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ABSTRACT 

This dissertation has investigated one of the current curricu

lum concerns in music education at the secondary level, namely, 

how to provide more academic content for developing the musician

ship of talented high school students enrolled in classes in ensemble 

performance. The ideas suggested in this study are based on the 

premise that it is not possible in most American high schools to 

enlarge the music curriculum by adding separate courses in music 

theory, music history and literature, and the formal structure of 

music. Instead, ensemble performance classes already scheduled 

must be re-structured in terms of content and presentation. 

Part One of the dissertation consists of two chapters. The 

first is devoted to an overview of the present state of music educa

tion in American high schools. The second chapter presents a plan 

of instruction based on a "Laboratory in Musicianship." This plan 

describes in detail the organization of curricular experiences in 

which selected students study and perform music with appropriate 

attention given to the historical, stylistic, and technical aspects of 

the art. Teacher guided investigations of structure, style, and 

performance practices are viewed as an integral part of the small 
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ensemble rehearsal. One of the principal aims of this type of class 

is the attainment of higher standards of small ensemble perform

ance through deepened musical insights and increased technical 

skill. 

Two proposals for organization are presented. Ideally, the 

Laboratory should include both instrumental and vocal ensembles 

and should be taught by a team of specialists each responsible for 

a particular type of ensemble. This arrangement, however, makes 

extensive demands in terms of physical facilities and instructional 

staff, and has not been developed in this dissertation. It is also 

recognized that the laboratory concept can be applied on a simpler 

and more widely practical basis; consequently, the plan evolved 

features a single instructor and one vocal ensemble class. 

Part Two consists of a series of eight style studies, each 

concerned with an example of music suitable for study and perform

ance by a vocal ensemble. These musical examples were chosen 

on the basis of the opportunities they provide for the students' 

discovery of some of the basic principles of musical structure 

as well as the fundamental concepts of musical style. The eight 

style studies were taken from four periods of music history--

Medieval, Renaissance, Baroque, and Classical. 
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These style studies are indicative of the type of material which 

might be prepared by the teacher interested in developing laboratory 

learning experiences with an ensemble class. Included in each 

style study are a succinct introduction to the historical period and 

information concerning correct performance practices for the 

specific type of music being studied and rehearsed. In addition, 

there is a detailed analysis of each musical selection as to rhythm, 

tonal organization, dynamics, and form. Group performance 

provides the culmination of each study. 

By carefully organizing the rehearsal around this Laboratory 

concept, it is possible within present curricular and scheduling 

practices, to provide a superior quality of instructional opportuni

ties for talented high school music students. If properly carried 

out, the proposals presented in this study will be challenging and 

rewarding for both the teacher and his students. The plan is 

recommended to music teachers and school administrators as a 

means of dealing realistically with one of the current issues in 

music education. 



PART ONE 

CHAPTER I 

MUSIC IN AMERICAN HIGH SCHOOLS 

The American high school is an institution unique among the 

educational systems of the world. It is the direct outgrowth of deep-

rooted convictions held by the people of the United States regarding 

the importance of education and its functions in a democratic society. 

As a social institution, "it has contributed immeasurably to the rais

ing of our standards of living and culture and has been a major force 

in the development of a unified society.11 * 

Many facets of the American high school may be termed excep

tional and are matters of pride to all Americans. These facets 

include extensive elective programs through which students may 

pursue their particular curricular interests„ Others provide programs 

of guidance and counseling which enable young people better to 

1. Kimball Wiles and Franklin Patterson, The High School We 
Need (Washington D. C.: Assoc. for Supervision and Curriculum 
Development, 1959), p. 21. 

1 
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understand themselves and to plan careers. The most outstanding 

feature, however, and the one which has attracted the most favorable 

attention, both in this country and abroad, is the comprehensiveness 

of the high school curriculum. 

The comprehensive high school is so called because it attempts 

to serve within the framework of a single administration and on a 

single campus, the varied educational needs of all the high school age 

students of the community. In his survey, The American High School 

Today, James B. Conant lists the three main objectives of the com

prehensive high school as follows: 

- "to provide a general education for all the future citizens. 

- "to provide good elective programs for those who wish to 

use their acquired skills immediately on graduation. 

- "to provide satisfactory programs for those whose vocations 

will depend on their subsequent education in a college or 

university. 

In the comprehensive high school, students have opportunity to 

live and work together. It is rather generally felt among educators 

and lay citizens alike that this is "an essential element in the 

1. James B. Conant, The American High School Today, A 
First Report to Interested Citizens (New York: McGraw-Hill Book 
Company, 1959), p. 17. 



development of a common viewpoint sufficiently strong to hold such a 

nation as ours together.11 * In many of the larger cities high schools 

have been developed along specialized lines, e. g. , vocational high 

schools, fine arts high schools, and high schools for the gifted. Such 

institutions, however, serve to divide the population along social and 

economic lines. Also they tend to decrease the range of choice 

available to the individual in acquiring the education which will best 

help him cultivate his potentialities. For these reasons, the 

preferred type of secondary school in the United States remains the 

comprehensive high school. 

i 

The Curriculum of the Comprehensive High School 

The subject offerings of the modern high school represent 

most fields of human experience. "The curriculum is the result of 

many forces and pressures, by far the strongest of which in 

determining what shall be taught is public opinion operating over 

2 long periods of time.11 Certain portions of the curriculum remain 

comparatively constant. These include those subjects which may 

be referred to as general education. These are courses in the social 

1. Wiles and Patterson, op. cit. , p. 5. 

2. James E. Mursell, Music in American Schools (New York: 
Silver Burdett Company, 1943), p. 17. 



sciences, languages, and mathematics which it is felt must be a part 

of the experience of all members of society. Next in stability are the 

subjects which are required of those students preparing for college 

or other forms of additional schooling. Since different fields of _ 

study require different types of preparation, the high school studies 

of these students will be necessarily varied. 

The most flexible area of the curriculum and most subject to 

change and variation from school to school is the elective area. It 

is here that the individual student finds opportunity to pursue inter

ests and discover talents which may or may not be vocational or 

preparatory in nature, but which represent important facets of con

temporary life necessary to the well-educated citizen. 

