALDO, Dmr CarrLo (c xsﬁo—lﬁu) -

49 - -

GIANNEOD, 201 . ’ o R

Gigsone, Cavalli, 75 :
Giesons, OrRLANDO (1 583——1625), 40- and "

. Anglican-chant, 42; and English mad- ce i
'. rigdls, 45; virginal music- of, 575 en—_' _

semble. music of; 58
GieaLt, 96-
Giguc, g1

* - Gilbert and Sullwau aperetta, 147
© Giaotte, 27 -

Giraud, Albeért,. 192 : LTS
Grameawus, 38 0. - L. -
GLazNOY, ‘106 S

Gleemen, 16

Grivks, MicHAL (1804-—1857), 147,'

songs of,” 153; summary. of xgth-oen- L

tury composers, 166 -

© Glopauer Liederbrick, 34

Gloria of the Mass, 103 polyphomc set- o
~tngs of, 33 .- - -

s '_:Gwcx, Cmusropu Wu.umw (1?14-




236 _ : INDEX

- 1787}, 129-128; and Neapolitan op-

era, 76; and German opera, 48; and
classical composers, 116; pipil of Sam-
martini, 121; and the Italian school of
the 18th century, 27

Gobrie, St., 16 :

Goethe, 135; text to Mcndclssnhns Wal-
purgisnacht, 148

Gotrerdidmmernung, Wagner, 147

Gogol, 190

Goldberg Variations, Bach, 107

Golden Age, The, Shmtakov:tch 189,
100 .

" Golder Sonata, The, Purcell 9g

Goliards, 11

GoMEERT, Nicoras, 46

- Gaontes, CARLOS (3836—1896), 201

Gondoliers, The, G:lbert and Sullivaa,
147

Goodman, Benny, 175

Gospel recitation of thé Passion; 83

Gossec, Francors (I734—1829), 123

Gothic period, 24

GovpIMEL, CLaubE (¢, T565-1 573), psal-
ter scttings by, 423 French chanson, 46

Gourp, Morren (19£3— h

" Chorale and Frgue in Jasz, 175 -

" . Gounop;" Cuarnes (18:8-1893), eperas

-~ of, 1435 songs of, 153; summary of
+ 19th-century” composers, 165

Goya, 114 '

Gayeseas, Granados, 199

Graduile- of the Mass, 10

- GraNapos, Exmique {1867-1916), 199;

piano music of, 156; summary of- Ich-
| century coinposers, 166
" Grand opera, see Opera
"'Grand spectacle’ Opera, 143
Gratter Muass, Liszt, 149
* Great Plague, 2y - :
" GRECHANINOYV, ALExaNDr.R (1864-- A
1903 songs of, 153 :
Greek modes, 6.

. Gréek musie, 4, 6°

“Greek mythology in GIuck opera, 128

" Greek Orthodox Church. chant, g

Gregorian ‘chant, §, 9; see gl Plamsong
_ Gregoriani conicerto, Resplgh:, Tof

" Gregory the Great, T -
~GRETRY, ANDRE ERNEST (1742181 3) 80
-GRIEG, “Epwanro.

-(1843+1907), - piano
musm of, 156 Peer- Gym sze 158

H. P, Cﬁavez, 203
- Hasa, Avos, 180
" HabLey, Hexnv (18?1—1937), 208,

210; .

162; summary oE 1gth- century cnmA

posers, b6 o '
Grirres, CHarces T, {1884-1020), 206

and impressionism, 173 T
Griselda, A. Scarlam, =26

_Ground, 54; in English virginal musw,

54; baroque variation form, .92, 95 -
Grusneere, Lours (1884~ ), 206;
Dantel Jizz, 76 A
Guarany, H, Gomes, 201 -
Guidicioni, %3 :

Guipe n'Arzzzo (r1th century), z2-
GUILLAUME DE MACHADT, 28; ﬁrst pol)r-
phonic setting of the Mass by; 33

Guillawme Tell, Rossini, 142

. Gumravr vE BorwELH, 11

GuiraUT bE Riguisg, FI1

Guitar, 52; in jazz, 175 L
Gurre-Lieder, Schinberg, 191, 102 -
Guendoline, Chabrier, 144 )

" Gymel, 23

H. M. S, Pmafcw, G1Ibert and Sulllvan.
147 '

Haenper (or HiwpeL), ¢ Handel

Hingenden Girten, Die, Schinberg, 192

Havtvy, Jicouss {1799—:862), 144

- HaryLEe, ApaM tiE LA, 17

Hamburg opera, 78

HANDEL, GEORGE FREDERICK - (1685- )

1759), 104-T0g; culminating figure of .

- the Baroque, 70; use of French- over-
ture by, 77; Aot and - Galatea, 79y

operatic failures of, 793 characteristics *

of oratorjos, 82; harpsichord music of, .

94; ofgant concertos- of, 97;. chamber
music of, gg; orchestral music of; ro1;
and Bach, 108; -and classicism, ‘113;

continueus thematic material of, z22; *

style in Mendelssoln oratorio, 1 8 e
HanoL, see Gallus, Jacobus e

‘Hanpy, W. G, 174

Hans Heiling,'Marschoer, 145 < -
Hansan, Howaro (r896— ), 2'08
Hardy, 135 . ! :
Harmeny ig the Bamque, 68;-in- Classu::l :
period, 1143 in the 1gth ccntury, I36
in thc zoth . century; 180 '




"’"Hmms, Roy (18g8-"
_Ministes and Twenty Seconds, 177 - .-

'__"Harps;chord 89, music before 1600, 52,_'--

. 756,'57; miusic of the Baroque, 91
Harp.f:c}:ord Concerzo, De Falla, 199
}s 200; - Fowr

'_-_'H:u‘vard University, 205, 207
Harvey, 67" . .

" Hary Janors, Kodaly, 198

..: Hassi, 78

'-,"Hnssuzk, Hans LEO (1564—1612}, and

.~Gérman led, 47; passion chorale’ by,

U+ i 833 .organ music of, 96 :

- " Havsaganw, VALENTIN, 58

" Hawthorne, 136. . :

. Havpw, FeANZ JostrH (I73z-1809}, 116

Lt s}’mphomc form and, 118;
. -minget to symiphiony, 1203 Lonrdon

U Symphony, 1z21; -and Mozart, 122

.+ and the. classical symphony, 122; and
* the classical concerto, ‘124; string

. quartets of, 125; plano sonmatms and .
“Violin sonatas of, 125; and the oraterio,

1307 and church music; 1313 basis of

Beetho‘.cns style, 1383 comparcd to

Beethoven, 138 - -

. Hasrpy, MiciiarL (1737-—1806), 122

t. Hebrew musie, 43 chant, g .

. Hebrides Doertire, Mendclssohn, 158
"Hegel, 135

'--_ Heine, 135; Schumann scmng of. poems,_

152

" HriNrica vox L[a:ssan, 15

 Hemnicn ¥y MueLy; 15 N
. Heldenleben, Ein, R Strauss, i6r -
~*The Hen,™ Rameau, gz : o

. Henry IV, King of France, 73 7~

- . Henry V, King of England; 32
"Henry VIII, King of England, 40 .

. Hérorp, Louss (1791-1533), I43
Hero’s Life, A, R. Strauss, 161

. Hermmann, Berwarp (1911~
/ Hexachord variations, 57

M, Epwarp Bmu_zxmmr. (1872- )y _

205

: 'HILLER,. Joranw Amu (:738—1804), 8o _

Hmwpesimy, PauL {1895— - - ), 193; and

. neoclassicismi, 1735 Carddllac; 177;°2nd 7 .

. Gehrauchsmusik, -'178-
‘point, 182 . : e

. Hippolyre &t Aricie, Ramcau, 77 R
" Histoive du soldat, Stavinsky, 195, :88

and countc'r-

. Historia der Awfem_et’mrzg, Schittz, B2 N

INDEX

" Hossamazr, Pave (1459-1537); 565 and .

. 'Halbein, 36- :
" Hovst, GusTave (1874—1934), 194

e HO\’EGGER, ArTioR {1892~

cadded

- Hot jazz, 175 -

 Humanism in the Renaissance, 36
. Hundred Years' War, 27 s
" - Hungarian Coronation Fass, Llszt, 149
" Hungarian -Rhapsodies, Lisat, i97
© . Hungary, 2oth-century, 197 '
Hunting song, 29 - .~

 .“Hymns to the Muse,” 6

Y. 211
= IBmmT, JACQUES,. 186

© Idamenco, Mozart, 128, x29

- 1mprcsslomsm,_172—173, Debussy and,o

Hockct, Y ’ R
Hm-rMAhN, E. T. A, 1355 Uﬂdmc, 145

German lied, 47; influence on Bach’ B
© organ trios, _106

Holy Roman Empire, - The, 3 .
Hovzaavez, IGNAZ {17131 1783}, 122 o
“L'Homme armé,” 33° = - o

. Homophionic style, in the Baroquc, 68

. in the Cldssical period, 144 =+~ -~

2y 186'_ -

-absence of mc}odgr, -183;. .md "Les -
" Six,” 183 :

HorrinsoN, PRANCIS (1737—1 791), 167

Hoquetus, 21

"Horn Trio, Brahms, 163

Horsepower, Chavcz, 203 -

Hrucparn, 23

Hugo, 135 - :
Huguenats; 40, Huguenat psaltx:r, 4z
Huguenots, Les, Meyerbeer, 143

“Hymn to Nemesis,” 6 - - _:_'__.‘ :
Hymn; troubadour song typc, 12, l:5 - '
“Hymns to.Apollo,” & |

Hypa, plagal modcs, see Modcs, Church
modes : A Lo

Iambus, 2 L T
Therian Suite, Albemz 162, Igg

Idée fixe, 350

Tris-Coni, Rosires, 202 -
Imitation, :n the 14th cenmry, 27, m rhc
“esth cettury, 321 see azlm Canon, _
"Fugue, Fugal style 0 .. i

- .Imperfect ‘consonance, -4 .

