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INTRODUCIION

In selecting the compositions to be presented in this graduate
recital, several important factors had to be considered, First, this
candidate felt that it was very important to include a varioly of music
in the recital; songs and arias from different eras of history, performel
dn their original languages, including French, Germsn, ITtalian and
Bnglish, Representative composers had to be selscted, allowing the
candidate to sing rmusiec worthy of a graduate recital, This music also
had to include those qualitics which would tax ths candidate's ability
as an educator and performer; rhythm, style, range, interpretation and
techniquoewrall of these qualitios which are essential to good musiclan-
ship,

After the composiitions wore selected for the recital, it was evident
that there was much to learn about each of the chosen works, That a
msiclan could even give a recital without knowing a good deal of basic
materdsl concerning the composition seems almost irmpossible, It was for
this reason that this reeital report was prepared.

Tho report was designed not only for the purpose of reporting on
what the recital is about, but to serve as a guideline for this candidutoe
in prepoudng the reeital, To know & 1ittle of the composer's background
and the evonts that led to the croation of each song and aria seems
essential in setling tho mood for each composition, To understand how
the conposer weds his music to the post!s lyries is also of utmost impor-
tance to this porformasr to enakle him to present a propor interpretation

of tho composition, Tha forn, style, texturs, tempo, mstor, and all
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other essential elements of muslce cannot bo dismissed from the performerts
mind if he is truly to understand and porform any composition, This report
is a brief summary of tho lives of each of these ten composers, and the
events that led to ths writing of the sclected compositions, It is a
cumilation of the brief analyses of each of tho fourteen compositions,
dosigned to give greater understanding to this candidate, and to the
roader,

To mzke & complete analysis of any one single composition, or to
dwoll on the life of any one particular composer, was not tho purpose of
this report; and for this reason many secmingly important facts aroe
omitted, This candidate fecls that the meny hours required in research-
ing compiling and writing thls report have been well spent, and that a
groat doal of ths suceess of tho recital can bs attributed to the prac-

tileal application of the elements of this report.



I'LL SATL UPON THE DOG STAR

Henry Purcall (1659-1695)

One of the graatest English composers of all time is Henry Purcell,
Bora in Iendon e. 1659, little is known about his early 1ife; even his
fatherts identity is uncertain, His professional 1life is almost coi~
pletely linked with the Chapol Royal at Westminster Abbey, Purcell rose
through the ranks at the Chapel Royal vheore his supposed father was a
Gentleman of the court, It is most likely that Purcell roceived much of
his musical treining from Matthew Lock and Jokn Elow,

Purcell has boen styled as "ona of the greatest and most original
of fnglish composar:?}'l His importanw‘lies not only in his nuslcal
inspivation and freshness, but also in his ability . . . "to incorporate
in his own style both the achlovements of tha Eaglish school of the
seventoonth century and the in{luences on that school from Continental
sources, "  For many years his sensitive methods of musical composition
sot his seal on the music of the church, the theater, tho concert hall,
and the chambor,

I'1) Sail Upon the Dog Star was written 3n the year of 1688 when

Purcell wos but 29 years of age, For eleven years prior to this time,
ho had been turaing out baautiful music in the form of sonatas, fantasias,

songs, comady, tragedy, odes, anthems, catches, and works for strings,

lgrie Hloa (B4.), Grove's Dictionary of Musie and Musicians, vol.l,
(New York: St, Martints Press, Ine,, 1955), p. 1006,

2Don:xld Jay Grout, A Hlstory of Western lMusie, (New York: Nortoen,
1964), p. 216,




His sensilive motheds of setbing the English languzage have never been
equaled to this day., Purcell was tho last great English composer to
write in ths sensitive tradition, this tradition being almost completely
lost in the contimuous flood of foreign material during tho elghteenth
century,

In the spring of 1688, Purcell rencwed his association with the
theater and set the songs in D'urfey's adaption of Flebcher!s Noblg

Gontleman, which wes perfopmed under the title A _Fool's Preforment, or

ths Three Dukies of Dunstable, Diurfsy was en English poot end dramatist

who threw over law in favor of poctry, "y good or ill. stars ordained
me to bo a Inight-errant in the fairy field of pcotry, u3  Bs bocame good
frionds with purcell and togethor thoy had sevoral works published, The
play of A _Fool's Prefermont was not well roceived, and tho public ex=
pressed tholr disapproval o foreibly that it had to be removed from

the theater, O0f the eight songs in the pley, I'1l Sail Upon tho Dop Stor

is still in tho stendard ropertoire of today., The originel key is C
major, but in the realizatlon by Sergins Kagen, ths plece is transpoced
a fourth lowor to the key of G major,

The song begins on a streng G major chord fellowsd by the statemont
of tho principal theme in both hands, doubled at the octave, In the
socond measure, the wocal line enters with the same theme, followasd by

an dnmitation in the bass in the third measure,

3J. Ao Wostrup, Purcell (New York: Harcourt, Brace end World, Inc.,
1964%), pp. 60-51,
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Example 1 Purcell 111 Seil Upon the Doz Star measuras 1~3

L

This two part counterpoint botween the bass and the volce continues
throughout ths enbire composition,

Nost of Purcellfs music for voice and continuo is a magnificent
oexample of two part counberpeint in which the meledic function of the
bass is fully egqual to that of tho voico., As was tho custom of tho
poriod, the bass was usvally reinforced with a bowed string instywment
while a keyboard inztrument euch as the virginal was used to fill in the
haviony, Composers refreined from all contrapuntal elaborotion of the
inner voices that could possibly affoct adversely tho acoustic clarity
of tha bass mclody., In Kagen's realization of both I'll Sail Upon the

Doz Star and An Eveninz Hymn, these principles ave stric'cly adhored to,"

It11 Sail Upon the Dog Star is a vewy good exanple of Purcell's

use of the imitation botween the voice and the bass lins,

"Smgius Kegen, Purcell, 40 Sonzs for Volce and Piano (Nesr Yoric:
International Music Co., 1959)s D Pe il.




moun 'tlll it be noon,

Exaiple 2 Purcell I'11 Sail Upen the Dog Star noasuras 8«9

This same imitative stylo occurs again and agsin throughout the

composition,

rain - bow. from  tne.. sky, And tie,

Exauple 3 Purcell I'11 Sail Upon the Doz Star measures 18-19

—

In the prefaco to Purcsll, 40 Sones for Voiceo and Piano.s Kagen

points out that Purcall developed a unigue fomn of vocal writing which
could bo bust deseribed as "florid," The use of florid passages almost
invartably ocours on verbs and atteupts to hoighten and to illustrate

the meaning of the woxrd, This is a process often roferrod to as "word

painting," The acticn of the words Vchase" (example 2), "tear" (example 3),

S1bid,
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and "roaring" (example 4), in If11 Sail Upen the Dog Star is mest falth-

fully illustrated by the shape and direction of the respective coloratura
passages, and offers the singer a real challenge to create description

rather than a senseless vocallze,

Example 4 Purcell I'11 Sail Upon the Dog Star measures 27-28

It shovld ba noted from the precoding example that Purcell uses the
imitation in the bass very effoctively in these melismalie passages,
The imitation in the accompaniment carrles the thought into the next
phrase vhile the vocal linc pauses for a mouznt of rsst, a process of
dovetailing, characteristic of excollent composition of the perded,

The text for I'11 Sail Upon the Dog Ster is as‘ follows,

I'IL sail upon the Dog Star, and then pursue the morxning,

I*11 chase the moon till it bs noon,

but I'11 make her loave her horning.

IV1L climb the frosty mounbain, and there I'11l coin tho woathew;
I11 tear the vainbow from the sky, and tie both ends togother,
Tho stars pluck from their orbs, too, and crowd then in my budget,
And vwhethor Ifm a roaving boy, let all the nations judgoe it.