Such a field of study is music. Birge points out that music 

was the first of the expressive subjects to take its place in the cur

riculum of the public schools. This, he contends, was because 

music had become so strongly interwoven in community life that its 

utility could be taken for granted. * That it has continued and 

expanded its position in the curriculum is evidence that "the 

1. Edward Bailey Birge, History of Public School Music in 
the United States (Bryn Mawr, Pennsylvania: Oliver Ditson Com
pany, 1937), p. 35. 
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American people believe that through music something worthwhile 

may be done for their children.11 * 

The place of the arts in the curriculum of the high school has 

been a matter of controversy from time to time since they first were 

included late in the nineteenth century. Their importance, however, 

in the scheme of secondary education has recently been strongly 

affirmed in a position paper adopted by the National Association of 

Secondary-School. Principals. The following quotations from that 

paper succinctly state the case for the arts: 

The Arts are subject disciplines which emphasize the use 
of the intellect as well as the development of sensitivity, 
creativity, and the capacity to make reasoned, aesthetic 
decisions in extending the range of human experience. 

The Arts are needed to develop values and concepts that 
produce meaning for existence and a sound approach to living. 

All secondary-school students, therefore, need experiences 
in understanding music, the visual arts, the theatre arts, the 
industrial arts and home economics, ̂  

Music in American Secondary Education 

Although music gained comparatively easy access to the elemen

tary curriculum, its acceptance into the high school was a much 

1. Mursell, op. cit., p. 4. 

2. Charles H. Benner, et al., The Arts in the Comprehensive 
Secondary-School (position paper of the National Association of 
Secondary-School Principals), (Washington D. Ci 6: The Association, 
1962). 
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slower and more difficult matter. The high schools of the latter half 

of the nineteenth century were rapidly developing their curricula 

along practical, general, and college preparatory lines, with the 

arts, in some cases, included. Most often, however, experiences in 

music at the secondary level were limited to extra-curricular 

choruses and glee clubs. By 1890 such organizations were fairly 

common, but in few instances were they offered for credit as a full-

fledged part of the school program. Instrumental groups were all 

but unknown. 

One of the first instances of a high school music program which 

included both vocal and instrumental music was that of the distin

guished pioneer music educator, Will Earhart, in Richmond, Indiana. 

In 1898, Earhart formed a high school orchestra which, "under his 

direction, became what was probably the first such organization to 

achieve symphonic proportions."* In 1900, Earhart established 

accredited elective courses in harmony and music history (soon 

changed to music appreciation). "By 1905, he had obtained accred

itation for participation in the high school orchestra, a full twenty 

years before high school credit was awarded, in general, for this 

.  .  . .2 activity." 

1. Felix E. McKernan, "Will Earhart - His Life and Contribu
tions to Music Education" (a doctoral study report) included in Will 
Earhart, A Steadfast Philosophy (Washington 6, D. C.: Music 
Educators National Conference, 1962), p. 131. 

2. Ibid. 
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With such men as Earhart leading the way, high school music 

education made considerable progress during the years prior to 

World War I. The organization of the Music Supervisors National 

Conference (now the Music Educators National Conference) in 1907, 

as a department of the National Education Association, provided 

professional stature to music educators. The new organization 

made possible the formulation on a nation-wide basis of standards 

and criteria for developing continuity and uniformity in school 

music programs for grades one through twelve. 

Music as an Accepted Part of the High School Curriculum 

Between 1920 and the present time, the program of music 

education in American high schools has grown and expanded to a 

point of almost complete acceptance. Hardly a high school in the 

country is without what can be called the minimum essentials in 

music offerings. These usually consist of a band and a choral 

group, both meeting for full credit as part of the regular schedule. 

This stressing of mass participation in musical performing 

groups has come to be a typical feature of American music 

education. In most if not all foreign secondary school systems, 

music plays but a small role in the curriculum, and performing 
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organizations such as bands, orchestras, and choirs are strictly-

extra-curricular. 

The_music curriculum in the larger high schools has for a 

number of years consisted of four principal types of offerings. First 

are the choral groups. These are usually several in number, rang

ing from first year choruses and glee clubs open to all students, to 

highly selective choirs and ensembles. 

Second are the instrumental performing organizations. A band 

will be found in practically every high school. One reason for the 

popularity of the band is the important contribution it makes through 

brilliant sound, colorful uniforms, and spectacular marching 

maneuvers to the success of athletic events, community gatherings, 

and parades. Such attributes have elicited wide enthusiasm from 

the public, to which school administrators are understandably and 

rightfully sensitive. 

The development of the string program in the public schools has 

been a much slower process. Although orchestras were started by-

some schools early in the eentury and there was considerable enthu

siasm for them in the 1920's, growth in this area of the instrumental 

program was greatly retarded owing to the emphasis placed upon 

bands in the 1930*s and 1940's. One of the most encouraging trends 

i of the past ten years, however, has been a definite and consistent 



increase in both size and quality of string curricula throughout the 

country. Undoubtedly, more schools now support orchestras of high 

quality than at any time in the past. 

The third branch of the music curriculum in the high school 

consists of offerings in specialized fields of musical study, primarily 

designed for the serious student of music. Courses in music theory 

are perhaps most frequently encountered, although many schools 

also schedule classes in music history and appreciation. Small 

ensemble organizations scheduled as separate and fully-accredited 

classes are also frequently found. 

The fourth type of offering in the high school music curriculum 

is designed to provide the musical non-performer with opportunities 

to increase his knowledge and enjoyment of music as a consumer. 

These classes assume little in the way of previous background in 

music and are exploratory in nature. They range from appreciation 

classes in which the principal activity is listening to music, to 

courses similar in scope to the general music class in which many 

widely-varied musical activities are included. 

Philosophy of Music Education, 1920-1957 

The purpose of music education has been described as "nothing 

less than to provide an education in music for all children in the 
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country.11* In 1923, Karl Gehrkens stated the motto which has per

meated the thinking of music educators since that time--"Music for 

Every Child, Every Child for Music." This became the goal which 

has motivated the development of the modern system of music educa

tion as it now exists in the public schools. 

Consistent with the above goal, music educators concentrated 

on finding ways of interesting all school children in music. The 

emphasis became one of socialization and emotional release through 

musical activity. The reading of music, a central objective of music 

education in the nineteenth century, was made of minimum importance, 

and in many cases, ignored entirely. 

Many performing organizations, at the same time, stressed 

showmanship in public performance to the detriment of musical 

values and to the virtual exclusion of theoretical and intellectual 

studies in the art of music. 