Imperfect time, 61"

184, m thc wurks of . Dcl;us, 195
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In campo aperto, 6o

In o Stmmer Garden, Delius, 195
Incidental music, g )
L'incoronszione di Poppea, Monteverds,

75
Incredible Flutise, The, P15ton, 208
India, 3
Indian music in the U, S 204
Individualism in the Igth century, 133
“industrial Revolution, the, 135
D'Invy, Vivcenr  {185r-1g3:%, .and
grand opera, 144 Istar Variations, 158;
symphonic musie of, 161 -
InceEcHER: (C. 1545-1592), 30
“Innsbruck, ich muss dich lassen,” Isaae,
41
Instrumental music, to 1600, 50~80; ip
the Baroque, 68, 8¢~1n3; in the Classi-
cal period, 118-125; in the 19th ceri-
tury, 154—163, in du: 20th century,
176
Insirumenzal Musick U.rsd in “The Tenis
pest,” Locke, 59
Instrumentation, classical,
1oth century, 137 .
Instiuments, in vocal choral music of
the 16th century, 38
Interludes, instrumental, 86

1213 in the

* Intermezzi, 74; in.comit opers,- &0

Introitus of the Mass, ‘1o

' .. Iiventions, Bach, ro¥

Inversion, 32; in  ricercate, B4

- Tolanthe, Gilbert and Sullivan, 147

Tonian mode, gy 15
phigdle en dulide, Gluck, 128
Iphigénic en E;azmde, Gluek,, 128
: IeroLrTov-lvanov, 1g0 . .
IRELANDJ }OHN (1879_ )! 19)
Iron Foundry, Mossolov, 183
Tsasc, Hervricn {c. r450~15r7), 323
Choralis  Constansinng, ‘343 carnival
songs of, 34;.and e pelyphonie. led,
" 343 “Innsbruck, ich muss dich lassen,”
. 4Iy and Germian: lied, 47; and coIora-
.~ tan in Bach, 138
. leothythmie motet, =8
- loracl, Bloch, 193
- Lirgel in Egj.rps Handal; 82 AR
Ismelx:e.f ir the stdefﬂm, Tize, C. P.
"Bach, 130 -
Ism- Vm;mom b i Indy, 158
5 Irahan, see elm Italy

, .

INDEX

* Tubilus, o

Ttalizn madrigal, of zhc Ars Nova, 98, :
of the Rengissance, 43 . s
Italian overture, 76, 160, in- Hmdr:l 1091 - ;
and the origin of the symphony, 130
L'ltaliana in Algeri, Rossint; 141 ]
Tealy. Italian Ars Nova, 285-26; the Roman -
school of sacted polyphony, 38-34:
the Venetian school of sacred polyphs

ony, 39; sceular polyphony of the. =
16th century, 43~44; Remaissatice fute -
- music; 55! Rendissance. organ anugie,

56; instrurdental ensemble music in
~the 16th century; -58; barogiie com-
pasers, 69; Florentine school - of - the
nuové musicke, 71; barogue opota,

774464 opera buaffa, 80; baroque church - .

- musi¢, 87; baroque harpsichord music,
43; baregue organ music, ¢6; barague

chamber musie¢, 98; baroque vrchestral -

fiittsic, 101y opera in Elassical period,

126; rolh-tentiaty apera; 14%, Y427 -

summary of igth-century wmposers,
(1653 2oth-centuty music, 196-197
Yrizerd (1846-1933), zt&z :
and

Ives, Ciamtes {1876 - ), :as
tofle clusters, 181
|
JamRnESLT, AnMas (1860~ }. 200

- JANNEQuUIY, CLEMENT (¢, 1485~1560)," 46 -

Jazz, r7s-r75i influence on “Leg Six® "
185; and American st)]e, 204 - )

Jazz Suite, Gruenberg, 206

Jephtha, Carigsimal, 81

fessonda, Spohr; t4s :
“Jesu, Jay of Man's Desiring,” Bach, 106 -

.

Jeu de caries, Stravmsky, 183

Jew-paxd, y3 -

Jezabel, - Bloch, tg3

Toeewez, 209

fob, Parry, t4¢.. - -

St/ Tohn Passion, . 835 by Baf.h, re:r
Johnson, Samuel, 67

Jomnesrrt, Nicoto (ro8qwryyd), vay
Jowes, Rosery (6 ¢ 1592—16:7), 46
Jonglenrs, 1y .

Jonay spidly auf, Klenck, 176

Jenson, Ben 361 composer of masques, )

78 L R
Josquine Disterns, soe Degprez; Josquin =~




" “ludas Mucenbaens, Handel, 82

Juoewrung, Hans (e 1460-1528), 55 °

" udith, Parry, 140
juilliard School of Musi¢, 210
Juive; La, Halévy, 144

: fupiter Symphony, Mozart, 121 .

" Just ifttonation, go :
R :

K

.K.A’DOSﬁ., Paur {1go3- - ), 108

. Kammerkantate, 82 ’

. Kammersohate, 48

Kant, 113

KaSTALSKY,
150

; Keats, 135 -

- Krmer, REINHARD (1674-*1739): 78

Kzirey, Epcai STILLMAN {1857‘ )
;. 167, 20%

ALEXANDER . (1836-1926),

B

o Keyboard instrutnents in the B:ll‘o(lues 89; .

". teé also Hlarpsichord

Keybeard sonatas in"the Classical per':od, .

T2y .
- King drihur, Parcell, 79
King -and Cotlier, Dvorak, 147

' King Sani, Parry, 145

" Kingdom, The, Elgar, 149

King's Heachman, The, Ta}'lor, 106
- Kirchenkantate, B2
* Kirchensonate, 8-

‘Kreser, Lronsarp {c. 1490-1555); 55 E

mnfluence on Bach's argan trios,” o6
Kopiiy, Zourin (1882= )y 108
. KoecHrmv, Ciranves, 186 -
Korter, Hans (e 1435—154f)s 55
.. fluence on Bach's organ. triay, Y06
K’mzy Kat, Carpenter, 175 )
‘Kkeweg, Erwst {1ao0- -
expressionistm, 173; jazz mﬂuence ong
176; and atonality, x86 -
- KReuTzER; KONEADIN, 45
:  KRIEGER, . Jortanw, 46 .
< Kusmg, GaiL (1grd=" ), a1x
‘Kypnay, Joiany {r660-y722), ¢hurch

.. cantatas of, B2; church music of,: 88; .
. Biblical sonatas, 921 keyboard works of,

943 organ miusie of, gt
Krms: der Fuge, ‘Die; Bach, tos, 108

-Kyne of the Mass; 10 pulyphomr: sct- )

tings of 33

INDEX -

" . Larvarting, 35

. Teibnitz, 67

C ). kG2 fmd.-

‘ L:ebe.sm éot Da.r, .Wagr:er }46

LABROGAy) 107 .

. Lady Macheth of the Distriet of Mzens&, '

Shostakoviteh, 177, 150 .
Lindler, 137 C

" Lai, 14, 28

Lai segments; 45"
Laisses, 12

. Lakmé, Delibes, 144

Lavanne; 87 : : o
Liro, Epouirn (1823—-1892), -and gmnd .
- opera; 144} symphomc music o{, 161
LAMBEAT, CONSTANT (xgos—» : },- 195;' :
Rio' Grande, 176 .
“Lament” from Ariauna, Momeverdl, 75"
Lament for Beowslf, Hanson, 208 .
LaxDi, SEEFFANG, 74; [ Santo Alesiio, 81 ’
Lanpint, Francesco (c. r325~1_7,g7), 28, -~
2g; Landini cadenee, 31

Lasso, OrLawoo o1 (c. 1533-1'594), and - -
the Flemish school of sicred” palyphs .

ony, 3%; and chromaticisit, 38; Italian
madrigals of, 44; Frenth chansons of,
46; German _polyphonic Tieder of, 47
Lassus, Our.avpus, see Lasse, Orlands di

Last Judgment, The, Spohr, 148

Latin songs, 11 -
Landd Sion, Meudclsmhn, 149

" Loudi spirituali, 38, 443 sung by Orato“

.rians, B1 -
Lawes, HENRY, 78
Lawes, WILLIAM, 79 ’ P
LecLar, Jeaw Marie (1697*1764), 99

LLEGHRENZT, -GIOVANKL - (1626-1690), 783 =

church music of, 87 .

Leich, 15
Leitmiatif, 146
LEJEUNE, - &AGIJE

(xga8ci T ¥600),

Huguenot paleet  getfings bvx 42

French chansens of, 46 _
LEOXCAVALLO, RL'GGJERO (1838&1919),'
148 0 : . :
Liowiw, 25
LEpNINUS, 28 - -
Leanore Oz'ermn- BecLhmen, 149 _

Lesags, 8o -

- Letnte Geritht, Dm S;mhr, 148

Lewis, Ted, 175;

R




. " -“St. Louis . Blues,”
© ... Louise, Charpentier, t44

240

Lied, of the minnesingers, 15; polyphonic,
46; 19th-century, 1s:

- Lied von der Erde, Dus, Mahlc:r 161

- Liederkreise, 151

Life for the Tsar, A, Glinka, 144

Ligatuzes, 6o, 62, 63

Lilacs, Hill, 205

Liszr, Franz (1811-1886),  religious
choral music and oratoric of, 149;
Faust Symphony, 150; piano music of,
156; Les Préludes, 158; originated
symphonic poem, . 158; symphonic
music of, 160; summary of roth-
" cenitury composers, 165; influence on

“Scriabin, 1875 and Hungarian nationai-

ism, 197

Lirany, 12, 131 B

Lirurgical dramas, 81

Litrgical music, see’ Church masic, Re-
ligious rmusic

Litrgical toccata, g4

Laobgesang, Mendelssobn, 148

LocareLes, gg; a.nd the classical concerio,
124 -

Lochanier Lwdcrbﬂcﬁ 34

Locke, John, 67 ] :

Lockg, MartsEw, 58 compascr  of
masques, 78; Instramental Musick Used
in “The Tempess,” 79 )

LoerrLzr, CHARLES (1861— -1935), 205

. Lomwe, KarL (1796-1869), 152

Locroseino, o .