A philosophical interpretation of this song should be avoided, for

it in fact is a foolish song, or what the early English would eall a

Mmad song."6 Tt is the foolish dream of someons who feels ho can throw

65, XK. Holland, Honry Purcell (Iondon: G, Bell and Sons ILid.,
1932)v Po 183.
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a saddle upon the Dog Star (Sirus) and rddo it around tho hoavens chasing
the moon, tying up the rainbow, commanding what the weather will be, and
collecting stars in a baz, Hs concludes by saying that he really doesn't

cara what the world thinks of him, for hs is content on being what he is,



AN EVENING HO

Henry Puvcell (1659-1695)

An Evening Hyimn was written in the same year as was I'11 Sail Upcn
the Dog Star, By this timo, Purcell had become good friends with a
prominent publisher of the day, John Playford, Playford was a staunch
champion of British musie during the sscond half of tha seventeenth
century, at a time when the superiority of the foreigner was louvdly
proclaimed, In 1688, Purcell contributed soversl pieces to the first

book of Flayford's Harmonia Sacra, or Divine Hymns and Dialopues,

"eomposed by thae Best Masters of the past and prasent age by several
learned and Plous Pem:-:cms,"l This collocltion opens on tho celobrated

evening hymn on a ground, How that the Sun Hath viel'd His Light,

Apparently by the time Harmonia Sacra had reached its third edition in
1714, this particnlar selection had come to bo known simply as An Eve-
ning Hom, In the realization by Kegen, this composition has boen
transposed from the ordginal key of G major to th&(key of E major,

The ground bass is a very prominent feature of the Bareque era,
Traditionally, grounds were quite short and constructed upon easily
rocognizable melodic outlines, If they weve not long enovgh to accon-
modate an entire stanza of pootry, they were repeated over and over againg

elther unchanged, transposed, or varled by rhythmic and meledic elabor-

ation of the essential few notes,

lWestmp s Pp. 60-61,
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In An Bvening Hymn, Purcoll demonstrates:with the skill of a great
artist, the very driving and bszutiful use of the basso ostinato, The
ground bass that is carried throughout the plece is showm in the following

exanmple,

Slovy Gios troppo lewto, manestoso)

e e e

PIANO (7p) (teguto scmgrr}

T
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Example 5 Purcell An Evening Hymn neasures 1-5
After begiming with the statement of the ground, the composition
then moves through the remainder of the 114 measures, experiencing only
one key change into the dominanl (moasures 32-53). It should ba noted
that very littlo activity is taking place within the chordal accompani-
nont throughout the entiire composition, This is to 2llow the full sig-
nificance of the bass, sharing egual importance with the voice line,
In the days prior to the modern pimnoforte, a bzsso continuo was written
out for the player of the virginal or harpsichord, with nothing but the
bass line end a few figures indicating harmonies from which to improvise,
Today we havo & sustaining instrument in the pianc, but it will not allow
for the same effect that the earlier instruments would give. Therofore
in the rezlization of Sergius Kagen, only sketchy hawonies have been
;ddod for the right hand sc as not to obscure the melodic bass line,
This isorhythmic pattera in the bass allews the voeal line to move in

complete and drdependent freedom froi the accompaniment,
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Example 6 Purcell Mn Eveninz Hynn measuros 16-20

It is interssting to note the use of consecutive ssvenths botween
the voice and bass in measures 17-19,

The text is literally an evening hymn by an unkuown author,

Now that thes sun hath veil'd his light,

And bid the world geodnight,

To the soft bad, my body I disposo,

But where shall my soul repose,

Daar God, even in thy aryms,

And can there be,

Any sweet securityl

Thon to thy rest, 0 my soull

And singing pralss the mercy,

That prolongs thy days, BEallelujahi

Characteristic of Purcell is the use of dotted rhythms., In An
Evening Hymn, he uses this figuve quite extensively on the words "singe
ing" and "hallelujzh." Tho use of the dotted rhythus wes not only for
convenience of notation, bubt "its flexibility was also put to deliberatoe
advantage in oxder to avoid a rigid notation of certain rhythms whoso
exact proporbioning it was preferred to leave to the performer, theroby

encouraging him to vary it acconding to nmood and context, but uwnder the

guidance of conventions then familiar,"?

2Gyove's Dictionary of Music end lMuslcians, vol. IL, p. 744,
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Exanple 7 Purcell. An_Bvening Fyom moasures 53«56, 79-81

The feeling of the song 1s of peacofulness and tranquility, without
a loss of emotion and reverence when referring to Diety. An emotional
peak is rea;ched in measure 23 whon the soloist asks God whoro his soul

shall rvepose,

() S o _) (>) (=) =)
i P 0P " s L m 10 _[ G-
et e e e f t = § e == o e
whore  sLall my soul_ re -  pose? Dear,‘ dear God,___
1
I

e P —} » . | I —
%“:” :‘jf/ e G%M‘;S‘::F:&;
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S "1': e e e e e s
-_— 4 ) T 1
Example 8 Purcell An_Bvening Hymn moasurcs 23«27

The accentuated words "deapr," "God," and "even" lend a strong
feeling of emotion which embraces the plea for secuvity, Again in
rmeasure 92, the music appears as if it can no longer contain within it
self tho praise for God that it has boon building, and breaks foith
with a powerful #hallclujah" on an E pajor choxd, marking tho bsginning

of the final section of the composition,
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SEBBEN, CRUDELE

Antonio Coldara (1670-1736)

Mn Ttalian composer, who was born in Vonlce in 1670 and died in tha
sama city in 1736, but who spent tho most successful and frultful yoarvs
of his life outside of the country, was Antonio Caldava, Ho was a pupil
of legranzi and was rmusically talented enough that he wes given the posi-
tion of Vicc-Capellmeister under J, J. Fax at the Irporial Court in
Vienna, H> sorved at this positlon until shortly boafore his death,

Bocause ITtzlian music was in great favor in Geymany at tho tine
Caldara bogan wrlting, ho prospored and was looked up to as one of the
nost respocted composers of his time,
present day, It is a light conzonotts written in an ABA form, Tho
text is from an unknoun source,

Sebben, crudele, mi fai languiyr, ;

Sempro fedele, ti voglio amar, =

Con la lunghezza del mio scrvir,

La tua fierszza szprd stencar,

This poecn is of conventlonal structure in tetramstor with a line
of four dactyl feet. This particvlar style of poctry knovm as "end.
rhymes," roturns to a .s’r.z‘ossod vowal with its following consonants,
yzhich is someyhat like the rotuin to the tonic in a meledy, The words
Mlenguirt and tservir® in the first and thixd stanzas and Manar" and
Wstancar! in the seccond and fourth, unite the posm into a rhyms of

conventional form, ABAB,
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A literal English translation of the preceding poem follows:

Although, you cruel one, make me suffer with longing,

I shzll iove you foraver,

I will alvays serve you,

Thy pride I thon shall exhaust,

The prominent featuro of this editicn of Sebbon, erudele is the
smooth and flowing eighth-note figure in the right hand accompaniment,

Tho melodic bass line moves in dotted half, half and quarter notes,
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Exarple 9 Caldara Sebban, crudele Moasuras Lelt

The mood in the svlection is one of longing, a love song wrditten
for a young maiden, Section A begins in tho key of P major, modvlates
to tha relativs 1 laor (C minor), and returns to P major for the bogin-
ring of the B seetion, A slightly modified introduction serves as &
bridge midway in the A section. An interosting use of the hemdola
found in measures 24-25 lends a fecling of retard, almost grief, as the

vocal Line states again vI shall love you forever,m
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Example 10 Caldara Sebben, crudele measures 23-26

The identicel theme is restated a fow measures Llater and establishes
the sotting for the entrance of a new theme in section B,

The B scotion is relatively short, moving through the key of G
minor (measures Hl-47), which modulates back to the tonic at measure 48
for the repeat of the A scction. The inbroduction onca again serves as
the transition botween those two sections (measures 49-52).

Caldara was a particularly prolific artist, He wrote 87 oporas
and sacred dramas, 32 oraborios, about 30 masses, church music, chambor
music, and other secular songs, The Austrian AreFduke Rudolph (Bea-
thovenis pupil) was a groat adwirer of Caldara's works, and purchased
a collection of his manuscripts amowating to more than 20 thousand pages.
It is treasured today by the Goscllschaft der Musikfrounde of Vienna..l

Many of his works can be found teoday in Denkmaler der Tonkunst in

Qesterroich, volwsss 13 and 39,

l_G_z_\)_!o's Dictionary of Music and Musicians, vol. IT, p. 19.
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DANZA, DANZA FANCIULLA GENTILE

Fancesco Durante (1684-1755)

One of tho progressives of the seventeenth and eightesnth contury
was Francesco Durante, YAfter A, Scarlatti, and with Leonordo Leo,
Durante ranks as one of the founders and chief representatives of the
Neopolitan schoocl of co::position."l

Durante was born near Naploes in 1684 and studied in Rome with
Pitoni and Darants's uvncle, D, Angelo, He leawvned much of his art from
Messandro Scarlatti snd Pasquini with whem he also studied, He latoer
became muestro at thres prominent conservatoriss; di Santa Marla di
loreto, dei Poveri di Gesu Cristo, end at Sant! Onofrio in Naples where
he spent the last 10 years of his life. Ho died in 1755.

As for the parsonal 1life of Duraite, very little is knowm, except
for a story about his gambling wife, After retuining from a long Journoy,
Durante found that his wife had teken all of his manuscripts and sold
them for gambling money, He sat dovi and began the /1ong task of writing
thom all over again from memory,

Durante was a great teacher and composer of sacred musle,", , ., the
vigor and resourcefulness of his style are more in evidenco than marked

originality. 12 Somo of his pupils include Duni, Traebta, Vinel, Jomnslli,

lyicolas Slominsky (Ed,), Pakers Biographical Dictionary of
Musicians, Sth Edition. (New York: G Schimuer, 1958), p. 413,

Z1bsg,
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Piceinni, Pergolesi, and Paisiello, These men %, , ., and othors took
almost complete possossion of the European lyric stage during the latter
half of the eighteenth century, 13 Roussozn ealied Durante "the groatest
harmonist of Italy, that is to say, of the World; a tribute which today
seens somewhat exaggerated."l"

The Library of the Pards Conservabory contains a rich collection of
Durante's works in manusceripts, Most of the other importaont libraries
throughout Burope have some of his manuseripts. His complete works ara

found in I Classicl della Musica Ttelisna, IT, edited by D'Anvunzio,

- The translation of the text, taken from Singors Repertoire, is as

follous,

Dance, dence, my swoel child, to my singing. Tura lightly
and gracefully to the sound like the waves of the sea.