The above are examples of practices in music education which, 

in pursuit of a high goal, teachers allowed themselves to adopt, 

believing that only by making music "easy" and "fun11 could they inter

est many students. Such practices became sufficiently wide-spread 

to cause many administrators to question the value of music courses 

1. Allen P. Britton, "Music Education, An American Specialty,11 

Music Educators Journal, XLVIII (June-July, 1962), p. 27. 



in the high school curriculum. They pointed to a seeming lack of 

continuity--"What will a member of the choir learn about music next 

year that he did not learn this year ?"--and to an over-all lack of 

academic content. 

Such questions have been asked with increasing frequency by 

responsible music educators themselves. During the past decade, 

a nvimber of statements and recommendations for the improvement 

of the music education curriculum have been forthcoming. 

Probably the most general and basic area of music study need

ing improvement is the plan of instruction employed by directors of 

high school performing organizations. Too often the director con

ceives of his task in the same light in which a professional conductor 

approaches the task of preparing his groups for a concert. The objec 

tive of such a director is not the building of musical insights in his 

students, but merely the putting together of musical elements in such 

a way as to make a satisfactory showing at the next public perform

ance. If the students gather a bit of factual, theoretical, technical, 

or aesthetic information in the process, well and good, but the per

formance schedule permits very little time for such "non-essentials.1 

That sounder technics for the teaching of music are available 

is a fact well-known to most music educators. The work of James 

Mursell, a leader in the application of psychological principles to 
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the teaching of music, has been influential in the development of 

highly effective teaching procedures in elementary and junior high 

schools. Here alert and •well-trained teachers have been frequently 

successful in producing high degrees of musical interest- and aware

ness in large numbers of children. The developmental concept of 

learning, wherein each musical experience is treated as a revela

tion of "some facet, some aspect, some application of music it

self, 11 * has been largely ignored by performance-centered high school 

music directors. The idea that more musicianly performances--

including performances high in technical proficiency--might result 

from the students having benefited from a series of developmentally-

conceived rehearsals, has not to date been widely accepted. 

In fairness to thousands of excellent high school music teachers, 

it should be pointed out that much fine instruction does take place in 

high school music classes. An intelligent teacher finds ways of 

making the study of music interesting and meaningful to his 

students. When such a teacher chooses worthy musical materials, 

a satisfactory learning situation usually ensues. 

1. James L. Mursell, Education for Musical Growth (Boston: 
Ginn and Company, 1948), p. 110. 
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Recent Shifts in Curricular Emphasis 

The preceding section of this chapter dealt with the period of 

time between 1920 and 1957. The arbitrary closing date for this 

period was chosen because the events of that year signaled the begin

ning of a new era in educational thinking. This shifting of viewpoint 

among educators resulted in a considerable amount of curricular 

change involving or affecting all departments of the high school, 

including that of music. 

Specifically, the event which brought about the change in educa

tional attitude was the orbiting by Soviet Russia of the first space 

satellite. This brought the United States to the sudden realization 

that its leadership in scientific and military fields was in doubt. 

Tremendous pressures quickly developed for a re-vamping of the high 

school curriculum so that more emphasis could be placed upon 

scientific and mathematical studies. A drastic need was seen for 

thousands of additional scientists and engineers to meet the demands 

of the emergency. Large amounts of money were spent by govern

ment and industry to encourage improved teaching methods in science 

and mathematics and to provide more extensive laboratory equipment. 

Many school systems instituted additional scientific course require

ments for high school graduation. 
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At the same time, troubled international relations and threats 

of nuclear war caused government and civic leaders to urge the 

schools to place more emphasis on the study of the social sciences 

and foreign languages. Here the objective was to provide further 

assistance to citizens in the understanding and awareness of world 

and national problems, and to aid in communication with other 

peoples. Again these demands resulted in added courses and 

intensified study programs. 

Yet another important factor for curricular change came to the 

attention of Americans at about the same time. Rapid increase in 

population coupled with the increasing need for college educations 

by more and more young people has caused colleges and universities 

to become crowded. As an aid to limiting enrollments and thus 

partially alleviating crowded conditions, many colleges have raised 

entrance requirements. In addition, many lucrative scholarships, 

particularly in scientific fields, have been made available to students 

able to qualify for them. This has resulted in college-bound students 

restricting their programs to subjects offering promise of scholar

ships, and to studies dictated by increased college entrance 

requirements. 
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The Effect of Curricular Changes on Elective Programs 

The results of such changes in the American educational outlook 

have been numerous. One of the most important so far as music educa

tion is concerned has been a decided de-emphasis of elective programs 

in many school systems. 

In the face of the very real and weighty problems facing the 

citizens of the United States, it does not seem desirable to question 

the new educational movements. The changes have been ynade in good 

faith as the reasoned and reasonable answer to the expressed needs 

of the community. 

It is nevertheless imperative that music educators recognize 

and emphatically reiterate their deep and well-founded belief in the 

necessity for continued and even intensified emphasis upon artistic 

and cultural experience as a vital part of the education of young 

citizens. The position paper of the National Association of Secondary-

School Principals quoted previously expressed agreement with this 

point of view. Joseph Kerman had the following to say on the same 

subject: "Art tells something vital about man, his problems and 

possibilities, and his modes of response. Consequently we do not 

judge a man educated if he is ignorant of the arts.11 * And again, 

1. Joseph Kerman, "The Place of Music in Basic Education," 
Music Educators Journal, XLVI (April-May, I960), p. 43. 



"Art is the repository of a kind of knowledge--knowledge not of things 

1 
and ideas, but of emotional and spiritual states." 

In addition to reiterating beliefs and purposes, it is necessary 

that music educators continually re-evaluate the musical offerings 

of the high school curriculum in the light of current public interests 

and needs. A particularly intensive study of high school music has 

been underway during the past decade, beginning well before the 

space age emergency. One of the most important results of this 

evaluation was the publication, in 1958, of the fifty-seventh yearbook 

of the National Society for the Study of Education, entitled Basic 

Concepts in Music Education, This book, the product of studies 

begun in 1954, contains authoritative discussions of all aspects of 

the music curriculum and its place in modern education. 