Lokengrin, Wagner, iq6

" Lombardo, Guy, 175

) - Lowdon Symphony, Haydn, rz1 B
- London - Symp}zorzy, Vaughan Williams; -

194

. Longa, 61

. Longfellow, 136 .
.+~ Lorrzres, AvseaT (18m~1851), 148
- Louis XTIV, b67; and baller, 5%
Handy, 174

Loure, g2

. Love for Three Omr:gc.r, Prol.{oﬁe‘_-',’ ._r"B.g‘

Lunipr, 197

-7 - Lucia df Lammermaor Dcmzcm, 142°

Lincrezia Borgia, Donizetti, 142 .
Ludus Tonalis, Hmdermth 182, 193 -
- - Loenmng, Orro {1goo— }, 210"

- Luke Passion, &, 82 - :

v LULLY }Emr BAPTISTE {1632—1.687), 69.;_

- INDEX

- -Mavrtriero, Francesco ( 1882--

) Mmmk&erz D, H'ndclmth, 193

begmmng of French opcra, 76 and
comédie-ballet, 7T church musu: of -.'
87

Lustigen Weiber
Nicolai, r45

Lute rusic, before 1600 523 in® the
Renalssance, 54, 553 schools of 55,
-in the Baroque, go .

-Luther, Martin, 36, 40

Lidian mode, g

ron - .Wmd:ar Dze

M

MacDoweLr, En\vann {1861— 1908), 167,
piane music of, 156 :

Macnavur, Gumiaume br (e 1300~ 7
1377), 28; first polyphopic semng of -
the Mass, 13- .

Machiavelli, 36

Madama Butterfly, Puccm1, 142

Madriale; 28

Madrigal, Italian, in the 14th centurv, .
285 in the 16th cemury 433 Enghsh, )

45
- Madrigal comedy, 44

Madrigale spirituale, 44
Magadizing, - 21

Magelone, Brahms, 151

Magic Flute, The, Mozar, 1:9
Magnificar, Bach, 107

: Magmﬁcat, settings in the CIasycai pc—

riod, 131

“Magyar folk songs, 197

MAHIJ:.R, Gustav ( 1860-19n), sympho- .
nies of, 161; and Reoromanticism, 172;
influence on Schonberg, 191 '

‘Maraca, 202 a

): 196 .

Mandriali, 28§ :

Manet, 1355 and i mercssmmsm, 173

- Manfred Symphony, Tschaikovsky, 161

Mannkeim school, 121, 122 :
MaxcEL, Francisco (1795—1865), 201
Manan, Massenet, 143, 144 -

Marcasru or Gascony, 11

MARCEL‘LO, Bmznmm (:686—1739), 99,-
127 . :
Mancmmn, 97 -

" MargnNzio, LU(:A, v;]lanellas af, 43, ]ate .

Ttalian madrigals of, 44.-
Maria de’ Medid, 73




._'.M:_arut_, -Clément, 42
Marriage of Figaro, Mozart, 129

. Marscrrer, HelnmicH (1795-1861),145

" Mascacn, Pierro (1863-1945), 142 - .

.Martha, von Flotow, 145

Martial, St., 24-

. Masow, DanieL GrEcoRY, 167 .
T‘_-Masque, 78 o

“Mass in B Minor, Bach, 107

. Masz in C Minor, Schumann, 149

Mm in D Major, Beethoven, 131, I40,

"-Mass in D Mmar, Cherubini, 149

Mass in F Minor, Bruckner 149
Mmmml, 197
Masst,” Vicron (1822—1884}, 143

“Massewe, Jores (1842-1912), 144
Mathis der Maler, Hindemith, 193

Mairero, El, Boero, 201 ¢

- Maiticale, 28
- Matthew Passmn, St., 82

‘Maupur,

Mmbew Fassion, St., Bach, 41, 83» 107
- Mendelssohn's revival of, 164 - ..
Jacoues (1557-1627),

42;
-French chansons of, 46 '

- Maxima, 61 .

May Nigh:, Rimsky-Korsakov, 147

- Mazuika, in the .xgth oentur}', 137; in

zgth- -ceatury plano music, 154

- Mazzoc, DomEeNICe, 74

" Médecin malgré Iui, Lc 343

13
'Mein G'muth ist mir verwuret,

: Mc:stcrsmgcrs, 15 -

Medici court, 34
‘Medici, Maria de?, 73

MinuL, 128
41
Merssew, Hemwmen vow, 15

Meistersinger won Niirnberg, Die, Wag-

‘ner, 16, 147; use of chorus in, 146

Meélismatic plainsong, g

.Melodlc “style,” in | the C]assmal perlod

“Memphis. Blues,” Handy, 174 -

“114:-in the Igth dentury, 136; in the
“-zoth century, 182-183. : :

Men and Angels, Ruggles, 206 -

- Men and Mountains, Ruggles, 206+

MenpeLssomN, - Ferx- (1Bog—1847), ora-

. toriog o_f, ‘1483 religious - choral music .
of, 1404 secular choral music of, T50;. "

.- lieder of, 152; piano music of, 1353
" concert overtures ‘of, 15%; symphonic

© music of 159, chambcr ‘mitsic of 163, -

- INDEX.

‘Metropolitan Opera, 207

. - “A Mighty Fom'ess,” Luther, 42 '
- Mignown, Thomas, 143 ’

' Muviiaup, Dagrus (1895— o

o Mm.nesm gers, I5

. Mixed chords, 181

© Mixolydian mode, g
" Mlada, Rimsky- Korsz.kov,
. Moby Dick, Moore, 207

-summary of - Igth—l:entur)r composers,
164 .
Menort, GIAN-CARLO (1o1i~" -

Mensural notation, 61,

Menuet, in French opera, 76' form, gz,
see also Minuet -

Mer, La, Debussy, 158 .

Merry Mowunt, Hanson, 208 7 - 0

Merry Wives of Wmd:or Tﬁc, NJ-COIBI, C

. 145 o

MzroLo, CLaUDIO (1533— 1604), 56

Meisiah, Handel, 82 use of Freueh over-
ture in, 77 -

), 21;

Mexico, 203 . T
MEYEREEER, Gmccmo -(1791-‘1864), ’
grand opera’ of, -143; . imitated by
_ Halévy, 1443 suggested i style of- Wag-
ner's Rienzi, 140; summary of lgi_th_- o
CENMIY COMmpPOSErs; 165 B
Michelangelo, 36 - -
Midsummer ng}zx.f Drcam A Mendels
" sohn, 158

MricwoNE, 202 : )
Mrcuez, LEOPOLD, (1850—1902), 201 T -
Mikado, The, Gilbert.and Sulhvan, 14?
Mikrokosmos, Bartdl; 198 -
Mivaw, Lurs (¢, 1500-after- 1561), 55,'-'
“wotks edited by Pedrell, xgg
Milanese school, 121 SRR
),186 jazz . .
influence on, 175, a.nd Les S1x 185
Mills College; 185" :
Milton, Jobhn;,- 673 compo‘;er of masqucs,._'
78; Paradise Lost bas1s of Ha} dn s C.'r.e

atiot, 130

Minuet, in classical sonata form, 1193 and _
trio form, 1267 disappears in t]:u: :[gth -
century, I54; $é¢. al:a Menuet . :

Miracle plays, 8r°

Missa solemnis, Beethoven, 13: 140,' 3

Mixzed consort, 58 ’

Mixed quartets, qmntcts, trlOS’ etc 1_24; R

L1235

Modal cadence, 3‘—’ -



242

Modality, in the 16th century, 37; re-
placed by tonality m the Baroque, 68
Modernism, 171
Modes, §
Modus, 61,
Moliére, 67; and comédic-ballet, 77
Momo Precoce, V;l]a-Lobos, 202
Moncayo, 203
Mondrian, Plet, 193
Maonet, 173 i
Mownn, GEoRe Matmiias (1717-1750),
121 ’
© Mowsiony, 8o
' Montaigne, 36
MonTE, PHILIPPE DE {c, I 521-1603), 38;
Ialian madrigals of, 44 _
MonTEvERDL, Craunio (1569-1643), 75;
fralian madrigals of, 44; important ba-
roque composer, Gg; Orfeo, 73; church
‘music of, 87; resembles Schiitz in dual
style, 88; works edited by Mahplcro,
196
Montpellier Cudex, 26
Moonlight Sonata, Beethoven, 135 -
Moorg, Doveras (18g3— ), 209 -
Moorish invasion, g

MoraLEs, CrisToaL-(c. 1500—1553) 39,

works edited . by Pedrell, 199

‘MorLEy, THoMas (c. 15571603}, and
Anglican chant, 42; English madrigals
“of, 451 canzonets of, 45

Monmm, 105

Mosé in Egitio, Rossini, 142

Mossolov, 1903 fror Foundry, 183

. Motet, 13th-century, 25; in the Renais-

. sance,.33; in French baroque church
music, 8% .
“Motion picture music, 1477 . -

Moussorcsky, MobesT (1839—1881), 1473 )

. songs of 1533 symphonic music of,
162; suhmary of 1gth-century com-

posers, 1665 and the threshald of mod-
_ethism, 18%; Borks Goduncw orches- . -

trated by Shostakovitch, 1ge
.___Moum\r, Teaw (d. 1522), 32 .
" Mozarabie chant, o -

Mozany; WDLFGA‘NG— AnMapEvs (1756—"

1791}, 116; and Gérman opera,. 783
K _'_and opera-buffa, 8o; and singspiel, 8o;
- - use’ of-clarinet ‘in Jﬂpx:er Sympixofsy,

“r21; pupil of Sammartini, 12r; and

: '.Haydn, 122, master of classical s}*m—

INDEX

‘ .Neomodahty, 179, Debussy and 184

phony, 122; and the classical concerto,
124; violin sonatas of, 125; string
quartets of, 125; piano sonatas of, 125;”
and Gluck, 127; Gluck’s influence on,
128; operas of, 128, 129; and aratario,”
z30; church music of, 131; compared
with Beethovcn 138; German cpcra as
singspiel, 144 . :

- MucLiy, Hemnrien von, 1 5

Miinchner Liederbuch, 34
Mueite de Fortici, La, Auber, 143
MuLe, 197

. Multitonality, i’;g

Music drama, 144, 145

Music for Orchesira, Lamber, 195

Music for the Theatre, Copland, 176 210 .
Musica Enchiriadis, 23

Musica reservata, 32

Musical hotation to 1600, 60—63

Musical Offering, Bach, 105, 108

Musical score, 62 .