Do you hear the whispering of the morning breeze, which talks
to the heart with a languishing sound and invites you to
danco?

Danza, danza, fencivlla gentile is really e ninoteenth cantury

fobrication from two solfepsi by Durante to which somccno hes added
words and more elaborate accompaniment, The ordiginal composilion was
probably quite siuple, writbten for volce and harpsi_chom or somo othor
keyboard instrument, allowing the singer to add his o expression and

dynamics to the x:m.s:i.c.6

31bad,

Ygrovats Dictionary of Music znd Musicisns, vol. IL, p. 819,

5(’/11‘1‘111. Parton and Singer, Wornov, Singers Repcrtoire (New York:
The Scarscrow Prass, Ihe,, 1962), p. 45.

6Grovev's Dictionary of Music end Musiclisns, vol, II, p. 819,
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Tho composition is an arietta in G minor, the structure of the form
boing a complex AA'BA'B, The accompanimont is a continuous syncopation

batween the steady bass and a chondal afterbest in the right hand,

[
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Examplo 11 Durante Danza, danza, fancivlla gentile measuros l.ft

This syncopation gives the composition the fesling of a dance, which
is the baslc theme of the song., The feeling is very light end airy,
moving into the deminant koy early in section A, not roturning to the
tonfe until the boginning of tho third section in measure 42,

The most striking thing about the begimming of this cowposition is
Durante's use of imitation botween the bass and the voice, Example 12
shows the entrance of the volce in measure 5, imitating the bass line

in measures l-lk at the octa'e (example 11).
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Exanmple 12 Durante Danza, denza, faneiulla gentile moasures 5«9
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The figure which appears in the introduction serves a multi-purpose
throughout the composition, It appears in the transition from A to A
(moasures 14-16), from A’ to B (moasures 37-38), agein from B back to
a repeat of A' (mezsures 4l-U2), and serves as the basis for the final
five measures of the selection,

The elghth-note run of the melodic line in measurss 37 and 38
easily leads to the henlola which marks the end of the second section,

(This principle is also used to complete the molodic line at the coda,)
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Example 13 Dorante BNZ3 5 dmzaﬁ.‘ fancivlla gentile measures 37-43

Another interssting feature of this composition is tho wido uso of

contrasting secticns, In curvent editions, the composition will move

(measures 51-53).
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DU BIST VIE EINE BLUME
Robort Schumann (1810-1855)

Robort Schumamm was born at Zwickau, Saxony, in 1810, He was the
youngest son of a bookseller, and he naturally devoloped a love for
literature et a young age, Being tho child prodigy that he was, Schumain
begen composing at the age of seven, and in his eleventh ycar, without
any formol instruction in composition, wrots chcrel and orchestral
works, Ho studied organ with a local nusician at the age of eight, and
went on to gain his formal education fyom Lord Byron, Joan Paul Richter,
Friedrich Wieck, and Heinxich Daun,

As a composer, Schumann must bo considered as one of the greatest
of the romantic erz, By applying his early readings to the art of
music composition, he quickly establiched a pattern of new exprossions
and sonorities, this le2ding into &11 foxms of music, including syi-

phony, opora, oratoric and Iied, His greatest works of genlus are

found in music for solo voics vith piano acconpaniment,

The year of his marrlage to his sweetheart Clara, wibtnessed an
outburst of songwriting, consisting of no less than 138 pileces (prior
to his max*z‘lag'e ho had wrdtion very fcw songs). These songs ", . ., wore
emotional ravelations of amazing power and effect, and with good reason
Schunann s considered the true successor of Schubsrt es a master of

the Gevman Licd, nl

leo1d iovs Encyclonedia, (Crowell, Collior and Macmillan, Inc.,

1967), vol, 20, p. %95,



One of these 138 songs written during the year of his marriage

(1840) was Da bist wie eine Blums, It was coubined with 24 other songs

end publish.d under the title of Myrthen (op. 25). The poem which
Schunann chese to wed to his music vwas one of the most oulstanding of
Heinrich Hsine's poctic gonius,

Heine's literary character is a unique blend of romanticism and

realism, As a lyrxic poet,; he has had imitators, bul no rezl successors,

The poem Da bist wie eine Flume has bosn very popular throughout

tine, and has besen published in more than two hundred sottings by other
prominent composers such as ILiszt, G. Henschel, and Rubinstein, The
lyric, bowever, M"is bast known in Schumann's song."2

You are as lovely, pure and fair as a flowor,

whon I gaze on you, sadness fills my hoart.

I would devotedly rost my hands on your head and 3

pray that God will always keop yow as lovely, pure and fair,

The Inglish translation above does not yeally express the full
meaning that the Gewsman text carvics,

Du bist wie eina Rluma, so hold und schon und rein,

ich schau! dich an, und VWehmuth schleicht mir in's Herz hinein,

Mir ist, als ob ich die Hinds aufts Haupt dir legen sollt!,

botend, dass Gott dich erhalte so rein und scHdn und hold,

In the tuenty msasures of tha corposition, Schwiarn creates a
flavloss gom sbove an almost constant sixteenth-note pulsing chordal
accompaninent, The volece matchos four lines with four phrases, bale-
anced, yobt with a persistant continuing line which leads to the doitle
nant in measure 7, with a rising dvo in the bass line and right hand

of the piano accompaniment leading back to the tonic key of I ma jor

in measure 10,

2philip L. Miller, Tha Ring of Woxds (New York: Anchor Books,
1963), p. 116,

3Coffin, p, 141,
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als ob ich die Hin-de/

as though I should bless you,
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Example 14

At this point,
the opening stanzz,
choxds of the right

octave, the loft hand joining in tho active pattern,

Schunam

Du bist vie eine Fluouns measures 9-11

the volco repeats the meledy of the first half of
and the accompaniment which bsgan with its trdadic

hand, sustained by a deliberate bass, now rises the

Now the essenco

of Schumamm's lyricism is percelvable as the last two phrases call forth

new rmusic in measure 14,
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Example 15 Schumann Da bist vwia eine Hlums neasures 14-16




In measvre 15, there is an interesting interweaving pattern
betwaen voico end piano, and it is to the latter that the climax is
given, "This procedure has the effect of softening the obvious forinal
and hapuonic landmarks, giving to the music an intimate, confiding
character, ut The volce Joins in for the melodic restatement of "so
rein vnd schdn und hold," and the accorpaninmont continues through a
short epilogue, rich in softly dissonant colors, the topmost molodic

line roluctantly coming to rest,

“'Denis Stovens, A History of Song (New York: Vﬂorton. 1960), p. 247.
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VON EWIGER LIEEBL
Johennes Brahms (1833-1897)

One of the most outstanding figures in the rusical world of the
nineteenth century was Johannes Brehus, Born in Hamburg on May 7, 1833
into a musical family, Brahms excelled very 125idly in the field of
music as & concert pianist, At the ege of 20 ho concluded his schooling
and bogan to tour throughout Germany with a violinist friend, Bdvard
Remenyi..

Brahms bogan welting ab a time when the Lied was a poworful force
in Gowman nmsic,

Boginning with almost 600 Licder of Schubert, who defined
the form, the romantle Jied dealt with both tho fantastic
and wysbtic aspecis of 1ife as well as simple poetic end
musical themes borrowed from folksong, Called Lied in
Gemnen, the art-song was a type of vocal chambar nmsic in
which poetry, voico, and the piano blended in equal parxts.
Jts chief features wers the high quality of its texts by
great poets such zs Goetho, Helne, EBichendorff, and Moxike,
the scrupulous settings of vocal lines to the words, and
the imaginative yel restrained pianc eccompaniments,

Followlng Schubart, it was Robert Schumamm who camo upon the
romantic scene in German music, Schumann was 23 years old when Johannos
Brahms was boxn, and beforo his death in 1856, the two great musicians
had become best of fileuds, Schumarm was a great influence upon Brahms,
as wore the great mostevs, Bach and Boothoven,

From the stavi, Bralnis was an incureble romanticist, HFowover, he

1001]‘.\:1_.@_1:.3_ Iaeyclopedia, vol, 17, p. 3%,




did not use tho flamboyant romanticism of Liszt, nor the theatrical
romanticlen of Vagner,

Brahmst tone 1s serious, His music is romantic in
harmony and texturs, but it has not the roaring, ardent
impulsive chavacter of Schumamn!s restraint, 2 certain
classic grevity, an introspcetive, resigned, elegisc
mood are predominant, Within this fundamentally reflec-
tive stylo, howover, theore is room for tho expression
of passion, expression a1l the more effective becavse
it avolds excess and is felt to be always under contiyol,

"2

WThe essential elements of Brahms! Licder are the melody and bass,
ths tonsl plan and fom."3 Ho disliked vivid colorings and his accone
panimonts are rarely pictorial, Bralms wrote 166 songs for volce and
plano, and 177 folksongs wvhich ho claims to be his ideal, We shall
discuss two of Brahms! art-songs in this raport.