Other results of the general interest in evaluation and improve

ment of high school music education are to be seen in the large 

number of writings and speeches by prominent leaders in the field, 

urging all high school music teachers to search for more effective 

ways of attaining their goal of providing students with meaningful 

musical experiences. There is a marked tendency toward treating 

music, not merely as a socializing agent, or a recreational 

activity, but as an academic discipline. Hartshorn says, "To put 

1. Ibid. 
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our programs into better balance, we need more study of the history 

of music, the theory of music and the literature of music ... Some 

of this content, including also principles of interpretation wisely-

developed, can be taught in existing performing organizations ... 

To introduce such learnings into rehearsals can make them more 

broadly educative, and the performances more intelligently 

1 
communicative." 

Three Recent Trends in High School Music Education 

Of the many trends discernible in contemporary high school 

music education, three are particularly relevant to the purpose of 

this study. The first is related only indirectly, revealing the scope 

of the curriculum as it is currently envisioned. The second and 

third are germane to the basic premises of the study. 

Increased Emphasis on Music Courses 
for the Non-Performer 

A growing concern for the musical needs of high school students 

who are not involved in performing organizations has been noted 

since World War Q. The development of discriminating musical 

1. William C. Hartshorn, "The Study of Music as an Academic 
Discipline," Music Educators Journal, XLIX (January, 1963), p. 26. 



taste in these*students may well be the most urgent problem confront

ing music educators today. Such students constitute the majority 

of the total high school enrollment, and their taste in music will be 

decisive in determining the future of music and music education in 

their own communities and, indeed, in America. 

With music of widely varying quality available to the public in 

unprecedented quantities through the media of recordings, radio, and 

television, listening to music as an avocational pursuit has become 

more and more popular. The increasing leisure time of American 

adults affords more hours for cultural pursuits, including attending 

concerts and listening to music at home. The responsibility for 

cultivating good taste in music among present and future consumers 

rests with the music departments of the schools, and particularly 

with the high schools where much of the formation of viewpoints, 

habits, and tastes of maturing young citizens takes place. 

This challenge is currently being met in many high schools by 

exploratory-type offerings which combine the best features of music 

appreciation classes with the musical participation features of gen

eral music courses. The principal difficulty encountered here is 

the inability to attract a sufficient percentage of the student body. 

The majority of students remains untouched by formal musical 

experience. 
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A fertile field for experimentation and development exists here 

--possibly in the area of a survey-type course combining active 

investigation of music, art, and drama. Such a class should be kept 

as far as possible from a lecture-and-assigned-reading course. "No 

amount of reading about, talking about, or looking at music can 

replace for the listener his active participation as an auditor of 

musical performances.11 * This statement is as true in the visual 

arts and drama as it is in music. Possibly a class of this type would 

have more student appeal and would be more effective in developing 

artistic discrimination them the course dedicated to the exploration 

of music alone. 

Increased Concern for the Full Development of Talented 
and Gifted High School Students in Music 

During the past decade there has been a growing awareness 

that a problem existed in the education of the talented. Evidence 

indicating that these students were not performing up to their poten

tial confronted educators and other leaders. This was felt to be true 

in all fields of secondary education, including music. 

1. Guy Alan Bockman and William J. Starr, Scored for 
Listening, A Guide to Music (New York: Harcourt, Brace & World, 
Inc., 1959), p. 1. 

i 
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As a result, new curricular patterns aimed at more effectively-

challenging talented students were developed in the various academic 

departments of the high school. Accelerated and advanced placement 

classes in science, mathematics, and foreign languages were 

instituted. 

Although a definite need has been recognized for increased 

challenge to the talented and advanced high school music student, 

efforts to fulfill this need are faced with many problems. Among 

these are the varied types of musical experiences required by the 

talented student in relation to the crowded condition of his schedule. 

Hartshorn explains, 

For the academically talented student whose previous 
experiences have included a high level of vocal or instru
mental performance, or both, it is important that this 
performance be continued with uncompromising adherence 
to the highest standards of repertoire and technical pro
ficiency. It is essential, however, that ample provision also 
be made for listening, analysis, reading, writing and discus
sion, so that he can grow in understanding the meaning of the 
music he performs as well as of other music. Skills ̂ alone 
are not enough for the academically talented student. 

Talented students in music should study music as an art and 

as an academic discipline. They should inquire into its structure, 

form, and style as a means to under standing and interpreting music 

1. William C. Hartshorn, Music for the Academically Tal
ented Student in the Secondary School (Washington D. C. 6: 
National Education Association, I960), p. 23. 
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heard or performed. Talented students, particularly those who have 

achieved a high level of performance technic, are capable of this 

type of study at a. faster rate and in greater depth than is possible in 

the large performing organizations. 

It is important that talented students participate in the major 

performing groups, both for their contributions to the group in 

musicianship and leadership, and for the social and musical values 

peculiar to this type of experience. A further, more intensive 

musical experience is, however, necessary if these students are 

to be helped to reach their maximum capabilities. 

Special curricular offerings currently exist in many high schools 

which are intended to provide these intensive musical experiences. 

Classes in theory, in music appreciation, and in small ensemble--

all valuable to the development of the talented musician--are 

commonly available. Schedule limitations, however, make it impos

sible for most students to enroll for all of these classes, leaving 

important deficiencies in the young musician's preparation and 

experience. In addition, the traditional methods of teaching such 

specialized courses cause each to be taught too often as isolated 
•—>. 

fragments of music, with little or no attempt to integrate the 

student's learnings into a cohesive, musicianly whole. Small 

ensembles, for example, are usually taught as simply another 
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performance class, with no time for anything beyond the preparation 

of music for public performance. 

Innovations in Scheduling 

Granting that the teaching of such courses as those discussed 

above could be done in such a way as to provide the talented student 

with a thorough musical background could he but schedule them all, 

it is possible that the solution might lie in a change in the traditional 

manner of high school scheduling. This has been a much discussed 

idea, with many desirable plans having been presented. Two of the 

most promising are mentioned here. 

Lengthening the School Day to Seven or Eight Periods 

In support of this plan Conant states, "If a school is organized 

with a sufficient number of periods in a day, there is no difficulty 

in having the programs of the academically talented include as many 

as four years of art, music and other electives, as well as five 

subjects with homework in each of the four years. Since Dr. 

Conant is speaking of the academically talented student in general, 

and not with reference to those whose special interest might lie in 

the field of music, it is reasonable to suppose that such a student 

1. Conant, op. cit. , p. 27. 
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might easily find time for specialized classes in music in addition to 

participation in a major performing group. 