Musikalische Opfer, Das, Bach 105, 108
Musset, 135

My Fatherland, ,‘-‘.metana 162

My Ladye Nevells Booke, 57
MYASKOVSKY, 190 ;

Mystery plays, prototype of amrorlo, 81

Mystic chord, 185
N

Nach-Tanz, 53

NacrrTicar, Comm 15

Nachktlager von Granads, Krr:utzer, 145
Nachtmusik, 124 -

Nénte, Brahms, 150

<*Namec™ bands, 175

Nanvo, Giovanw: {c. 1545—1607) 39
Napoleonic Wars, 113

. Narowi, gg ) IS

Nationalism in the Igth century, 135—'
130; gave tise to modermsm, 172, m:'
the U. 8., 203 .

NAVARRE, Tisavr IV, 1v L

NAZARITH {1863-1934), 202 L :

Neapolitan operz, 69, 75, in the CIassu:al S
‘period, 126 : -

- Negro style, 164 ongm of blues, 174
- Nerraawr von REUENTHAL, 15

Necclassicism,. 172-173; in Strévmsk}', '__:_

188; in Barték, 197




. Nearomannasm, 172 -
*Nert, Sawt Pavae {d, 1595), 82
:_.NESLE BrowpEL DE, 11 "
- Netherlands schools, 30-34
Newe Zeitschrife fir Musik, Schumann,
Cabg
‘Newes vom Tage, Hindemith, 193
- Neumatic notation, 6¢ :
- Neumatic plainsong, 9
. Neéurne, 6o .
'-__ Mzrsienrer, Haws {c 1508-1563), 55 .
New England Conservatory, 209
- New England Symphony, I\ellc}f, 205
: _New Music, 209
New Musical R:.fozfme; Cowel! 209
! New Orleans, 174
- New York, 167 -
- New York Herald Tribune, 208
New York Philharmonic, 205, 206
© Newten, 67
. Nicoral, Orro (1810-1849), 14_5 )
Nietzsche, 135

Night on Bald Mountain, Moussorgsk}r,

.. 162
_ N:gizt: n :be Gardem 0}‘ Spam, De Falla,
199

Ninety- -five These: 40

Ninth Symphony, Bccthoven, 130, 150
Nrvers, gb

‘Noces, Les, Stravinsky, 183

_ Nocer de Jeanneste, Les, Massé, 143

Noches en los jardines de Espaita, De

Falla, 199

" Nocturne, in the 1oth century, 1375 in-

" 1gth-century piano music, 154
'Nodﬁfﬂe,-Rogers, 209 .
Nonmetrie music, 182
Nornorr, PaurL {1900—
Normag, Bellini, 142
- Norway. rgth-century; 166
Nose, The, Shostakovitch, 190 .
.Notauon, to 1600, Bo-63 .
Norxer, Barsuros (gth century); ; 10 )
Notre Dame, Paris, 24
" Notre Dame school, 25, 26 .
Novelette, roth-century piano rvsic, - 1:54
* Nozze di. Figaro, Le, Mozart,_lzg :
- Nuove musiche,” 71-—72; style in church
music, §6; comparahle to 2oth centur}r,

. 171 .
" Nuove' mumke, Caccml, 71, g
'_-Nmr.-mckgr Smre Tschalkovsky, 158

), 211

- INDEX SR

0 Sacrcd Head," 41, 83

“0 Welt, ich muss dich lassen » 4!

Oberon, von Weber, 145 .

Objectivity in the Classical period, T13;
replaced by subjectivity in the. 1gth

century, 135; in zoth-century nr:oclassn- o

cism, 173
Obae, before 1600, 52; in barcquc musu:,
go; in classical instrumentation, 121

OsrECHT, Jacos (d. 1505), 325 frst poly- =~ o

phonic setting of Passion,‘ 83
Ocoursus, 22
(JCKEGHEM, JEAN (d 1495) 32
Qde to Joy, Schiller,. 140 -
Odhecaton, 34, 37 : '
Cedipus-Rex, Stravinsky, 188
OrrEnBacH, Jacquss (181g-1880), 144
Offertorium of the Mass, 10 :
- L'Oiseats de feu, Stravinsky, 188
Oid Hall MS, The, 34

© Omar Khayyam, Bantok, 195

On Wenlock Fdge, Yaughan Wll].tams,' R
i a1y, 4a :

. Opera, 2 new form of the Ba‘roquc, 69,._ E

Ttalian Baroque, 74—76;. Freach Ba-
roque, 76; ba_roquc opera in England
and - Germany, 783
period, 126-139; in the 19th century, -

'_ 141-147; in the zoth cenmury, 177; o
~ see aleo Opera buffs, Opéra-comique, .

Rallad opera, Comic opera, Smgspxcl
Opera- -ballets, 77

"Opera buffa, %4, 8o; in t.hc Classxcal o _'

period, 126; of Mozart, 120 .
. Opéra-comique, 8o; in the -

Opera and Dirama, Wagner, 146 S
Opera scria, in the Classical penod, 126;
and Mozart, 120

_ Optional dances in the ba_roque SUIIZC, 91

Oragonians, 81 - -

" Oratorio, New form in- the Baroquc, 69,"' C B
8o0-81; in the Classical penod 130510 - o

. the gth centmry, 148

- Qratorio latino, - 8r

" Oratorio:Passion, 83

Dratorio Vo}gzl.re, 8t - s
Orchestral nusic of the szroque, 99—101,

orchestral suite, 1004 replaccd by classt—f_ o
cal symphony, rzo . S

in the Classical " S

Classu:al -
period, 126; in the 1oth century, 143".- S
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Orchestration in the Baroque, 95; in the

Classical period, 116, 1215 in the 19th

century, 135
Ordinary of the Mass, 10; polyphcmc set-
tings of, 33
Crdres, g3
Orfeo, Monteverdi, 73, %5
" Orfee, Rosst, 74; first opera in Par1s, 76
Orfeo ed Em—;a’zce, Gluck, 128
. Organ bass, 72
- Organ music befere 1600, 52, 56; in the
Baroque, 89, g4—97
Organum, 21, 22, 23
Organum purum, 22
Orgelbiichiein, Bach, 107 :
-QOrnamentation in English vnjgmal musm,
" &%7; in organ music, 56
ORNSTEIN, LEC, 181
Orpheus arid Euwrydice, Gluck 128
Orscolo, Pizzettt, 197
Ostinato bass, 953 m baoglc wnogm, 75
- Qtello, Verdi, 142
" Quverture, se¢ Overture

" Overture, néw form in the Bamque, 693

Italian, %6; French, 7: 'in barogue

- orchestral music, T00; as origin of sym--

phony, 120; of Gluck, 128
Overture to “A  Midmmmer - ngﬁ:s
Dream,” Mendelssohn, 158 - -

P

" PACHELBEL, Jomanx (16531706}, -
organ music of, 96; mﬂucncc on Bach 's
fugal stylé, 106

. Pacific 231, Honeggef, 183, 186

Padmavasi, Roussel, 185 .- -
PABOVANG, ANNIBALE, 56 .
Paganini, transcriptions by Llszt, 156

" Pagligeed, I. Leoncavallo, 132 -

PavE, JoImy KNowLES (1839—»:906), 167,
tcachcr of Conversce, 205

PAlSI'FL‘LCI Glovawni, (1?40—1816), and
-opera buffa, Bo; tratsiton to” 1oth~

. century opera, 127, and church mus:c,
131 .

S Pnnmrm, Glovmm PERLUIGI DA (c.

-~ 1525-1504), -
. 'armc,

39; Mass. “L'Homme
: 33; and Lasso,” 38; “Italian
.madngals ‘of, 44} polyphonic settings
-.of -the Passion,- 835 style _ retzined by

_ 't‘hovcn, 138

INDEX

‘Paurmany, Conrap {c. 1410——1473), 56

. PEDRELL, FELIFE (I 841—1922), Igg

- Prrusen, 7o

- Percussion
Rotrian- school 86 cumparcd ‘to Bcc- o

- Pcrfect conscnancc, 4 -

PALMGREN, SELIM (1878—-'- If), "206;
and impressionism, 173 o '
Par Voyevodu, Rimsky- Korsa.kav, 147
Para, see Clemens non Papa . -+ - .
Papillons, Schumann, 155 o
Faradies zmd dx'e Peri, Das,' Schufna.nn,"
149 . :
Pamdsse Lost, Milton, basm of Ha}dus -
Creagtion, 130 :
Pananisr, DoMENTCO {1719—1792), 125 )
Parallelism, in organum, 21, 22} in AIS
Nove; 27; in Burgnndian school, 31;
in the 2oth cenniry, 181, in, chussy,
183
Paris motet, 25 o
PAREER, 167 o U
Parlando style, 127; in Tke Marwagc' o,‘f
Figaro, 128

) Parody in comic opera, 7o, 80, opcras m

England, vo; in France, 8o
Parry, Cmanirs H. (1848—-1918), 166
. and pratorio, 149 :
Parsifal, Wagner, /147
Part books, 53 ’
Parthenia, 57° : Co
Partita, ga; Frescobaldi varmtmns, 93, of
Bach, o7 .
Pascal, 6%

" Pasquini, Berwamno, g3 B
e Passacagha, 54, 02} baroquc Drgan form,

a5
Passepicd, 9z
Passian, 8o, 81, 82, 83

“Pastorale; Perrin- Cambert, :.'-'7

Pastourell, 12
Pasience, Gilbert and Sullwan, 147
Parl, St., Mendelssohn, 148

‘begins line .of German organlsn;, 96 :
and colofation, 106
Pavane, 533 in harpsrchord musm, 57, as
-origin of baroque siite, 91’ i ;
Paz, fuaw, 201 ° -

Peer Gynz Suite, Grieg, 158, 162+ -
Pelka: et Me!:m:sa'e, Debussy, !:44, 277,

184 - .
Pentatonic scalc,

i classical mstmmcmatmn -
(timpani), 121; in ]azz, I75




) Ptl'fﬂit time, 61 : Plainsong, 8~m, notancm uf 61, plaln-"'.'