Yon _euwipor Iieba was probably written about 1864 when Brahms vas
31l years of age, Brakas had a habit of wriling a ploce of music and
thon sticking it in somo cornor or in his deck whoro it gtoyed until
somo future date when it world bs combined into a seobt with other songs
and sent to the publishor, Although Von ewiger Idcbo was wrilten in
the same year that Richamd Strauss was born, it was not published watil
four years later in 1868, The words are by Jossph VWenzig,

The text tells of two young lovers who are ra;tuming from the
village during a dark end silent night, They have talked of many things,
Ho agks if sho is not distreossed at, oven ashamed,of hor love for him,
Should they part? Would not her love pass as quickly as it bad come?
The maiden sweays that their bonds are stronger than iron or stecl.

that their love shall be oternal,

2Grout, p. 347. ¢

Jbid,
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The form is a complex AABCC', but logically shaped by the division
of the poem, The description of the scene and the mood setting is a
repeatod stanza in the key of B minor, the introduction serving again
as an interlude before tho ropeat of the A sectiocn (reasures 21-24), and
bridge (measures 41-45) to tho large second division, The second sec-
tion expresses the boy's anxiety wlich in turn prompts new music, a
rastless twiplet figurabtion in the right hand accompaniment opposing

a stuxdy, assertive voice and bass in quarber and eights,

g ”‘:f
=3 F=rF B—1 H——n——p—
= == S —t =% e e
pliei - dest du Schmach und be - trii - best du dich,

“Are you a = shamed? Have I  brought you dis - tress?

Example 16 Brahms Yon cwiger Liebs neasures 45-43
The extension of this accompanimont rises to great slrength

(moasures 68.73) and then softens (measures 74-79) to prepare for the

new theme representing the mailden in the new key of B major, 6/8 meler,

and a new tempo (Ziemlich Iangsam). As sho sings of constancy the

music nounts from doleg, pianicsimo, to a modest bubt intense menzow-

forte on ths dominant, to close tho first half of this division, An

intorludo on the dominant brings in the fifth stanza (measurs 99) on
.

the tonic with a new phrase leading to the climax in measuve 113, end

extending into a glorious final cadence some eight measures later,
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Thero has been soms question conearning the use of cross-rhythms in

measures 11.3-115,
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Von_ewiger Iiebs measurss 113-116

This is the climax of the song in which the glrl states "our love shall

last forevor," Brahus choses at this point to uss a 6/8 mster in the

voice against a 3/4 meter in the piano, James H, Hall said: “A part of

its grandour (last phrase) comes from tho conflict of 6/8 and 3/% and tho

repetition of the spiritual key note of tho scng, ";d.g' (etornal )."“
Poter Latham has this to say:

Syncopations and cross-rhythms are common in the wrdtings of
Brahms, and theilr effoct is generally excellent, But a curlous
excoption occurs at the end of what is porheps the bost of all
his drawatice songs Von ewiger Liehs (op. 43 no. 1): to strenghten
his c¢limax he crosses the established 6/8 meter in the volce with
the 3/4 in the piano, Vo may acquit him of deliborate cynlcisnm,
but it is a 1itlle unfortumats that he chooses the pracise moment

anmcs H, Hall, The Art Song (Noiman, Oklahomz: Unlversity of Oklae
homa Press, 1953), p. 109,
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whon the girl proclaims "Our Jove shall last forever" to put
volce and piano out of step.t

The first statement concerning the crosserhythm effect is probably
more neaxly correct, Brahms has progressed to this point in the song,
building to an apparent elimax which, when finally roached on the F sharp
in the vocal line (measurs 113), is groatly enhanced by the cross-rhythm
oceurwing through the remaining 8 measures of tho couwposition, while thé
eccompaninent of the right hand moves in parallel motion to the voeal line,
at times anticipating ths notes of tho voice, tho bass adds to tho new
feoling of strength by moving in contrary motion to the vocal line on threeo
solid quarter notes in each measure,

The facts, thzt tho vocal line has boen singing about love that is
stronger than iron or steol and is indeed Meternal," is only stronghtened,
not woakoned, by the use of the 6/8 in the vocal line against the 3/4 in
the accompanimont,

The postry for tho songs of Brakms was taken from minor German poots
of his day, because ho was awave that he was inclined to deal rather cava=
licrly with the poets values, Poels are inclined to be rathor particular
about such matters as declamation, and Brahmst dscl?.m,ation is e¢ften under
cexdticien,

When he hzppened upon an elequent musieal phrase, he was not
prepared to medify it Jjust because it involved one or two false

strosses, However, he seldom failed to ovoke tho mogd of a poem
and to reoflsct its changing senbiments in his musie,

Speter Lathan, Brahms (New York: Farrar, Straus and Glrvoux, Ine,,
1966), p. 149,

60011.'1@;?3‘_ Encyclopedia, vol. U4, p. 462,
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AUF DE{ KIRCHHOFE
Jobannes PBrahns_ (1833-1897)

Auf dem Kivehhofe (op. 105 no, U4) was probably widtten in 1886 and
published a few ysars later, At Detlev von Iiliencron's bidding, Brahms
aduits for once an optimistic eschatolozy.l

The four measure inbroduction gives the impression of a storm with

its torvents of rain, based on an arpeggiated seale on the subdominant of

EP najoi,

Example 18 Brahns Auf dem Kirchhofe neasures l-3

The forxm of the music is ABA'C with the stormy music of the intro-

duction serving again as an interlude in the middle of tho plece, Tho

Lller, p. 165,

After a military caroor, Lilieacron went to America (his mother having
boen a native of Philadelphia), whore he taught painting, piano, and lanw
guagos, played piano in beor halls, and trained hovses, Returning to Gor-
nany, he devoted himself to writing, gnd became the foremost poet of his
generation, He was attracted by old legends and ballads, and sought to
re-create somsthing of their atmosphers for his lyric gifts, his musical
ear, his vse of rhythu and vowel calowing, Ho said to have brought a
new vitality to Gemuan postyy,
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song is about a stranger who wanders throvgh a graveyard on the outskirts
of a toun, Tt is story and cold, and the stranger can ses that the
namos have been worn off many of the gravestones, He begins to realize
hoy transitory everything is and that in the end the graves will read
"decoased," In the last section of the sonz, the feeling of the storm
brosks, end with a change of key to C major, the fears are dizsolved and
a1l becomes a feeling of peace and resignation, Now the stranger bzcomas
avara that over every grave is perfoct peace, away from the cares of the
world, with a =trong feeling of "rodoecmed,"

It is interesting to note the similarity of the melodic and harionic

structure with the first throe measuros of 0 Haupt voll Hlut und Wunden

as harmonized by Bach,

(1] Hnupt voll le i A Wunden
T AN

%&

Example 19 Bach 0 Heupt voll Hut und Wunden choral

This chorale is popularly known es the Passion Chorale. It is
found in the $t, Matthew Passion with the molody being harmonized five
different times, It is very probable that Brahms was quite fumiliar with
this chorale and felt that the similarity in text material of Auf dem
Kirchliofe with the Passion warranted the use of the basic themo, Howe
ever, it could bo that it is more coincidence, as Brahms completely

changes his themo in moasure 28 from that of the contirued chorale theme,
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Example 20 Brahms

fuf den Kirchhoto

measures 26-28

Considering Brahm:! songs as a whole, it is, more then amything

elso, thoir melodic invention thal impresses,

WIt has not quito the

supramo spontansity end varioty of Schubsrt, but it is besutifwlly fashe

doned, spacious in line, and floxible in rhy-thm.ﬂz The influonce of

folksong can be found in some of then,

In general Brahms! tunos are more

far-flung moledicelly and movs variod rhythmically than the average Gor-

man folksong,

"Haymonically he makes no attempt to break new ground, but

can use a traditional idiom in a thoroughly independent and individual

ey, 13

23tevons, pp. 252-253,
33pad,
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NON PIU ANDRAT

Wolfganz Amadeus Mozart (1756-1791)

To say that Wolfgang Amadeus Mozart is one of the greatest cone
posers over to have lived seems today as a rather well established fact,
Bat at the timo when Mozart was writing the music that could have made
him wealthy and famous today, ho was neither, That ho died a pauper in -
en wnmarked grave seems hardly fitting for a man ef his stature,

Mozarts a child prodigy, began corposing music at tho age of five,
Ho wrote his first opera at the age of twelve. It was an opera buffa
entitled Lo Pinta Semplico and was commissioned by the Hmperor in Vienna,
The artiste at the opsra house (led by Gluck) refused to participate in
a performance of an opera by a child, and they prevented its performance,