Flexible Scheduling 

Many recommendations, ranging from alternating certain elec

tive classes on a three-and-two day per week basis, to highly compli

cated plans involving the schedule of the entire school, have been 

discussed. At the present time, however, it would seem that little 

progress can be expected on a broad scale for a number of years. 

This is due to problems of accreditation and to the very complexity 

of most of the plans. In the meantime, the problem of adequate 

musical experience for the talented and advanced student remains 

unsolved. 

Developing a Course in Musicianship for Talented 
and Advanced High School Students 

The central thesis of this study is that a more immediate and 

effective solution is possible. It involves a more efficient use of 

schedule time currently available. It is concerned with the presenta

tion of a program of study within a single class period which is 

designed to challenge the active minds of talented students and 

thereby to provide for them a richer environment for extensive 

musical growth. 
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It is proposed to establish a learning situation in which talented 

music students investigate the art of music through three closely-

integrated avenues of activity. 

- Small Ensemble Performance. The talented student requires 

an unlimited opportunity to improve his performance technic. 

He should be encouraged to study privately outside of school. 

He will also benefit greatly from participation in small 

ensembles with other students of comparable advancement. 

Such experience, involving a variety of musical types and 

styles, will constitute the performance activity of the 

proposed course. 

- Theory. The talented student in music requires instruction 

and guidance leading to comprehension of the structural 

elements of music as they are used by composers of musical 

literature of various styles and periods. 

- Music History and Literature. The talented music student 

requires a comprehensive introduction into the aesthetics of 

music through an tinder standing of the formal, textural, and 

expressive values of the music of the important stylistic 

movements in music history. 



Such a course as that outlined above, taught as an honors level 

class, might have many titles and probably as many orientations as 

teachers -willing to undertake it. The concept of the author suggests 

the title "Laboratory in Musicianship.11 The exact meaning and 

connotations of this title are set forth in the following chapter. 



CHAPTER II 

A LABORATORY IN MUSICIANSHIP 

The term laboratory is generally associated with "a place 

devoted to experimental study in any science ... a place where 

something is prepared or some operation is performed.11* In 

recent years the meaning of the term has been expanded to include 

the experimental investigation of any area of subject matter with or 

without a scientific context. In such usage, "laboratory" refers 

not merely to a physical situation, but rather to a method of prob

lem solving utilizing procedures similar to the experimental 

approach of the scientific laboratory. 

Thus a laboratory approach to musicianship implies investiga

tion and experimentation involving the several ingredients of 

2 
musicianship, and the development of technics for their improvement. 

1. Webster's New International Dictionary of the English 
Language (2d ed. unabridged; Springfield, Mass.: C. &• G. Merriam 
Co., 1957), p. 1379. 

2. Howard A. Murphy defines musicianship as "the aggregate 
of individual aptitudes, insights and skills with respect to music." 
Teaching Musicianship (New York: Coleman,Ross Company, Inc., 
1950), p. 216. 

26 
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The function of the Laboratory in Musicianship is to provide 

talented and accomplished high school students with challenging and 

vital musical experiences which will aid them in attaining the highest 

possible degree of musicianship commensurate with their mental and 

physical maturity. 

Method of Investigation 

A characteristic of the laboratory approach is the selection of 

a basic method of investigation which, on the basis of previous experi

ence and preliminary studies, is expected to produce the best results 

in the most efficient manner. In the case of the Laboratory in Musi

cianship, the most promising method of approach appears to be through 

the class in small ensemble which already exists in many high school 

curricula. By adapting an investigative and exploratory technic to 

the rehearsal pattern of the small ensemble, outstanding results in the 

improvement of musicianship may be achieved. 

Some advantages of utilizing the small ensemble rehearsal as 

the core activity of the Laboratory in Musicianship include: 

The participants have the opportunity to perform with a 

group of musicians whose talents and skills are approxi

mately the same. In such a group, each member must 
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share equally the responsibility for the quality of 

performance. The resultant matching of technic and 

musical insight provides a strong incentive for growth and 

development. 

- The participants have the opportunity to study and to perform 

music literature written for small ensemble (chamber music). 

Included in this literature is music for vocal, string, and 

wind groups which is representative of the finest work of 

most great composers, and of all historical periods. 

- The participants have the opportunity to study the structure, 

form, and other expressive qualities of music of different 

styles and historical periods as a means to the proper inter

pretation of the music to be performed. It is this type of 

opportunity which is seldom available to the talented high 

school musician. It is, however, the very kind of experience 

for which such young people are ready, and which they need 

perhaps more than any other. It is the study of music on a 

par, in terms of content and significance, with advanced 

level offerings in other subject areas of the high school. 

It is an axiswer in the field of music education to the demand 
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of the public for greater challenge at the secondary level for 

the talented and gifted student. 

Organization of the Laboratory in Musicianship 

The concept of the Laboratory in Musicianship is based upon the 

belief that musical growth in talented and advanced high school students 

can best be promoted by an investigation of the art of music in as 

much breadth as possible. That is, the student should be led to 

approach the subject in terms not only of performance, or of theory, 

or of history, or of appreciation, but rather, in terms of a unified 

whole, of which all the above are integral parts. 

With small ensemble rehearsal as the central activity, the 

Laboratory will undertake the solution of carefully selected problems 

in musical performance. These problems, isolated as the music is 

rehearsed, will involve investigations into music theory, music 

history, and style. 

Instructional Staff 

In the implementation of the Laboratory in Musicianship, 

perhaps the single most important factor to be considered is the 

selection of the instructional staff. The successful teaching of 
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talented students in any classroom situation requires a knowledgeable 

and resourceful instructor. In an experimental class such as this 

one, an additional factor is necessary--namely, a genuine belief 

in and enthusiasm for this type of instructional undertaking. An 

unenthusiastic or skeptical approach on the part of an instructor 

would make the attainment of the goals of the course difficult if not 

impossible. 

Prerequisites for Student Participation 

A successful laboratory experiment hinges on the careful selec

tion of students. The definition and identification of talented students 

is a subject which has undergone much discussion in recent years. 