. PERCOLESI, Grovansy .BATI‘]STA {1710— _song Passion, 83 - ol
1736), La Serva padrona, 8o; Stabar . Planets, The, Holst, 195
- Mater,. 87; chamber music of o9g; Planh, 12- T
themcs in Stravinsky's Pulcinefls, 188 Pleaswre Dome of Kab!a Kfum, T)’ze.:.-_ R

Pm;u 72; composer of Dezfm‘, 73 . Griffes, 206 S
'Pl:korm, 26 N L Pfofrer Mzméz:zg, Hmdcmlth 193 LT
Perorines, 26 o v o Pog, 136 S
Perpetuum. mobile style of tocca.ta, 94 Poemn of Eestasy, cmbm, 187

-Perrin, Abbé P;crre, W o Poem of Fire, Scrlabm, 18y

“Peru, 202 . . ' _' " Poland, Lute music -in the Renzissance, ..
Peter Ihbetson; Taylor, 2060 . - T © 533 natjonatism i in the musu: of Chopm R

. Peter and the Wol, Prokofiev, 189 T as6 W S
Petrarch, 29 Po]onalse, in baroque dancc surte 92 i o
Petroushka, Stravmsky, 177, IBS -+ -the Toth century, 137; in. xgth century__.' '

Petrieci, Ottaviano, 34, 37 . . piano music, 154 .
PeTrus b Cruck, 26 - | - " Palychoric music, 39-

- Pezer, Jonann (1639—1694), 101 - - - Polymetric music, 182 ~

Pezorp, fokann ([6351_1594), IOI - ... Polyphonic conductus, 253 Tied, 34, 46 o
-Philadelphia, 167 SO . chanson,” 46; style in lite music, 55;

- style abandoned in nuove. musiche, 13 - s
Passion, 83, e alsa Count_crpamr R

PHTLI;DOR, Sg .
Phlhp the Good, 30

Philip-11, 36 - S Polyrhythmic music, 182 =
PriLiPE DE Vrrry (c 1290—1361), 28 Polytonality, 180; and cxpresswmsm, 173,: R
Phonograph recording, 77 and multtonality, 179 .
Phivgian mode, o0 Pomod oro, I, Cesti, 75

Pianist-composer, 154 - " Pomona, Lainbert, 195 -

Piano, ‘advent of in Classical pencd 06 _ Ponge, - MANUEL (1886~ -), izo'g :
Piano mus«:, Igth—ceumry, 1543 2oth- - Paope, 67 -

century, 176 - . . Pope Gmgory, see Giegory the Great
. Picasso, 171 s -~ Porgy and Bess, Gershwin, 209
| PIC‘GTNI, NicoLa (1728—180Q}, 127, com-  Breals, Ruggles, 206-

-poser of opera buffa, Bo - v " PorTER, Quincy (1897— % 209_
PlCClIl‘lStS, 128 " Portrainire chanson, 46 . - . 77
_PICK-MANGIAGALLI, 197, .- Potpourri overture, 159 T o
‘Pictordal expression in Bach, 106 . “Poule, La,” Rameau, 93-.- coe
Pleces i n. the Form of a Pear, Sanc, 185 PouLENG, 185 . T
PIERRE DE L4 Crow, 26 " ‘Powss, LioweL, 31 - -
Pxre o5 1a Rug, 32 Pracambulum, 53; c-rgan form, 56
"Pierros Hinaive, Schonbcrg, 191, Igz " Pracludium, 53 . .
Praty, 197 . - PRAETORIUS, Micmm. (1571-1621), 70 Coet
PILKIN(}TGN’, FRANGIS (d 1638), madri-  Pré aux deres, Le, I-Icrc:ld 143 - -

gals of, 45; composer- of ayres, 46 - Preamble, 55~ -+ .- :
Pines af Rome, The, Respight, 106 . . Prelude, 53 Tute- farm, 553 1n hamque )
Pirates o)‘ Penzance, G]lbr:rt and Sulhvan,- suite, 917 and f'ugur, 92, “in’ barogue’
. TR . - . “harpsichord musxc, 934 in; baroquc o1
Prsrox, WA‘LTIER (1894 ST . gan music, 94 - . :
PrzzeTri, ILDERRANDD (1880— ), 197 " Préludes, Les, L1szt, 158 N
‘Pizzicato, innovation nf Montevcrdl, 75_ . Pringe Tgor, Borodin, 147 S
Plagal cadence, 32 Princess Tda, Gilbért and Sullwan, 1'47
‘Plagal modes, 8.~ .. " Princeton University, ‘208 .-
Plar.n chant, B; gee. also Plam song . Pma’afm fzeve.rm, Smetana, 147 .
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Program symphony, 137
Prororiev, Szrce  (1891-
and neoclassicism, 174

Prolatio, 61
‘Prometheus, Beethoven, 140
Prometheus, Poem of Fire, Scriabin, 187
- Proper of the Mass, 10 o
Prophéte, Le, Meyerbeer, 143
Proportions, 62
Pratestant Refermation, 36
. Provence, 11
ProvenzaLE, Framcesco (d. 1704), 76
Psalm settings, Huguenot psalter, 423 in
the 1g9th century, 149
Psalmodic plainsong, 9
Prsalms, Franck, 149
Psalms, Mendelssohn, 149
Psalmus Hungaricus, Koddly, 198 =
Pucemnvs, Giacomo (1858-1924), 142
Pucnant, 05
Pulcnella, Stravinsky, 188
Puncta, 15
PURCELL, Henry {1658-1695), 703 Dido
and Aeneas, 78; and the masque, 79;
Dieclesian, Collection of Ayies, 79;
The Fairy Queen, King Arthur, 793
“church musie of, 88; keyboard music
cof, 043 organ musm of, 973 cha.mbcr
- music of, g9 . .
Puritant, I, Bellini, 142

), 189;

- Puritania, Kelley, 205 - o .ﬂ

Puritans, 167 :
PuscHMANN, ADAM, 16
Prcarp, 31 '
Pythagorian ratios, 6

: QI.._

Quarter tones, 180 B
QuesNES DE BéTHunE, 11 -
Quinault, Philippe, hbrettlst, 77
Quodlxbct, 47 ’

R
RAmm:l, HENR‘I, 186
Rabelais, -36

R:\cm\mmrrorr, 'SERGE {1873-1943),

“songs .of, 1353; summary oE Igth ~cen- -

- ‘tury composers, 166~
Racme, 67; ancl French opera, 76 -
Radlo, 177 .

Recwazo, Jacos (c. 1540-1 599), 46

INDEX

Ragtime, 174 :

“Ragtime,” Stravinsky, 175

Rarsow, g7

RaMEAU, JEAN PHILIPPE (1683 1764), B
69; secular cantatas of, 82; church
music of, B7; .descriptive keyboard - .
music of, g2; and clavecin music, 93;
styles derived from m Ravel, 185

Raphael, 30

Rappresentasione dx Abramo e Imcco La,
Pizzett, 107 .

Rappresentasione di amma edf cm‘po, La,
Cavalieri, 73, 81

RaveL, Maurice (1875-1927), 184—185,
and impressionism, 173; jazz influence.
on, 175; and neomodality, 179;-and

- Boussel, 185; influence on Bliss, 195

ReaD, GARDINER {19¥3— Y 211 7

Realizing figured bass, 72

Remigov, 150 : .

Recapitulation of sonata- alIegro fn::rm,
118, 119

Recitative, new form in the Bamque, 69,
innovation of nuove musiche, 715 in -
French opera, 46; in comic opera, 793 - -
in oratorio, cantata; and Passion, 8i; -
parlando style of, r27; in Gluck and

" Mozart opera, 128; in 1gth-cenmtury -

" Italian opera, 141; in Wagncr mus1c )
drama, 145 - )

ks

Recorder, 52, in ensemble music bcforc

1600, 58; in the Baroque, go
Redes, Revucltas, 203 )
Reprorp, JoHN, 56 . )
Reformation, see Protestant Rcformatmn '
Reformation music, 40
REGER, pianc musm of, 156; obscurmg _
tonality, 179 '

REicaarnT, 152

. Reinforced lai, 14

REIINGER, 145

: Rellglous musie, Claisical permd 130’ d

‘the 19th century, 149

. Rembraadt, 67

Renoir,.135; and i 1mpresv.mmsm, 173

" Reguiem, Berlioz, 149°
_ Reguicr, Fauré, 149, 165
- Requiem, Mozart, 131

. ‘Requiem,Verdi, 149 . .~ . 7
- Requiem Mass in the Classn:a] penod

130, 131§ in the 19th century, 149



RESPIGHI, O-rronmo (1879—1935%

"~ Responsorial, 9 - :
Restoration ‘church music, 88
Resurrection, The, C. P.-E. Bach, 130
Retrograde, 32; in ricercare, 54 i

- RLUENTHAL, NEITHART VON, 15
. REUSNER, 1 '

- REVUELTA.;, SILYESTRE (1899—1940), 203
Reynolds; 114

'Rf:apmdy, Rogers, 207
Rkapsody in Blue, Gcrshwm, 175, 186,

208

Rheingold, Das, Wagner, 146

-Rhythmic mcdes, Greek, 6; medleval 125

in mensural notation, 61 -7

: : Rhythmicon, 209 : ;

“Ricercare, 53, 543 ofgan form, 56

* baroque organ music, 94, .

* RicHTER, Fo X. (1709-1789), 122, 135

_RIEGGER, WALLINGI‘ORD (1885~ bR

c 206 Lo

Rienzi, Wagner, 146
. RETL 197

Rigaudon, g2 .

Rigoletto, Verdi, 142 ) :

" Rinsicy? K ORSAKOV, NIOOLA‘I {1Baa—
© 1908); and 1gth-century orchestration,

" 137;.operas of, 1473 symiphonic music .

- of; 157, 162; Sdze&emzaa'e, 158; sum-
' \_:mary of 1gth-century composr:rs, 3663
“'use of Odental modes, 180i and the

threshold of modermsm, 187; mﬂucnce'

on Stravisky, 188 .
Rinpg des szdaﬂgm, Der, Wagner, 146
©o147 . -

Rmuccun, Ottavm, 72, hbremst oE Dafrae,

3
Rio Grande, Lambert, 176 195 .
Rio de Jantira Conservaiory, 201
ijmno in concerto grosso, 100

_ RiqUIER, GUIRAUT DE, 31

Rzze of Spring, Str:musky, ]azz 1nﬂucnce

im, 1753 177, 188
R1tornc110, 2g9; In Venetian opera, 75,
‘baroque church’ masicy 86 -0
! Ritorno di Tobia, I, Haydn, 130
Rilorno d'Ulisse, I, Monteverdi, 75
Rwolaztom del mmfo maswale xra!umo,
. - Arteaga, 127
- Robert le Diable, Mcyerbeer, 143

Robin €t Mafsan, Adam dc la Halle,

roar

INDEX .