Mozewt experienced meny tidals during his lifetime as he moved
from Salzburg to Pavis, back to Salzburg, and finally to Vienna whore he

remained tho rest of his short 1lifoe,

A meeting in 1785 with lovenzo da Ponte (the appointed poot in the
Viennese court) rosulted in three of Mozartis greatest operas, Da Ponte

wrote admirable librettos for a1l three, and Mozart composed the music,

.

ro (the Marriage of Figaro), given at the

The first was Le Nozze di

Burg theatre on May 1, 1786, Once again, the anti-Mozart forces in

Vienna rallied to sabotage tho perfouance, and although Tha Marriage of

j_ﬁ:ggy_g was a tremendous success, it only lasted for nine performances,
The Franch drematist to whonm wo owe tho originel texts of The

Barbor of Seville and The } ge of Fipavo was one of the most
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ramarikable products of the eighteenth century, His real name was Plerre
Auvgustin Caron, but upon purchasing the title of Secretary to the King,
and with it a patent of nobility, became know as Caron de Boaumarchails,

Da Ponto's first comedy, The Barber of Saville, appeared in 1775,

and was a tremendous success, Ho wioto Tho MNarwiase of Fleaxo shortly
aftoryards, but it was nol performed until 1784, It was apparently two
years later that Mozart set Figaro to mmsic, The story follous the pre-

ceding story in the opora of The Parbor of Seville which was set to

music by Rossini,

Tho action of Rigaro takes place somo years later at Count
Mmaviva's chateaun in the country nesy Seville, Figaro has boen taken
into the Count's service as a valet and confidentizl man and has fallen
in love with Suzamna, the Countess Almavivals maid, Suzarma has boen
offered to Figavo in marriage, by the Count. The Count, however, has
ddeas of his own for activitles with Suzanna while Figaro is away.
Cherubino is a young page worlking for the Count, and in his precocious
passion for the other sex, is a worthy follower of the Count, Cherubino
overhecars the Count making a proposition to Suzamna, and in ordor to
keop Cherubino quiet, the Count appoints him to an/onsign's post in the
amy, Figaro, on bshalf oi‘v the company present at the time of the
appointment, tekes humorous leave of Chorubine in the aria Non piu andrai,
His days of love making, Pigaro sings, are over; now he must devote hime
solf to tho army and leave the fair maidens alone, The whole aria is
couchod in a deligh® “ul mock-heroic vein, This ends Act I of the opera,

Mozart had an exeoptional gift for musical characterization, Although

The Marriarze of Figaro is within the £ormal patterns of Italian opera,

Mozart would use a sudden accent, a new rhythuic figure, a now melodic
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idea, anything to give a now insight to the kidden motivation of the
charactors,

Non piu andrai is a very good example of what might be called comic
vord painting, Hozart uses a light accompaniment with the bass 1lino usu-
2lly moving in eighth-notes, while the rest of the orchestra indulges in
occasional chordal passages, wixed with descending runs, and melodie
imitation, The composition starts out in a light mammer with the melodic
line exprossing this lightness with a dotted-eighth, sixteenth note figure,
Figaro is chiding Cherubino about his amorous ways. In measures 5-7, the
accompaniment joins the vocal 1line in a unison ascending line that gives
the improssion that Figaro is almost chastising Cherubino for disturbing
the fair ladies. This phrase lmmediatoly reverses itself as Flgaro cone

tinues his chide in a mimicking fashion (measurcs 7-8),

bel - l¢ tur-ban-doil ri - po -

Example 21 Mozart

This phrase is repeated five times throughout the composition, as
Mozart ekilliully unitos the work dnto what we might call a ccmplex rondo.
A ferinata sorves as the transition botween each of the sections with the
excoption of the first two, As with all empty spaces in the vocal line

throughout the composition, Mozart £ills in with a good deal. of accom-
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accompaniment action to serve as transition passages to the next phrase

or section,

Example 22 measures 13-14

In Non diun andrai, Mozart uses cortain passages to represont mascue
line and feminins qualities, Foxr example, when he speaks of Yquel penna=-
echini’ (prolly plumes) or "quel cappollo" (fine hat), or "quclla chiomal

(that hair), Mozart uses tho following accompeniment figure,

ey

=1 =

lor} Nonpinia-vral quei pen-nac-chi-ni, quel cap-

Bl f_<p<fes
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Exauple 23 Mozart Non piu andrai measures 27-28

These desconding passages roprosent a light, feminine feoling, as
opposed to the music roprasenting "gran mustaechi strotto sacco" (grand
mustacha, full sack), or "un gran casco" (grand helmet) in measurss U6-47,

and 5152,
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gran mustacchi, stret-to sac-co,

e
= S PR
| | |
Examplo 24 Mozart Non piu andrai measuros 46-47, 5152

These choxds give the impression of fullness, bigness, a masculine
expracsion, They are militaristic, which Mozort svroly must have intended,

The composition is wriltea in tho key of C major with modulations to
the dominant in soction B, and part of section C, with a short phrase in
E minoy 2& Figaro tellg Cherubino that he will have 1ittle pay in the
aruy,

The coda marks the high point of Non biu andraj as Figaro commis-
sions "Chorulinol On to Victory!l Glory to the Militaryli" while a full
orchestra accompaniment provides an appropriste ending for the oxeltement,

Ths original play has often been called “Tho prologue

to the French Revolution," for it is a biting satire on the

privileoges of the nobility, and Figaro, claiming the rights

of the old Ttalien Harleguin to talk to the audionce and

expross his vicws on evorything, is made the mouthplece of

the authors subversive political opinions,

Tho political satirve can bo soen in the arla Non piu andrai. In

it da Ponto and Mozart sesm to be poking fun at the frivolity and amor-

ousity of the upper class, mimicking thelr fancy dress and gay manner,

lasvard J, Dent and Erwin Stein, The Marriage of Figaro (London:
Boossy and Co,, Ltd., 1947), p. i,
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their dancing and light-mindedness, This is in contrast to ths 1life of
the lower class person serving in tho army; the mud, snow, broiling sua,
war, cannons, marching ovor mountains, helmets, guns, and all other
aspocts of military life,
Thers can be no doubl that tho political sympathies of

both da Ponte and Mozart wore with the ideas that found vent

in Paris in 1789 and that they deliberately chose this une

usualzsubj@ct for their opera with a view of popular suce

coss,

For several years the play was forbidden in Paris, and at the tine
Hozart set it to nmusic, ils porformance was still forbidden in Vienna,

Bat whal was forbidden as a play managed to pass the censorship as an

Jtalian opora,

Z.I.b..j:ﬁ'
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Wolfgang Amadeus Mozart (1756<1791)

The year of 1791, the last of Mozart's life, brought no end to the
composerts misfortunes, While ho had finally bsen given a permanent
post as court composer and chambsr musician for the Austrian Enperor
(in succession of Gluck), he rocpivad such a small salary that it neither
relioved him of his debts nor provided for the necessities of life,
Impoverished, sick in body and spirit, Mozart gave way to despair, Yet
this last year was a period of wonderful creation, yielding two operas

and the Requien, Dio Zauborflote (K. 620) was the result of a commisgion

by Emanuel Schikaneder, who wanted a popular Geriman opera for his theater,
Mozart had first met Schikaneder in 1779 when the actor came to

perform in Salzburg, Schikaneder, who vas boxn in 1748 and died insane

in 1812, was a little of everything; actor, singer, poeot, producer, and

theater propirietor, Vhen he asked Mozart to write the music for his

i

libretto, Schikanedor had two basic conditions in mind; first it must be
in the proveiling taste of the moment (magicel, spectacular and Orlene-
tel), Mend it must contain a good part for himself, for he was & comlc
actor of decided ability,n:

Tho music to Tho Magic Flube wes wrdtten botween Hay and June of 1791.

In the late swaner and early autumn, Mozart orchestrated
what he had written and cerpleted the little he had left over,

.
of the Great Operas and Their Composers

ng Co.y Inc,, 1943)s p. 358,
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the overture, as so often happened with him, being already

in his he2d for some time, but not written dowm until the

28th of September, two days bofore the perfommance,

The origins to the book of The liagic Flute are wrepped in mystery.
In fact, the plans to the opors seem to have been eltered shortly after
practical work had bagun on it, for apparently Mozart did not have a
complete libretto bofore him to bsgin with, but composed the music to
this or that scens as it was handed him, The llbretto was probably
changed for two or threa different reasons, First, a work very similar
to the original plan of Tho Magic Flute czme out just a few months prior
to Schikanederts planned opening, Secondly, Schikaneder felt that some-
thing now and different must be given to the CGorman audience. Thirdly,
the librotto got invelved with the mystery of fresmasonry, A book by Abbe
Terrasson entitled Scthos was in vogue emong froemasons, and it dealt with
more or less imaginary Egyptien mystories; and it is not improbable that
ono clement in the success of the opera may have been tho freemason's
approval of the general Masonle intention of the work,

The first performanco of Tha Magie Fluto took placs on the 30th of

September in 1791, HMHozart, from the pleno, con:lucted the first two per-

S

formances, So pepvlar was the opora, that after playing 100 consecutive
nights in Vienna and spreading throughout Gemmany, Goethe, in 1798,
plamned to write a second part to tho opera,

The Magic Flute was enormously successful and established
at a stroke ths futurs of German opera, A group of Hungarian
nobles and admirers in Holland wers independently sctting in
motlion schenss to provide him (Mozart) by subscription with
a stable income, But it was all too late, Iio had como to an
end, and was unzble even to make good his determination, . « .
to complete his "death song" the comauission for which wvas
a terrible, though unintended, practical joke played upon him

.