The "I. Q." test was once considered to be a valid gauge in the 

identification of giftedness in all fields. More recently, however, 

psychologists have determined that significant flaws exist in this 

type of test, insofar as it concerns the detection of certain talents 

and abilities in children. "There are children whose abilities in art, 

music, or writing, though rare and distinctive, cannot be discovered 

through intelligence testing. This statement would indicate that 

1. Paul Witty, "The Nature and Needs of Gifted and Superior 
Adolescents," Chapter Two in Programs for the Gifted, Samuel 
Everett, ed. (New York: Harper & Brothers, 1961), p. 14. 
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there will occasionally be students qualified for participation in the 

Laboratory in Musicianship who have shown no distinction in 

academic fields and whose scores in intelligence tests do not indicate 

the presence of particular talent in any field. 

Another statement in support of the same general thesis 

suggests that "a meaningful definition of the gifted might include every 

child, who, in his age group, is superior in some ability which may 

make him an outstanding contributor to the welfare of, and quality 

of living in, society."* 

Dr. Lloyd S. Michael, Superintendent of Evanston (Illinois) 

Township High School, reports on an experiment conducted in that 

institution in which the various departments were asked to devise 

standards for the identification of gifted students in their particular 

area, and to list the students qualified, according to those standards, 

to be called "gifted.11 The results indicated that approximately one-

fourth of the total student body gave evidence of a significant degree 

2 
of talent or giftedness in one or more areas. 

1. Robert Havighurst, Eugene Stivers and Robert F. DeHaan, 
A Survey of the Education of Gifted Children (Chicago: University of 
Chicago Press, 1955), p. 4. 

2. Lloyd S. Michaels and Jean Fair, "Program in a Large, 
Comprehensive High School," Chapter Eleven in Programs for the 
Gifted, p. 216. 
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The identification of the talented music student must therefore 

be made primarily on the basis of musical qualities. 

Before proceeding further, it is necessary to clarify terminol

ogy used by the three authorities quoted above. In these discussions 

the terms "talented11 and "gifted11 were used more or less interchange

ably. It is desirable, however, to make a distinction between the two 

classifications. Hartshorn describes the academically talented student 

as follows: "He is one of the million and a half intellectually able 

young people who are in the upper fifteen to twenty per cent of second

ary school students in the United States. The academically talented 

student is to be distinguished from the 'gifted' student, who is 

among the upper two per cent of his age group. "* Thus, the gifted 

student will be found only rarely in the public high school situation. 

In most instances, the instructor will be concerned with degrees of 

talentedness, and seldom with the truly "gifted" pupil. It is also 

generally true that the gifted student, by virtue of distinctive traits 

associated with his gift, i.e., creativity, or exceptional performance 

ability, will be identified without question. 

1. Hartshorn, op. cit. , p. 9. 
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Identification of the Talented Student in Music 

The following devices and criteria have been found helpful in 

the identification of the talented high school music student: 

Standardized Tests of Musical Talent or Aptitude 

Such tests, measuring aptitudes involving sensitivity to pitch 

and rhythm, tonal memory, etc., are helpful in detecting those 

students who can be expected to display talent in musical activities. 

The best known example of this type of standardized test is the 

Seashore Measures of Musical Talent. * Although these tests may 

indicate students worthy of consideration, they cannot be considered 

a complete index to fitness for Laboratory participation. They 

evaluate potential or native ability, but do not measure present 

musical development, nor do they reflect such matters of prime 

importance as enthusiasm for and interest in the study of music. 

Other questions raised concerning the validity of such tests 

have to do with the disparity between the material of the tests and 

actual music literature, and the artificial situation inherent in any 

standardized test which causes certain highly sensitive persons to 

fail to perform at potential. 

1. Carl E. Seashore, Don Lewis, and Joseph G. Saetveit, 
Seashore Measures of Musical Talent (2nd, rev.; New York: The 
Psychological  Corporat ion,  I960.)  
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Standardized Tests for Musical Accomplishment 

These include the Kwalwasser-Ruch Tests and the more recent 

2 
Aliferis College Entrance Examination. The latter test combines 

some of the best features of the aptitude and accomplishment tests, 

and appears to be a valuable tool in evaluating the achievement and 

potential of the student. Care must be observed in all such tests, 

however, not to overemphasize the results, inasmuch as the validity 

of various parts of the tests will tend to vary. For example, the 

Kwalwasser-Ruch test places considerable emphasis upon the use of 

sol-fa syllables. The student who does not have background in the use 

of syllables automatically loses a large block of points, although he 

may be a better music reader than another student who is able to 

assign the proper syllable names to the given notes. Again, in the 

same test, the section devoted to the identification of melodies 

through silent reading uses several melodies not commonly known 

to contemporary high school students. 

It is also true that, assuming such a test gives an accurate 

estimate of a student's past musical accomplishments, it is not helpful 

1. Jacob Kwalwasser and G. M. Ruch, Kwalwasser-Ruch Test 
of Musical Accomplishment for Grades IV-XII (Iowa City; Bureau of 
Educational Research and Service, State University of Iowa, 1952). 

2. James Aliferis, Music Achievement Test, College Entrance 
Level (Minneapolis; University of Minnesota Press, 1954). 
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in determining his future rate of growth, or his present musical 

interest. 

Demonstration of Musical Ability through Performance 

The most basic, and in many cases, the most reliable guide to 

the student's musical capacity, is that given by the student himself as 

a participant in one or more of the major performing organizations 

of the high school. A prerequisite for membership in the Laboratory 

in Musicianship should be at least one year's participation in the 

school band, orchestra, or choir. While a member of this organiza

tion, the student -will have ample opportunity to demonstrate such 

factors as the depth of his interest in music as an art and as a subject 

for serious studyv He may also demonstrate his capacity for musical 

growth through a satisfactory rate of improvement in technical facility 

upon his instrument or in the use of his voice. Other important 

qualities which may be discerned in the student's work in the large 

performing group include the ability to profit from experience, and an 

increasing awareness of the expressive qualities of music. 

Attitudes 

Other subjective but valid indicators may be cited. They include 

an attitude of enthusiasm for and curiosity about music of various 
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types and styles as it is rehearsed in the major organization. Students 

who are talented and interested in music will frequently, on their own 

initiative, undertake projects, such as extra rehearsals, outside 

readings, and the purchase of recordings of music encountered in 

rehearsal. 

Achievement through Private Study and Other Musical Activities 

Another mark of the talented and deeply interested music stu

dent is a record of achievement through private music study outside 

of school. The development of skill as a solo performer will, in 

most cases, be the result of such study. Also, pianists able to 

serve as accompanists, in and out of school, give concrete evidence 

of invaluable musical growth and development. 