ROBLES, . DANIEL Awums (1871—1942), S
202 . L
Recoco, 114 o

Rodin, 135
RoGATIS, 20T
RocEr-DUcass, ]EJN, 186 o
Roars, Beenagp (1893~ ), 207 “
Roi David, Le, Honegger, 186 ’
Roi Va dit; Le, Delibes, 144

" Roi d'Ys, Le, Lalo, 14477

Roman music, 7 Lo L
Roman’ school of sacred . Renaissance -
music, 18; of 17th-century opera, 74
Romani, 142 :
Romanza in the rgth century, 137, if -
- rgth-century piano’ music, 154 )
Romeo cf ,fulsex:e Gounod, 143
Ronde, 53 :

" Rondeau, 14, 28 7 e

Rondel, 12, 14, 25

Rondeflus, 25

Rondo form,. 120, in’ classu:al conccrto, B
124 -

Ronsard 36 v:rse for Frcnch chansn:ms,

- 46
Rore, CYPRIAN DE (1516—x565), Ttalian
- madrigals - of, ~44; first.
printed -in score, 63
Rosaiira, La, A. Scarlatt, 6
Ro.reﬂkwaker, Der, R Strauss, IFF 193
ROSENMULL‘ER, ToHANN “(1620-1684). 99 .
‘Rosserrer, Prme (¢ 1575-1623), 46 -

- Rossi, Luscl, 745 Orfee ﬁ:st in Paris, 76 L
- Rosst, MiCHEL ANGFLO, 74 .

ROSSINI, (GIOACCHINO (1792—1868), a1y
-simmary of Igth-century cclmpclsers,-_
16y : T

- Rota, 26, 52

Rotroyenge, 12 .
Roumanian folk songs, 197 -

. Rounded chanson, 15 -

Roussalka, Dargom1]sk1, 147,

- RoussEAU, JEAN IACQUES, :14, Ig--D.m’n oo

du village, 8o

.'R_OU'SSEL, ALBERT (1869—-r937), 185, ‘and | .

‘impressionism, .
_ modes, 180 :
Roy Hznry, 31 -
Rubens, 67 - E
Roz, PIERRE DE LA’ (c x460—15x8), 32,"'
" chansops of, 46 1 N
RUGGLES, CAR‘L (1876—-

1733 d Oncmal

) 206

i -

2y

madngals o
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Russia. 1gth-century opera, 14%; roth-
century song, 153; Igth-century sym-
phonic music, 161-162; summary of
19th-century, composers, 166; and na-
tionalism, 172; in the 20th century,
186-190 )

Russian, see afso Russia

Russian chant, g

 Russlan et Lﬁdmdla, Glmka 147

s

Sacemnt, Antonie {1730-1786), 127;
follower of Gluck, 128

Sacrs, Hans, 16

Sacre du pringemps, Le, Stravmsky, 183
jazz influence in, 173

_Sacred monody, §—10; sacred and sccular
music in the Baroque, 68; sacred music
in the 19th century, r49 .

Sidko, Rimsky-Korsakoy, 147

Saggio sopra Fopera in musica, Alga—
rott, 127 :

_ Saint, see under proper name (cg. St~

© Marthew, see Matthew)
SAIN‘I'-SALNS CamizLe  (1835-1921)},
- grand opera of, 144; symphonic music
“of, 1613 summary of Igth—ccntur}r com-
posers, ‘165 [
Sar1Ekl, ANTONTO (1750 1825), 127
. Salome, R. Strauss, 193 -
Saltarello, 52, 53
SAMMARTINT,. G.. B. (1701-1775), 121
_ Samson, Handel, 82
Samson et Dalile, Saint-Sagns, 144

'_ _‘Banctus of the Mass, m, polyphomc s&t— -

~ tings of, 33
- Sanpl, 203
" Santo Alessio, I, Landi, 74, 81
- Sarabande, g1

. SarT1, GTUSEPPE (1729—1802), 127, a.nd i

. chureh musie,, 131 |
: SATIE, Eric (1866—1925) 185
" “Baxophone, 175 -

Scale systems, zoth century, 179, see a!:o :

,Church modes .-

o ...__.SCARLATTI, ALLss.mnm (1659 1725), 603

and Neapohtan opera, 765 { dolori di.
Maria sempre vergine, 813 sccular cap-
tatas-of, 82; church music of, 87-.

keyboard sonatas of, 92, 93

INDEX

. SCHUBERT,

ScarLATTI, DOMENICO (1685—1757), 69,

Sdzrlazrmrm Casella, 197 :
Scheherazade, R1msky-Korsakov,

162, 187 -
ScHEIDT, SAMUEL (1587—-1654), 70, o -

js&'

_gan music of, 9f; mfluence on Bach -

variations, 106 L
SCHEIN, JOMANN Hermann (z 586—1630), -
7o L
ScHELLING, Exnzst {1876-1939), 206 -
Scherzo, and Beethoven humer, 1385 5tjle_
of Mendelssohn, 159; in Shosmkovxtch
symphonies, 186
Schiller, 140 : .
ScHLICK, ARNOLD - (d afte.r 1527), Iute
music of, 55; organ music of, 56;-in- "
fluence of coloration on Bach, 106 =
ScenarTT, Frokenr, 186 ) o
ScHUNBERG, ARNOLD (1874- ), 191-
© 1927 pioneer of modern music, 172; -
and . expressionism, 173; and 12- l:one
system, 180; and counterpoint, 182, m- :
fluence on Honegger, 186; influence ot
Barték, 19%; innovations prcdatcd by -
Ives, z05 :

" Schone Millerin, Die, Schubert, 151

Schopenhaner, 135

Frawg - (1797—1828),
church . music, 1313
songs, 1403 religious choral music df," -

‘and

149; song cycles of, 151; lieder of, A525

last to nse sopata form, 1543 piafio

" music of, 155; symphonic music of,
159; style of melody in Bruckeer, 160; -
chamber music of, 163; SUMMary . of
rgth-century composers, 164 .. -
“Scutrz,  Hemricn . (1585-1642),. 70, .
Dafrze 78; church cantatas of, 82; Pas- -
sien music of, 82; church music of 87,
88; mﬂuencc on Bach‘s choral sl:ylc,
104 . .
ScHUMAN, WiLLIAM (19:0— ), 210
ScrHumMaNN, ROBERT- (I810—1856), opera

Genoreva, 145; and oraterio, 149; Ma.rs

in C Minor, 140; song cycles of, 151; =~
licder of,” 152; piano music of, 1555
symphonic music of, 1595 chamber
music of, 163; as editor and cntxc, 164
_Schweitz.er, Albcrt, 106
Scops, 16
Scordatura, g9
- Seore,.62 s
‘ScorT, CYRIL (1 879— Y; 105 -

-and Beethoven



Scott, Su- Walter, 135 .
. BcRIABIN, ALEXANDER (1872—1915), 1873
- pmneer of modern music, 1723 and im-
presstonism, 173, chords built in 4ths,
181 - :
m—Dﬁft Dchus, 195

Sm Symphm:}r, A, Vaughan Wllllams,_

(T
. “Seasons, T}x.:'_. Haydn, 130
Seattle,” Z05
“Second rondo form, :20
Sccular cantata, 8z - -
-Sccular _polyphony, 43— 47, secu]ar music
~-in the Baroque, 68; secular music in .
‘the rgth. century, 150 '
Segovia, Andreas, 199
-Semele, Handel, 82 *
- -Semibrevis, 61 e
. Semiramide, Rossini, 142 -
. SENFL, Luowis {c. 1492—c 1555), 403

'Sfr!srmaya, Revucltas, 203 L
- Sequela, 10
. -Bequence, plainsong, 103, typc of trouba-
dour song, 12, ¥4. . T . .
Scmgfm, The, Moza.rt,' 129 S
- Serenade, 124
~i8eRM18Y, - CLAUDE - DE (c
Chansons of, 46 . .
_ Serva: padrona, La, Pergoles1, 80
- -8esstons, Rocek (1896-.,
-Sevenr' Last Words, Schutz, 82
- Seven Years' War, 113
-Shaktspeare 36. . ’
- Suarp, GECIL (x859—1924), !94 -
_Snosnxowrcm Durrrr . (1506— ),
- 180-190; Suite for }azz Orcﬁmm, s;76
o Lady Mucheth, 197 | -
_SmBELIUS, Jeans (1865—:- .
" flepromanticistm, 172 '
- S1gcARDI, 201 ‘
o S:ebcrz Worte }’em C}mm am Krmz, Die,
.. Schiitz, 82 : :
. -Sicgfried, Wagner, 147
" SwwLya, DE, 202. :

1490~1562),

);._ 201_3; _and

" Simple - cantus. ﬁrmus..typc of ._'chqra..l'c..

... prelude, 95
S1mple Organum, 23
~ Sinfonia (Tralian. cverturc), _ 76,

o 0r1g1n of symphony, 120.

- Sinfonia de Antigona, _(;_havez, 203
Smfoma India, Chavez, 203" -

100}

' IND‘E.X

- German lieder and quodlibets of, 47 - -

}s 308 Z. - .