2Ibid., p. 359.
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by an eccentwzic nobleman who had lost his wife and desired

to commeansurate her worthily., In Novembsr his exhausted body

began to give way completely and his mind was affected, At

the end of the month he took to his bed, and thers, watch

in hand, followed in imagination the triwmphal progress of

The Msgic Flute,

The plot of the opera is about a prince named Temino who finds
himself in a strange land that is ruled by the Queen of Night., A bird
catchor named Papegeno (played by Schikaneder in the original opera) be-
friends Tamino and together thoy are commissioned by the Queen to search
out her davghter Pamina who has been captured by the wicked Sarastro,
The end of the first act finds Tamino, Pamina, Papegeno and Sarastro
together at Sarastrols temple,

The second act is mainly concerned with the initiation of Tamino
and Pamina into the mysteries, Ahoad of Tamino lay many ordeals which
he must overcome in order to pass the tests that arve part of the initiaw
tlon into the mysteries. Sarastro orders the priests to conduct Tanmino
and Pamina into the forscourt of the temple, whera the orator (priest)

will instruct them in thelr duty to the gods. Then Sarastro sings his

o
najestic aris, the invocation to the gods, 0 Tsis und Osiris. ¢

-

3rouls Biancelli, compiler and editor, The Mozaryt Handbock (New
York: The Universal Library, Grosset and Dunlep, 1952), p. 33.

“eollicrs Proyelopedia, vol. 13, p. 309, and vol. 18, p. 239,

Isis and Osiris are ancient Fgyptian gods. Osiris was the favorite
god in ancient Egypt, giving 1lifo end strength to the crops each year,
He vas balioved to have been a king on earth, and after dying, ruled over
the Nethor world, TIsis was bolieved to be the wife and sister to Osiris,
and together they begat Horus who was Jdentified with the pharachs, To-
gether, Osiris and Isis becamo a p ful source of magic to thoso be-
lieving in them, For it was Osiris that everyone must face in the final
Judgement, and if they could find favor of this god, they would bo tri-
umphant over death, in tho land of the' blessed,
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0 Isis and Osiris, favor this noble pair with wisdom's 1light}

Grant them your aid in their endeavor,

Lead them to find the path of rightl

Let them be strong against temptation;

But if they fail in thoir probation,

Do not thoir virtue mecd deny, Teke them to your abode on high,

The nusic by Mozart is very homophonic and vertical in structure, to
establish the feoling of invocatlon and strength, It is baslically a hymn
or choral-type of sctting, Tho koy for this aria is F major with a mod-
ulation to the dominant for a section from measures 13-33. Tho accompani-
ment acts as a strong reinforcenent to the low meledic line, as in tho

following exarmples,

{

TR

stirkt mit Go - dald sio  in  Go - fah!
Lead them to find the path of  right!

Exauple 25 Mozart neasures 21-22

In neasvros 2). and 22, the bass line doubles with tho voice to add
low strenglh, whereas in measures 29 and 30, the bass moves in contrary

motion to cmphasizs the bulld to the climex,
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IN DIESEN HEIL'GEN HALLEN

¥olfgang Aradous Mozart (1756-1791)

Tamino, Pamina, and Papegeno overcome theilr first trlal, and the
scone turns to Pamina in a2 garden, The Queen of the Night appoars and
gives Pamlina a dagger with which to kill Sarastro., After the Queen leaves,
Pamina is about to be attackel by a Moor when Sarastro comes to the ros-
cue, and tolls Pamina that he knows of her mother's plan for his murder,

Ho tells her that if heaven grants Tamino courage and steoadfastness in
his trials, Pamina sha)l be his, and her mother will retire baffled to
her mountein, As for himsolf, he declares, in perhaps the noblest of all

tho noble malodies in The Magic Flute, In diesen heiligen Hallen, he

knows no thought of vengeance for the law of thelr commnity is friend.
ship and love, WVith this aria, Act IT ends,

The form to this composition by Mozart is simply 4B, with two
stanzas, The aria remains in tho key of E major throughout. The libretto
and voeal line are baau’;;iﬁaly wed to the acconq)—zni;:;:nt as a slow lar-
ghotto sets a rostful mood while Sarastro comforts Pamina with assurance
that love end friendship prevail in this land,

Mozart béautifully unites vertical and horizontal accompaniment,

allowing utmost froedom in the expressive vocal line,
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Examplo 27 Mozart In diesen heil'gen Hallen measures 3-H

Jt is dnteresting to noto, how in measure 5, the treble accompan-
iment moves in parallel notion with the vocal line whilé the bass moves
in contrary motion, In the following measure, the accompanimont usoes
a parallel third figure as a lead into the second stanza,

The B section is composed of the third stanza of the posm, repeated
threo times, ITn the first phrase, the bass moves in contravy motion to
the vocal line, while tho uppor lino of the bass clef accompaniment
establishes a pedal point on theo dominant, The trel;le acconpaninent
roinforces the voeal lina, only to continue its as;ent to the tonic,

while the volce descends on 2 3Znd note figure to the supertonie,
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BExamplo 28 Hozaylt In diesen heilfgen Hallon measures 11.13

The third part of the B saction involves a beautiful passage where
the accompanimont tskes over the melodic line as the voieco imitates the

bass (moasures 15-19) in contrary motion to the previous melody, This

process of "part switching® is called stimmtausch, and dates back to
i 5

oaxly 13th century.
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Exanple 29 Hozart In diesen heil'gen Hallen measures 19-22

13113 Apel (. ), Marvasd Dictionary (Cambridge, Massachusetts:
Harvard University Press, 1952), p. 7.0,
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The interlude botwoen section B and the repeat of section A involves

two cadences and a vardation on the introductory theme,

Example 30 Mcjzart In dieson heil? gr.n Fallen measures 26-27

This same figure is uscd again at tho close of the last section to

conclude the aria,
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Gabriel Faurd (1845-1924)

The transition from the romantle eve to the twentieth
century was effectuated by tho genoration of composers born

in the 1860%s and 70's, These men cane to artistic maturity

at the tura of ths century, that is to say, in the twilight

of romanticism, Their music consisted of both a continuvation

of the romantic heritage and a rovolt against it,

A very important composer of late ninetesnth century was Gabriel
Faurd, Born in Pamicrs in 1845, Faurd was destined to bacomo 2 composer
who attained eminsnce in his native land that he did not attain else-
whero, Heo studiecd with Niedermeyeox and Saint Saens, the latter being of
great influeonce in Faurd's composition training, As a composer, Faurd
was basically a lyricist, exprassing the "French qualities of taste,
clarity end a seuse of proportion, His songs, of which he wrote almost
a hundred, rank with the finest that France has pmduccd."?‘ "To coieo
to Faurd in the history of Frénch song is to enter tho promised 1and."3

ML of Fauréts songs are setiings of the poetry of his time, He
chosa to embrace the short poons of the symbolists, froch in pattern and
thought, rather then tho poetry of tho more well=knowvm romantic poets,

Ho avoided long, sharply defined scenes and rarcly chose a tense, dramatic

situation, Ho loved meod pioces with o touch of sentiment in them, Faurd

LJoseph Machlis, Introduction to Contemporary Music (New York:
Norton, 1961), p. 71.

21bid,

3pa11, p. 147,



43

secms to bo commning with the post in his songs, ard scldom allows
eithor the words or the music to exaggerate, One of the 'new gensration"
poets whose words Faurd selected to set to music was Ieconte de Lisle,

Leconte do Lisle was the leader of the Parnassian movement in
France around 1860, This movemont was a reaction against Romanticiem
and represented the objoctive, impersonal, scientific and positive spirit
which was prominent at that time, In Lisle, the movement scomed to crys-
tallize, These posts formed avound him, met at his home, and accepted
his doctrdncs as law, Lisle's poems Mars fregusntly dictated by the
poots! own embittered, pessimistic, and athoistic outlook on ]ire."“

The particular posm that shall be discussed in this report is con~
coxning a young ran's expresslon of love for a maiden named Nell, Tho
poem corparaes the love in the boy!s heart to the elements of nature
around him, First it compares his full heart to the purple rose in the
brilliant sun; next, to the love botweecn the turtle doves of the foraest;
and then to tho vivid light of the brilliant stars, Tho boy then makes a
vow that his love will nsver cease until the secas bacome silent forover,

Tho bsauty of the words lies in the French language, and a little
of the meaning is lost in translating it into E\ngli/sh.