Maturity 

A certain level of maturity is necessary in the student if he is 

to succeed in the type of endeavor planned for the Laboratory in 

Musicianship. Emotional stability, ability to concentrate and to 

accept responsibility are factors in this maturity. Although the 

attainment of a given age, or a given level in school is no guarantee 

of a satisfactory level of maturity, it will be wise to limit participa

tion in the course to junior and senior students. This also allows 



time for the student to acquire sufficient experience in the major per

forming organizations, and for the instructor to make judgments re

garding the student's other qualifications for the Laboratory in 

Musicianship. 

Academic Achievement 

In spite of the fact that questions were raised in previous pages 

concerning the validity of over-all academic achievement or of 

intelligence quotients in assessing the musical abilities of students, 

these standards cannot and should not be ignored. In a course 

dedicated, as this one is, to the study of music as an academic 

discipline, it follows that the student, to be successful, must have 

many of the same qualities which make for success in courses in 

language or mathematics. Conscientiousness in the preparation of 

assignments, a receptive attitude toward intellectual challenge, and 

the ability to think in terms of abstractions are as necessary to 

success in the serious study of music as they are in any other 

field. Given evidence of musical talent and interest, therefore, the 

student's academic record becomes a valuable criterion for deter

mining his probable success in the Laboratory in Musicianship. 
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Aural Perceptiveness 

A final criterion for identifying the talented student in music is 

his ability to hear music accurately and react intelligently. While 

this is in large measure the function of the Seashore Measures of 

1 
Musical Talent, it -will be found advisable to evaluate the student in 

terms of an oral and written examination which may include the 

following: 
l 

- Oral dictation. The student is asked, individually, to sing 

melodic passages on a neutral syllable after having heard 

them played once on an instrument. Passages should be of 

varying grades of difficulty, including some which are 

extremely short and simple, as well as examples of rather 

complex melodic patterns. Rhythmic accuracy should be 

stressed, as well as that of pitch. 

- Written dictation. The student is asked to write in legible 

and accurate notation, melodic passages with which he is 

not familiar. The class may be given the key, meter, 

starting pitch, and tempo. The examples should vary from 

short motives of three conjunct notes to complete phrases 

containing some skips of a chord-wise nature. 

1. Seashore, op. cit. 
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- Recognition of intervals. The student is asked to identify 

various sounded intervals, e.g., ma|or sixth, minor third. 

It will be noted that, with the exception of oral dictation, all 

of the testing devices make demcinds upon the past formal musical 

experience of the student. To perform well in all the above cate

gories, the student must be well-versed in technical terminology 

and be skilled in writing musical notation. Such a student gives 

evidence not only of a well-developed ear, but also of a thorough 

formal training in music. The student with a naturally quick and 

accurate aural sense, but little formal background, will demonstrate 

his shortcomings in the latter parts of the test. 

As has been previously stated, the success of the laboratory 

experiment hinges on careful selection of its participants. Judicious 

use of the foregoing suggesteid devices and criteria should prove 

effective in the identification of these students. 

Plans of Organization 

Two practical plans of organization are presented in the follow

ing pages. Each plan provides for differing circumstances in 

schedule, facilities, and available instructional personnel. The 

objectives of both plans are identical. 
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Laboratory in Musicianship: Plan I 

All participants--vocalists and instrumentalists--are enrolled 

in a single class, meeting one hour a day, five days a week. The 

Laboratory is then conducted by a team of instructors, one of whom, 

as Chairman or Laboratory Director, is responsible for planning the 

overall work of the course, and for the assignment of instructional 

duties to the other staff members. The staff members are chosen 

for their special skills in an ensemble area, i.e. , specialists in 

strings, wind instruments, voice, etc. , and also for teaching 

proficiency in theory or music history and literature. 

The ensemble rehearsals are conducted with as much flexibil

ity as the music under consideration and the convenience of 

facilities will permit. It is expected that each ensemble will study 

music of similar historical and stylistic periods at the same time, 

and that theoretical problems brought out in the rehearsals will 

also be related. Where possible, the various groups should hear 

each other in rehearsal at frequent intervals, comparing problems 

and solutions. 

The theory instruction is carried out through ability group

ings. The basic criteria for grouping will be the degree of aural 

perceptiveness demonstrated by the students on tests given at the 

beginning of the year such as those discussed in the previous 
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section. The tests will, of course, cover other aspects of musical 

accomplishment, including such rudimentary skills as the interpreta

tion and writing of pitch and rhythmic notation, and the understanding 

of keys, scales and clefs. Skills in melody writing and harmoniza

tion will also be tested, although it must be emphasized that part 

writing is of minor importance in the theory experiences of this 

course. "Part writing is perhaps the least important of the skills 

taught in the usual integrated theory course: certainly the basic 

things about it can be picked up in far less time than it takes to build 

an ear. The "building of an ear" is thus the primary objective in 

the music theory aspects of this course; therefore, the proficiency 

of the student in this vital area is the first concern of the instructor 

as he considers the theory placement of that student. 

Depending upon the size of the entire group and upon the range 

of abilities shown, grouping into two or three theory sections should 

be undertaken, with the proviso that individuals may be reassigned 

where desirable during the first few weeks. Certain students will 

be found who possess exceptional talent but faulty background. Such 

persons may test poorly at the beginning, but develop quickly in 

such skills as identification, singing, and writing of intervals. The 

1. Dorothy D. Horn, "Music Theory for High School Students," 
Music Educators Journal, XLVI (January, I960), p. 74. 
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possibility of moving this student to a more advanced group should be 

carefully considered in the light of his evident capacity to achieve 

at a rapid rate. On the other hand, students will be encountered who 

rank high in preliminary tests due to fine background gained through 

previous school experience and/or private lessons. These may 

subsequently progress more slowly, due to a comparatively low 

capacity for achievement, and to having already attained a level of 

achievement near that capacity. The instructor should make what

ever adjustments are necessary to enable each group, and each 

individual within the group, to progress at a rate commensurate 

with his best abilities. 

The experiences and assignments of the theory groups are 

intended to differ essentially only in depth. The basic area of 

investigation is the same for all groups. 

The study of music literature under circumstances such as 

described in this plan involves skilled coordination of ensemble and 

theory instruction by the Laboratory Director. Important advantages 

will accrue, however, in the form of the availability of a team of 

specialist-instructors. This team, if properly utilized, will result 

in greatly increased resources for musical guidance and experience. 