. Sonata-allegro form,
* congerto, 1233 cxpandcd by Bccthoven, o

g

Mozart and, 129
- SINIGAGLIA, 1G7..
Birventes, 12 S
Sistine chapel, 86 -
“Les Six,” 185 ' '
" Sixteenth tones, 180

Sky:c‘raper:, Carpcntcr, 206, jazz mﬂu- ._ .

ence in, 75 .
Slovac folk songs, 197

. SMETANA, FrIEDRICH (1 824—1884), opcms : _' -

of, 147; My Fithérland, 1623 sl.lmmarj.r
" of 1gth-century, COMPOSELS, 166
Smith, Adam, 114 -
_Snow Muiden, Runsky-Korsakcv, 147
Soyo, Vicswrs Bvmie {(1887-
Solilogny, Rogers, 207~
Solo chanson; 46
. Solo “concerto, 6g; in the Baroquc, 100,
101 -
Solo sonata, 69; in the Baruque, o7

“Sole song, new form in the Baroque, 69,

innovation of Aucve musiche, 7I; in
" the 1gth centuery, :37, 151-153; in the -
. zoth century, 146, See also Lied, Chan-
son, Troubadours | -~
. Solomon, Handel, 82

- Sombrero de tres pecos, El, De Falla, 199 -
" Sonata, in the Baroque, 923 sonatd. da
“*“chiesa (church sonata), sonata da cam-
“era (chamber somata}, g8; classical. so- R

. nara, 118; keyboard senatas in the
" Classical period, 125; sonata. form in -
" the 1gth- century, 137, 154:

1i8, in the cassical’ -

139 .
. Sonatina formy 119
Song, .
Troubadours
Song cycle, 161 - - )

Song form with"trie, 119 .

Song of Fraise, Mendelssohn, 148
“Song of the- Sybl," _
Song of Triumph, ‘T}le Brahms, 150 o
‘Songs withotit Words, Mcndelssohn 155
Sonido 13, Carillo, 203 .

" Sonnambuls; La, Bellind, 142 ° '
"—Sorce:rer’r Apprentice, Tke, Dukas, !86

SOWERBY, Leo (1895~ - ‘208"

o

2o

Sp:un. chmssance sacred -musxc, 39,

' ~S1ngsp1el Bo; in the Classical penod, 1:26"-"

), 202 )

‘see Solo. song,' L1ed Chansan, o

" Song of Destifiy, Tbe, Brahms, 150 _. _ _:' )
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 lutenists of the 16th century, 54, 553 Milhaud, 186; on Bliss, 195; on “Bat-: ™

Renaissance organ music, -56; 16th- ték; 197; innovations predated by Ives, -

century harpsichord musie, ‘57;. sum- 205; dynamism in Antheil works, 209

mary of 1gth-century composers, 166;  Strict simple organum, 22

20th century, 198 String instruments, in the Baroque, 89,
Spanish, see Spain ' 100; in classical orchestra, 1213 1n }azz. ’
Spenser, 36 : 173 :
Sreinaccine, FRANCESCD, 55 N String quartet, quintet, trio,’ etc, 125 '
Spinoza, 67 . K Strophic lai, 14 -
Spiritual madrigal, 44 Strophic laisse, 12, 14

Sponr, Lupwis (1784-1855), and church  Strophic song, 151 .
music, 131; Faust, 145; Das letzre  Subjectivity in the 1gth century, 135, re:

Gericht; 148 - : placed by objectivity in zoth century
Spondeus, 12 . neoclassicisny, 173
SponTiNi 128 ' : Subordinate theme ‘in -sonata-allegrq
Sprechstimme, 191 : I form, 119 .
Spiuch, 15 : © Suite, 693 Bamque, 91y fof orchestra,
8t see under proper name {e.g. St oo, 120} it Igth -Cofitury pmno musm,
Matthew, see Matthew) 7 154
- Stabat Mater, Pergolesi, 87 Suite” for Jasz Ofc}xem‘a Shostakovm:h
_ Staff, origins of, 6o ) 176 :
- 8ramver, Jouw (1840-1g01), 166; The  SuLLivan, "Sm - ARTHUR. (1842—1900),
Crucifixion, 149 - . 166; opercttas of, 147 . -
- STamMITZ, ANTON, 122 - . ' . “Summer ‘Is Teumen In,” 26
T STamITZ, JOHANW (1717——1757), 122 - Sunken Bell, The, Ruggles, 206
_Sramrrz, Kart, 1220 - Stiray-Surita, VaIcarccl 202
Sranpruss, 8o . = Svrrealism, 173
STANFORD, CHARLES (1852—1924), 166 . Sustained-tone ‘style, 22 C
STEIGLEDER, g4 - .. . . .. SweeLwick, Jan PiETERS (1562—1621),
Stein, Gertrude, 208 " organ music of, o6; mﬂucncc on Bacly
" Steppes of Cemml Amz T}xe, Borodm, variations, 108 - )
162 Sweet jazz, 175 )
. §rmr, WILLTAZ\-'[ GRANT (3895~' ), Swift, 67 . :
- 208 © Swing, 175 . PR
- Stone Guest, T)ie, Dargomi]ski, 47 . Syllabic plainsang, 9 S
- Story of R_esxsr‘recz:mz Schiatz, 82 Symphonte Domestica, R, Strauss, 161

"Srhaperra (¢, 1645-1682), secular can-  Symphoniae sacrae, Schiitz, 88 .
- tatas of, B2; orchestral music of, 101‘ -Symphonic musie, 1615 in the Igth cen- -

Straight jazz, 175 . . " tury, 157-162; in the 20th centary,::
- Straniero, Lo, Pizzettl, 197 _ : 176; see alio Orchestral music.
Strauss, Jomanw . (1825-1809), 159 - ~ - Symphonic poem, 137, 158 A

Strauss, Riciann (1864~ . ), 1923 T#l  Symphonic suite, 137, 158

" Ewulenspiegel, 158; symphonic music of,  Symphonic variations,. 158
161; summary of . 1gth century com-  Symphonic Variations, Franck, 158
posers, 165; and neoromanticism, 3723 Symphonie espagnole, Lalo, 161
Der -Rasenkavalicr,. 177; mew scales - Symphonic faniasiique, Betlioz, 160

- used by, 186 . Syniphonic des psaumes, St_ravmsky, 183

StraviNsky, Icor (1882~ - ), 188-180; Symphonies, Bach, 107 5
: - pioneer of modern music, 172; fand Symphany, origin of 1205 See ako Sym- '
S ncoclassmsm, 1733 and jazz, 735 phonic music .

B *, Symphony of Psalms, 176; ballet miusic - Symphony }‘mm z}ie New Wor!d Dvora.k '-" k
of 1775 influénce on Roussel, 1853 on o 1f2 .




:Sfﬂéph'aﬁy of Pealms, Strarinsky, 176,
- .18
Sym pkony of 2 Thousand, Mahler, 161
Symphony for Voices, ‘Harris, 209
- Syrian .chant, 9 '
T T .
."_Tﬁhlarp_:é, 55; for lute, for ofgan, 56
- Table' music, 99
. Tafelmusik, og
Tagelied, 15
- TAILLEFERRE, and “Les S1x, 185
Talea, 28

TﬁLLIS Tromas (c 1505-—r585), 40, and

" Anglican chant, 42 - !
- Tannhiuser, Wagncr, 145 :
- Tanz, 53 S

- TanTINT, _Gmsepm-, (16g2—-1770}, 90} :md o

classical concerto, 124
. TavLor, DEEMS '(1885-'
TCITERPNIN’, 190 .. .
T¢ Deam, Berlroz, 149
- Te, Deum, Bruckner, 143

_ ), 206

Tma‘ro alla’ moda, I, Mareello,” 127 .

- Teatro San Cassrano, T4

TeLEMANN, GEORG PHILIPP (168[—1767),'

) “ and German opera, 78; church cantatas
. Of 82; church music of,” 88; chamber

musié of, 9g; orchestral music of, 101, '

. influenice on ‘Bach’s charal 5tyle, 107
Tempera.mcnt, g0
Tempered tuning, 9o
© Tempus, 61 .
. Tempus 1mperfcctum, 27, 61
~Tempus perfectumn, 24, :7, 6r -
" Tenso, 12 . o
" Teodora, A. Scarlatd, 76
Tetrachords, 6, :
Thacketay, 135 -
 THEILE, JomANN, 78 -
TrmavuT IV, I1 ’
" Thieving Magpie; The, Rossmr, 142
" Third ronde form, 120.

‘Thirty Years’ Wat, 6'}, retards Gerrn:m .

‘- “opeta, 78

Tyomas, 43

THOMPSON, RANDALL (1899—

THCMSON VIRGIL (1896— .
Thorough- hass; 72

T}xree-(}‘omcred Hat, The,'De

+ " Three-part inventions, Bac -gr

mmafx n

" Through- composcd song, I5T.

To the Fallen, .Rogers, 207

251 o

Thus Spake Zarathustra, R Strauss, 161

Tigrane, A, Scarlatt, )

T3l Enlenspiegel, R, Strauss, 158 161
Timpani in classical orchestra, 121 .
Tin Paa Alley, 209 o :
TETELOUZE, JEAN (1563-—1 633}, 96
Titian, 36 : .
Toccatd, 53; organ form, 5 6; in barcque o
harpsmhord music, 93; baroque organ
form, g4; style influence on Bach 106
Tocw, ERNST (1887—- ), :
Tombeau, 92 -
ToMMASINT, 107 -
“Tongdas de caracter paptdar cbdemo,.
* Allende, 20z )
Tonality in the Baroque, 68 in the rth-_"
century, 1363 in the 2oth century, 179 :
Tone clister, 181 . o

. Tone row, I9T

ToperLr, GIUSEPPE (c 1650—1708), o8 | .
orchestral music of 101 .
Tasca, Puccind, 142 ° -
Tourdion, 533 bcfore the ba.mque smtc,'_
o1 : s
*Tower sonata, ror T

- TrABACT, 93 B
" TRAETTA, '10M1vmso (r7w;——1779), 127

“ Tragédie, 77 ©

. “Transfigured N;g?xr, SEhonberg, 192 .