Your purple rose in your brilliant sun,

Oh, June, sparkles as if inboxicated,

Bend towvard ms, too, your golden cup:

My heart and your vose are alike,

Under the soft shelter of shady boughs

Sounds a voluptuous sigh;

And turtle doves coo in the eproeading wood,

Oh my heart, their amorvous lament,

Foyw sweot is your poarl in the flaming sky,

Star of the pensive night
But sweetor still is the vivid light

&

1sir pavl Harvey and J, E, Hoseltine, editors, The Oxford Companion
to French Literaturs (Oxford: Clarendon Press, 1959 )s Pe 402,
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Which shinos in my heart, my charmed hoart)
The singing sea, along the shore,

Will silence its everlasting murmur,

‘Ere in my hsart, dear love, oh Nell,

Your image will cease to blooml

The most prominent feature wlth the music of Nell is Fauré's con-

stant use of the arpeggiated sixteenth-notes,

Andante, quasi Alleg‘rcttoJ 66 Op- 18, No. 1
v | 1 ) =
0 8 fﬂ')"Hr > == N
Voice o2l 3 .’.Bj J (}9—{‘1—4}———“— .'1~

ro . se de pourpre a ton

PIANO

Example 3L Nell neasures l-2

The solection begins in the key of EP major, touchos back into it
on occasion, and finally ends with it some 40 measures later, Faurd is
vory skilliul in moving through a series of accidentals without really

modulating into a permanent key for any length of timo,

\dolce e R e o]
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measures 19-20



50

This movenent may serve either as a modulation within a phrase as

in exemple 32, or as a transition between two sections as in example 33.

y r—g"r!rq/‘ =t ]
S H/FHJ—E[.\ o= = 1}
[9) :
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Noll noasuros 2?-48

Example 33

Fauré's chords are chromatic end his modulations are
frequently in vemote keys, but bocause of his fondness for

modal scalos (with their lack of leading tones) the effact

is one of serenity rather than one of feverish intensity

that characterize so much chromatic music,

The music and the words are beautifully wed together to set the
mood of romanco and happiness, Tho smooth, flowing accompanimont lends
a fira foundation to the melodic lino in tho voice, neover assuning
command, but always prosent for support, Tho volce line is & weaving of
melody over arpeggiated chordal hamnonioes,

The orlginal. key was in Gb major, but in the edition by Sergius

Kegen, was transposed into the Jower key of EP ma jor,

Spater S. Hansen, An Tnbroduction to Twentieth Century Husic
(Boston: Allyn and Bacon, Inc,, 1967)s p. 36.




LA VAGABONDE

Ermest Hloch (1.880.-1959)

The son of a clock shopkeepor, Ernest Hloch, was born in Goneva,
Switzerland on July 24, 1880, His musle study began early in life as
he studied golfezgio, violin, and cauposition in Geneva, Brussels, Franke
furt and Munich, As a child, ho vowed that he wowld devote his 1life to
music, end that he did, He studied with L, Rey, Jagues Dalcroze (the
creator of eurhythmies), Buzene Ysaye, Ivan Knon, and Ludwig Thuille,

Hloch's first major work, the Symphony in C Sharp Minor, was completed

whon he was twenty-two years old, Mowever, his father's buginess com-
pelled him to go back to work in tho Geneva shop; bub remembering his
vow, ha spent 211 of his spare hours, sometimes late into the night,
wrdlting music which he pursued with undiminished intensity. Tt was
during this time in 1906, that he completed soveral important works,
ono of which was Pobiucs d' Autorns for mezzo soprano end orchestra,

La_Vagabonde (the vagabond) is ths first of t/h:Ls cycle of four
poems written by Beatrixz Rodes, The composition is quite impressionistic,
written about a girl who has no home, no one to turn to, in a city empty
of choer, cold and tired, and worst of all, with no God, The girl could
bo a prostitute, a gypsy, or some othar type of wanderer, ono waoighted
with sorrow and rézuorse,

The music is a wondorful example of word painting, The meter of
ufh, 3/, 5[4, and 6/4 allows the rusic to follow ths speccherhythns of
tho poamn, The tonal feeling to Ia Vagabonde is in the key of A minor

with the polytonal technique londing to the feeling of loneliness,
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Example 3 Bloch Ia Vagabonde measuros l-3

The introduction uses an A minor chord in the loft hand accompani-
ment ageinst a2 B chord in the right hand (measure 2), The opening vocal
theme in measure 3-4 is aleo vsed in the conelusion of the composition
(measures 40-41), The uso of the twiplet figure helps establish the mood
of loneliness and sorrow end exprosses the wandering movement which is
felt through the entire plece,

The triplet figure in measurs 6 and 7 establishes the feeling of the

wind of auvtumn which has just beon mentionsd by the vocal line,
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The syncopation figure in measure 8 is quite common throughout this
composition, Bloch sets a very disbinet mood in his accompaninent, and
with the excoption of a few basic chords to establish foundation for the
volce, is very much separate from the melodiec and rhythmic movement of
the vocal lLine,

The following figure in the bass is used throughout tho conter

soction to ereate anxiety and build tension,

<
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Examplo 35 . Bloch La_Vagabonde measures 15-16

The shoxt piano interlude in measures 27 thru 30 also creates
exciteuent in expression, only to bacome quite choxdal in a syncopated
rhythn vhile the voeal line continues to express the feeling of distress
at the lonely wandering of the girl, to moot the unknown,

The concluding section is stated with a beautiful, but simple,
syncopation in the treble accompaniment with a strong bass, both of
which add dissonanes to the musie, setting the mocd for the re-entry of
the volce on the repeated introductm*} thene (measures 40-41), The

sinple, yet powsrful, accompaniment allows the voeal line to have complete
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froedom in exprossing the decp sorrow which has exemplified the entire
mood of the song,

As one of Hloch's earlier works, Pobmas dlAuboune has a touch of
romanticisn and impressionism about it, After Bloch becamo a full-time
coposor, he found his personal style in Hsbrew music, Ho said "I am a
Jow, I aspire to write Jowlsh musie because it is the only way I can
produce music of vitality - if I can do such a thing at 211,

In 1916, Bloch cams to tho United States as the conductor of the
Maud Allen dance troupe then touring the cowntry, From 1920 to 1925 he -
was the director of the Cleveland Institute of iusiec, In 1927, he moved
to San Francisco where he taught for another four years, After returning
from a visit to Switzarland, Eloch made his home in Agate Boach, Oregon,
whore he lived until his death in 19%9.

The men who studied under Bloch foumm an impressionable list: Rogor
Sessions, Douglas Moore, Bernard Rogers, Rendall Thoupson, Frederich
Jacobl, Quincy Porter, Ermst Bacon, Theodore Chanlew, Mavic Brunswich,

Ray Green end Georgoe Antheil,

Ygnchlis, p. 262,
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THE LOMELY
Jom Edmunds (1913~ )

John Edmunds, the Amerdcan composer, was born in San Francisco in
1913, He recelved his B,A., at tho University of California and his M,A,
at Harvard University. Some of the groat composers and scholars with
whom he has studied are Walter Piston, Roy Harris, Otto Luening, and
Rosarlo Scalero, Edmunds has done much editing of songs, especially
Purcell's (100 by 1951). He is the founder of the Campion Society and
established the Libraxy of Campion Songs in the San Franclsco Public Librarye.
In 1957, he was placed in charge of tho Amoricana Collection in the Music
Division of the New Yoxk Publie Library, One of Edmunds' finest songs
(from more than 500 in 211) is the song entitled The Ionoly,

The words to this poom were written by the Irish poet, George William
Russell (1867-1935).

In his pootry Russoll is fundamentally influenced by a

love of nature and particularly by the teachings of Theoso-

phy, to which he was devoted, Through nature he achleves

commmnion both with the hwnan heart and with God, His verse

is polished and facile, and sometimes artificial, but his

romantic love of nature and his mystical longing are alike

sincere and convincingly expressed,

The words to Ths Tonely ave as follows,

Ione and forgotten, through a long sleeping,

In the heart of age a child woke woesping.