Transverse flute, go
Trapiata, La, Verdi, ‘142

Treatment of dissonance, se¢ Drssonzl.uce

‘Tremalo, innovation of Monteverdr, a5
Trent codices, 34 .
“Tres tonadas, Allende, 202, .. o
“Trial by Jury. G'.lbert -and Sullrvan, 147' .
Tribrachus, 12 ) ) .
Trio choral prelude; 95 o
“Trio sonata, 69, 97 -~ - L
Trionfo di Dori, II, a5 o

- Tristan und Isolde, Wagnet, 144, 146
_Tﬂampkr of Ormm, 45

Trochaeus, 12 o
Trois podmes juifs, 'Bloch 193 :
TrROMEONCTRD, BART‘OLOMM:EO, 43 _
Frombone in Baroque muslc, go; in classr- ‘
* “cal orchestra, 12I3: in 1azz, 175 :

" 'Tropes, 16 ;
-'Troubaclours, :r
o Trouvéres, II

P
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-Trovatore, I, Verdi, 152

 Troyens, Les, Berlioz, 144

Trozos en el sentimiento popzdar, Uribe-
Holgum, 202

Trumpet in baroque music, go; in classi-

cal orchestra, 1213 in jazz, 1%5.
Tsar Saltan, Rimsky-Korsakov, 147
Tsar's Bride, Rimsky-Korsakov, 147
Tscraikovsky, PEvER ILicH (1840-

1803), Eugen Onegin, 147;. songs of,

153; Ntioracker Suite, 158; summary

of 1gth-century composers, 166; themes

in Stravinsky's Bafser de la fée, 188
Tubza in classical orchestra, 121
Tux~ber, 88 )

“Tuning, go

Tueriee (1oth ccnrury), 10 '
Turba, 83

. Turmsonate, 30T.

Tutti in concerte grosso, 100 sections Rt
classical conecrta, 123 -
Twain, Mark, 136

" Twelve-tone system, 180, 191

_Two-part inventions, Bach, 1oy

VALcARcEL, TI-EODORE (x 902 1942), 203
. VALENTE, 03 -

B i
Ukrainian Szxire.; Porter, 205
Unaccompanied solo sonati, 97

- Undine, Hoffmann, 145

Ungarische Krdnungs-Messe, Liszt, 149

United Statcs, The. 18th and 1gth ceu-'

turies, 167; 2oth-century, zog-2r1
Unpleasant Glances, Satie, 185 - )
Urise-HoLcuin, - GUILLERM’.O
Y, 202

“Ut' re mi fa sol 1a,” 57

Ufopm Lémited, Gllbert aucl Su]lwan,

147.. _
V.'.'_-.-

Valves for brass instuments, 137
Vampyr, -Der, Marschncr, 145

.. - Van Dyck, 67 .
- Wan Eyck; 30

VARESE Epcar (1885—-:. ), 186 207

Vananon form; 543 for lute, 55; in-Eng-

. lish v1rgma.'l Music,.5%; in- the Baroquc,

INDEX

(1880- .

- Victory Ball, Schelling, 206

T ga;. Frescobaldl partitas, 93; in baroque -
iorgan music, 94, 95_. 113 sonata form,_'

11g; in rgth- centur}l’ piano musxc, x 54, .
see also Symphomc variations

Variations on =z T};eme by Hayd_rsj-
Brahms, 158 - -

VASSILENKD, 190

Vaudevilles, 8a : R

Vaveraw - Winiams, Rarem  (1872-

), 1043 On Wenlock Edge 176

and neomodality, 179
Veccul, Orazio (¢ I550—-1605), madn—'
gals of, 44; and madrigal comedy, 44

VEeo1, 201

Velasquez, - 67 ' .

Venetian sn:hool of chalssance sacred
musie, 39; and brass enscmbles, '58; uf
opera, 74 : coe

Venezuela, 202

Venice, see Venetian school

VENTADORN, BERNART DE, 11 .

Venzs and Adom'f Blow, 78 -,

VERACING, - G0 © -

VERDELOT, PHILIPPE (d bcforc 1567), 44 '_

VERpI, GIUSEPPE (1813—1901), 1423
Regriem, 149; transcnptmns by Llszt,-'
156; summary of Igth—century cottt-
posers, 165

Vcnsmo, 142

Verklirte Nacﬁt, Schonbtrg, 191, 192"

Verlaine, peefry of French songs, 152;-
and impressionistic poetry, 172

Vl::n\rEUlL, 202

Vers, 15

Vers mesurd, 46 °

Vers rimé, 46

Verse anthem, 30, 88

Verses, versets, 56

Vespers, 131

ViApana, 73, 87

Vibra harp, 175"

VicToRr, ST., fee Adam of St Victor

Vicrorls, Tomas Lupbovico pa {c.’ 1540*-
1611), 39; edited by Pedrell, xgg L

Vida breva, Ld, De Falla, 199

chIIc, 1z

Viennese Classical pcnocl 113"

Viennese school, classical’ sym phony,
" of atonality, 192 - -

ViLra-Loeos, Harmor (1 881~ .

Village Romeo and [uliet, 4, Dehus, 105

“¥illancla, 433 mﬂucncc on. English mad- .

ngal 45




- Villata, 3;;' )
* ¥ind, Leonardo da, 30,36

:Viol instruments before 1600, 52, in en-

- semble music, 58; in the Barogue, 89

-se¢ afse String instruments |
lem sonata, I25
Virelal, 14, 28, 29
- Virginal, 52, 57

Vlrtuosny, in the late"Italian ma.drigal
.7 445 in toccata and prelude, 53 in varia-
o tion form, s4; in lute music, 54, 553
in organ music before 1600, 56; in
English virginal music, 57; in Nea-
. pelitan -opera, 76; in baroque instru-
: {_mental musie, goj in the organ -toc-
-, cata, g4; in the cadenza, 123; in the
1gthcentury piano music, 154; i

of Chopin and Liszt, 156. .
V1ITALL GrovannI (c. 1644~1692), 98 -

> ViTRY, PHIiipPE DE (c 1290—1361), 28

: VrirTomy, Lorua‘ro 74 )

. VITTORIA, see Victoria, Tomas Ludo¥ico -

VIVALPI, Anronto (e 1680-1743), 697
" 'chamber music of, 98; and the three- .

movement plan of concerto grosso, 100;
orchestral music of, 1013 mﬂucncc on
" Bach’s rhythm, 106

V:x;al music before 1600, 50; in the

Baroque, 68; of Bach, roy; of Flandel,
= 108y in the 20th century, 176, See also
. Plainsong, - Organum, Song,
. music, Opera”
'VOGEL\VI.I.‘DE, WALTHER. voN DER, 15
* Voltaire, 114 :
. Voluntaries, o7 :
" Vox Clamans, Ruggles, 206
" Vox organalis, 22; \'ox_pnr_nc_lpahs,__ 22 7
Voz de las cizlle.r, La, Allende, 202

W

) WAG]:"JSETL, GEORG CrmmopH (1715—

_1y77), 121

" WAGNER, RICHARD - (1813—1883), L145—

‘. 147 Dic Meistersinger von Nirnberg,:
163 and music drama, 137;. ‘and 1gth-~-
" century archcstratwn, 137; and Verdi, -
T142; the music drama’ of, "144; style..

. in Chabrier’s Guwendeline, 1443 Der .' B .
- WILSON’, DGMENGD SANTA CRUZ (1899—

+ fliegende Hollinder, 1433 leftmotifs in-
o Liszt's St Elizabeth,

INDEX -~
© .. tions by L:szt, 156-'and symphamc R
. music, 573 * rchestral style in Bruck-.

Violin, advent of in the Baroque, 89; °

© 1913 tendencies in musxc of Deems

Walkdre, Die, Wagner, 146

-étude and variaticns, 154; in the music .

" Choral ©

. WesLEY,

WibnMaNN, Erassus, 58

. 149, ) transcnp-'

o

ner, 16o; stylé in Mahler and Strauss, . .-
. 1613 summary of 1gth-century com- - -

" posers, 165; style continued in"the -20th

~ century, 172; and romanticism, 173;°

" obscuring tomality, 179; influence on - '.3

Scnabm, 187; style in early Schonberg,. .

Taylor, 207

Walpargisnacht, Dze, Mcndelssohn, 148
WALTER, JoHANN (I496—~1570), 4r.
WALTHER voi DER VOGELWEIDE, I 5 . ;
"Waltz, 13750 19th-centuzy pidne music, *.
154 in Igth—ccnmry orch::strzl .TIILISIC, S
Warp, ]omr (d < 1640), 45
Water Music, Handel, 101, 109~ -"*° =
Wezlth of Nations;, The, Smith, itg Cle
WEBEI!, "Carr Maria vON (1?86—1826),' N
_ and romantic German opera, 144; sum- .- _'
mary of the Igth—ccntury cumposers,
164 S
WEBERN, ANTON Vo - (1883—1946), 192;
-~ and’ cxpressxonl.sm, 173, and atanahls' .
.. :
W.ECKM:ANN, 88 . :
WeeLkEs, Tromas (e 1575—-1623), 43_
Wess, Apores {18g1— )}, 207 i
Wriss, Sivius (1686-1%50), 91 - .
Well- Tempcwd Clamcbord Tlxe, Bach,'-'
92, 107 .
Weirrsz, Econ (1885— :
atonakity, 180,
WESLEY, SAMUEL (1766—1837), 165 .
SAMUEL SEBASTDDZ : {1810— ]
1856), 166 .. - = -

e 1925 and

“WILEYE, Jorn (c. 1574—1638), 45

_ WirpE, SEBASTIAN, 16 )

© Wildschiity, Der, Lortzmg, 145

| WILKES, 201 - .. )

WinLazsRT, ApR1an (d. 1562), 39, “Gom--
poser of v1llancllas, 43; and - t_hc carly o
Itakian' madrigaliaq . . 7.

William Tell, Rossini, 142 Lo

WiLLIAMS, ALBERTO {1862-— . )szo0t )

WILLIAME, VAUGHAW’, see Vaughan W1l- .
liams
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Winchester Troper, 23
Wind instruments of the Baroquc, 90
' Winterseise, Schubert, 151
Whistler, 135
White mensural notation, 61
Whiternan, Paul, 1v3
WHITING, 1067
Whole-tone scale, 180, Debussy’s nse of,
184
Wobkempmer:e Clavier, Das, Bach, gz,
_107
WoLr, Huco {1860—1903), 152
‘Woodwinds, in the classical orchestra,
121; in ‘the zgth-century orchestra,
137; in jazz, 175 o
Wordsworth, William, 135
World Wars, 171, 172

INDEX

Wozzek, Berg, 199, 192
Wright, Frank Lloyd, 171 -

v

Yeomen of the Guard, The, Gilbert and
Sullivan, 147

CZ

ZaproLa, Jost (1804-1885), 202
Zauberflote, Die, Mdzart, 129, :44
ZELTER, 152
ZINGARELLI, 131 °
ZUMSTEEG, 152

-Zwingli, 40
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