No invisible mother was nigh him thore,

Laughing and nodding from earth and air,

No elfin comrade came at his eall;

And the earth and the aiy wero blank as a wall,

Tho darkness thickened, upen hin cresping,
In the heart of age a child lay sleeping,

toelldors B ia, vol, 20, p, 280,
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figure of parallel thirds in the right hand of the accompaniment,

Gently (. 50),,,1) //”"———"1 ey, T O
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BExanple 37 Edmunds The Ionely neasures 1-2

This figure moves through all 30 measuras of the composition experi-
encing scveral modulations, but unable to settle into a pomancnt key
for any length of time, The movement from b major to its relatlive minor,
through a seriocs of chromatic modulations, lends to the feecling of lone-
liness oxpreossed throughout. the composiition, The meter alternates betwoen
9/8 and 6/8, allowing for the speech rhybhus of tha poem,

The form of The Ionoly could be classified as ABA with the B seclion
being composed of two similar themes, The bass line in tho two A sections
is genorelly quite singular, providing an interssting web with the vocal
linoe, In the B section, the bass takes on a more homophonic cloak, using
syncopations to wed with the triple figure in the moving right hand accom-

paniment,
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Example 38 Edmunds The Ionsly moasures 10-12

In genoral, the composition is quite concord, avoids cadences, and
e P '

adds subtle dissonancos to croate beautiful variety.
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Gustav Folsl (1874-1934)

Gustavus Thoodore Von Holst was born in Choltenham, England, in
the year of 1874, Bo started his musical career st a young age, with
his interest towards composilion and the orgen, BHe later switched to the
trombone, but remained steadfast in the area of composition, gaining vale

wable experience as a conductor for both orchostra and chorus, This prac.

ticel erxperience, 2long with the inspiration of Vaughan Williams, helped

Hplst build a respectable name for himself,

At about the twn of the century, Holst became very intorested in
oriental poctiy and music, He becane €o involved that he embarked on what
iz called his “Sanskrit¥ period, which may be szid to have lasted until about
1911, Daring this time he was attracted by the Hindu epics, but especially

by the hyme of the Rig-Veda,l

lst translated sevoral of these hynns
into Bnglish and set thom to music, The song we shall discuss was wrltton
during the early part of this periocd, ond is entitled Indra,

Indre was the ancient god of wmountain, thunderbolt, and rain, and
was colebratod in about one fourth of the Vedie hymns of the ancient

Hindu »oligion, The groat national god of the Indo=Aryans, Indra was

brought into India at about 1500 B,C, by the conguering Aryans, Ho came

1colliers Pacyelopedia, vol. 12, pp. 131-132,

There are two nain categories of hindu scriptures; Sruti, or di-
vinely revealed works, and Smriti, traditional werks of acknowledged
human authorship. The major Sruti work is the Veda (wisdom) coumposed
botween 1500 B,C, and 900 B,C, The Rig-Vedz, the first of four parts of
the Veda, contains hymns addressed to the male geds who were worshiped in
India at the time, The other Vedas contain various ritual formulas, charms,
spells, and inecantations,
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with his thundeving voice, buinging rain and storm, snd with mighty swoxd
over-ran his peoples cnemies, Ho destroyed tho demon of drought and won
for himsclf a place of special favor, Later he sank to relative unimpor-

tanco,

The text of the song Indra is as follows,

| Noblest of secngs for the noblest of gods)
A song thet shall reach to tho throne of Indra the Iord of the skyl
Radient with light, thou dost ride throu'-h the hoavins,
The holy ones rush forth to groet the monarch who ruleth the sky,
Io! To thy shrine we come, pouring libations,
Swelling like mighty floods, our hymns rise to heavin,
Yolking thy steeds to thy swift flying chariot,
Bringing thea earthward to aid us in battle,
Filling our hearts with valor and strength, as of heroes,
Iike to the river expanding the sea,
Our lond swelling song shall increase thy glory oler earth and sky,
Iovor of s fice, Jover of singing, loud voiced thunderer,
! Shaker of mowntains and Loxd of the sky,

Holstts musical setting is written in a full, majestic style to
mateh the text of the hymn, The work is homophonic and vertical in

nature with a basic theme boing promoted throughout,
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Example 39 Holst Indra measures 1, 8«9

The accompaniment begins on a single quarter note pattern, doubled

at the octave, In measuro 8, tho voico enters with the same pattern
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while the accompaniment provides ful) chordal hamiony on the identical
thome,

There are four basic sections to the song with the first, third
and fourth being strophic in structurs, In fact, the second stanza of
the poen is an exact repeat of tho music to the first stanza, Tho first
section, as cited in the above examplo, is in the key of gb major with
the choxd structure in tho accompaniment being based around the subdomn-
inant, suportonic, and mediant chords, It is introduced with the followw
ing figure, the accent coming on the second bsat, tying the completion of

the rhythnic feoling into the first beat of the next measure,
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Example 40 Holst Indra measures 5-7
-

This samo figure is used as the interlude botween the first and
second stanzes, serving again as the bridge from the first to the sec.-
ond section, FHolst also uses this figure to conclude the composition,

In the second section wo can fecl the excitement as Holst leads
us through several modwlations, eluding the fesling of a definite tonal
center, The basic form of the accompaniment remains, but the vocal line

moves freecly through a series of accidentals,
.
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The third section of tho song is very similar to the first, but

with a 1ittle more action in the accompaniment, An arpeggiated chord

takos the place of the first best of each measure, the right hand accom-

paniment dividing the remaining two beats into eight-notes rather than

the basic quarter-rote figure, The key has now modvulated into B major,

Example L2

Holst

Tndra measures 56-58
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In measure 57, it will be noted that the accompeniment suddenly
takes on a full eighth note pattern with the vocal line ending the sec~
tion on tho supertonic rather than the tonic,

The fourth section is in the same key as section A, but Holst uses
a variation in the accompaniment to lead to a climax in the vocal line

(moasuves 66-67).,
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CONCLUSTON

As any edvcator knows, discovery learning is a very important
process in human growth and deveolopment, An instiuctor can present
mountains of material to a student, but until the student actually dis-
covers it for himself, the learning process will not bs completed,

This process of discovery learning has been the escence of this
rocital report, As pointed out in tho introduction, a composition can-
not be justly performed unless the perforusr has given the music ade-
quate atteation and preparation, Unless he discovers the meaning, style,
form, end texture of the music, the performer will just be singing notes
and words, To understand the implication of the simple bubt beautiful
growad bass in An Bvenine Hymn, and to discover its constant pattera
throughout all 114 measures of the composition, is added insight to the
natuve of ths simplicity of Purcell's style, which in tuin helps the
perforner to bstter present the composition in recital, To discover the
nilitaidstic pattern of full chordal accomparrhnant/in the latter part of
Mozartts Hon pin andrei aids the performer in fecling the role of Figaro
in this comle aria, To discover tha bsautiful mamer in' which Hloch
weds his music to the text of La Vagabonde, using the mator of l/l, 3/,
5/4 and 6/% to allow for utmost clarity in his "word painting," is to
achieve an aesthstic and educative exporience,

A spocific nusical experlence can be achieved only once, A person
may have many musical experiences, but each one is a separate and unve-
peatable expseriecnea, ‘i‘lrls rocital has been one of those musical expor-

ienees, The experdence gained in proparing for s recital, however, can
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be repeated over and over, each timo new insight is gained about each

coiposor or each new composition, To discover that many respected musi-
cians and critics refer to Purcell as one of the greatest of all English
composers is a learning experience, To discover the method he uses word

painting techniques in I'11 Sail Upon the Dog Star is an aesthetic and

educative experience, To discover that Durante's wife was a gambler

and that Durante had to rourite all of his manuscripts may not hold a

.groat deal of aesthotie valuve, but it doss give insight to the life and

problems of a great c&mpossr. To discover that Mozart wrote out the
entire overture to The Magic Flute just the day before it was to be pre-
sented may give one a feeling of humility as if in the presence of a
great mastor, These experiences, aesthotic, eduvcative or both, are of
value to a musicizn and teachor,

Prior to this discovery method of learning and preparing for this
graduate recitsl, the writer neverbal an opportunity for formal class
instruction in music structure and analysis, The idez of taking each
composition spart and anzlyzing whal the composer had done secmed almost
frightening, Very slight anslysis hed been made prior Lo this time, and
indocd, the anzlysis that was made of the rocital compositions were by
no means couplete, But the faet that the writer was given the oppor-
tunity to discover a mothod of analysis 1s of great educational value,

To hear and fosl the triple figurve that is prominent throughout The Ionely
helps to understand tho mood of the composition, Through careful analysis,
one can discover the modvlations and changing meter which lends the feeling
of loneliness exprasced in the composition, The full, masculine chords

on the subdominant, supertonic, and mediant chords in Indra suggest a

.

horoic feeling that is expressed in this hymn from the Rig-Veda,
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One may ask how this report will bs of benefit now that the recital
is completed, The stops contained in this report are very applicable to
learning and teaching music of any type, To go through the steps of this
report with each composition which is approached by a chorus teachor,
voice teacher, band teacher, or porfommer would make each pliece a
"speclal" composition, not only to the teacher himself, but to the
student as woll, A great amount of detail can bs avoided, but the gene
eral schems should remain, Background material about the composer and
the composition should be prosented to the class, and the careful analy-
sis should be apparent in the rehearsal techniquess, The student will
not only gain educational information, but may zlso bs stimulated to
groator porformance with an understanding of what he is singing, This
discovery mothod which the teacher has epplied may now be transmitted
to the student, who may in turn apply these techniques to his owm

learining processes,
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