The advantages of combining vocal and instrumental students into a 

single class, or into mixed sections, for lectures, demonstrations, 



and experiments in theory, music literature, and history, also 

include the opportunity for interchange of viewpoints, ideas, and 

information between students of different performing media. 

Physical requirements for the Laboratory in Plan I are, as 

can readily be seen, quite extensive. Since all ensembles would 

normally be in rehearsal at the same time, there must be a suffi

cient number of conveniently located rehearsal rooms to accommo

date them. There must be a classroom for each theory section, 

equipped with chalkboard, piano, and phonograph. One of the class

rooms must be large enough to accommodate the entire class in 

both combined rehearsals and lectures. 

Physical equipment for the Laboratory in Musicianship, in 

addition to that listed above, should include a good tape recorder 

with a high fidelity microphone for the evaluation of ensemble 

performances, and an overhead projector for the study of scores 

and theory examples. 

A suitably extensive library of reference books, periodicals, 

and recordings will also be necessary. * 

1. A list of suggested references for both teachers and 
students will be found at the end of each style study in the following 
chapters. 
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Laboratory in Musicianship: Plan II 

Such practical considerations as the lack of adequate facilities 

or instrumental staff may preclude the implementation of the Labora

tory in Musicianship as it is described in Plan I, in many high 

schools. However, the basic concepts of the Laboratory can be 

incorporated into any existing course in music in which it is possible 

to enroll selected, talented students, and to develop effective small 

ensemble activities. Thus, for example, a course previously 

dedicated exclusively to the study of theory, or to the rehearsal of 

a vocal ensemble can, with comparative ease, be re-oriented around 

a laboratory plan as described in the following paragraphs. 

In developing a Laboratory in Musicianship around a single 

ensemble directed by a single instructor, certain problems of the 

more ambitious Plan I are automatically eliminated. These include 

acquiring and integrating the services of specialist staff members, 

and problems of multiple rehearsal facilities. Only one class room, 

equipped according to the specifications given under Plan I, is 

needed. The instructor must be, of course, a thorough musician, 

capable of the intelligent direction of projects in theory and music 

literature on a level which appropriately challenges talented 

students. Such an organization will inevitably suffer from the lack 

of interchange between students and teachers who are specialists 
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in other performance media, but much of this can be offset through 

the enthusiasm and ingenuity of a musicianly instructor. 

In the planning of the Laboratory in Musicianship as it appears 

in this study, a vocal ensemble operating under Plan II is used. The 

decision to conduct the study on this basis was made for the follow

ing reasons: ^ 

- Plan II is more immediately practical in terms of most 

existing high school situations. ' 

- By limiting the scope of this dissertation to a single type 

of ensemble, it is possible to develop specific studies in 

a greater range of historical styles. 

It should be noted, however, that an experimental Laboratory 

operating under Plan I, was successfully conducted simultaneously 

with the writ ing of  this  s tudy,  and served as  a  test ing ground for  

many of the ideas presented herein. 

Course Content for the Laboratory in Musicianship 

In simplest terms, the course content of the Laboratory in 

Musicianship may be said to consist of specific examples of music 

literature, studied with regard to their structure and style. The 
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incentive or immediate goal of this investigation is the attainment of 

higher standards of small ensemble performance through deepened 

musical insights and increased technical skill. 

The choice of the musical materials for investigation constitutes 

the primary task of the Director of the Laboratory, It is manifestly 

impossible to include in a one year course a comprehensive survey 

of all forms, styles, and types of music. The director must choose 

those which will, in his opinion, provide the student with the greatest 

opportunities for the discovery of basic principles of musical struc

ture, and of fundamental concepts of musical style. 

Perhaps the first consideration in the selection of materials 

is the availability of a sufficient amount of music in a particular 

style or form suitable for performance by a given ensemble. For 

example, the period of the Renaissance provides a vast literature 

of vocal music which is appropriate for small ensemble. 

A second criterion involves the usefulness of the material in the 

development of the basic theoretical (structural) concepts. It is 

probably true that theory can be taught by means of examples and 

problems drawn from almost any valid selection of music literature. 

It is desirable, however, to choose examples illustrating with 

clarity and simplicity the basic principles which should concern the 

beginning student in theory. 
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A third criterion in finding suitable materials is the relative 

historical importance as literature of a given form or style of 

music. 

In selecting the musical examples for the Laboratory as set up 

in this study, it was decided to restrict the area of investigation to 

certain periods of music history, rather than to attempt an all-

inclusive survey. It was felt that such a delimitation would enable the 

instructor better to direct the theoretical and stylistic studies accord

ing to a logical sequence of experiences. 

The historical era selected for inclusion in this study is, 

nevertheless, a very broad one. It extends from the Middle Ages to 

the close of the eighteenth century, thereby including the Renaissance, 

Baroque, and Classical Periods. It was chosen for the following 

reasons: 

- The period, enveloping as it does a span of about a thousand 

years, contains a broad and extensive literature of music 

suitable for performance by high school small ensembles. 

- During this time most of the important types, styles, and 

forms of music used in later periods were developed. 

- During this era the notational system in universal use in 

the western world today was developed. 



48 

- During this time the tonal system evolved upon which modern 

musical theory is based. 

Examples of the theoretical principles to be drawn from each of 

the major periods of investigation will include: 

- Middle Ages and Renaissance: Scale structure (modal and 

major-minor tonality); intervallic harmony; melodic struc

ture; basic concepts of consonance and dissonance; prin

ciples of voice leading; and contrapuntal devices, such as 

imitation and canon. 

- Baroque: Development of major-minor tonality; keys and 

key relationships firmly established; chordal harmony; 

figured bass; and contrapuntal devices. 

- Classical: Broader concepts of key relationships; modula

tions to next related keys; phrasing; cadence structure; 

chromatic harmony; and chordal structure. 

In reference to formal structure, it can be shown that the begin

nings of such ideas of musical organization as contrasting themes, 

imitative covinter point, and theme and variations are common to the 

late Middle Ages and Renaissance. Similarly, such important forms 

as the suite, concerto grosso, opera, oratorio, cantata, fugue, and 
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sonata are products of the Baroque era. Along with highly developed 

types of binary, ternary, rondo, and variation forms, the evolution 

of the cyclical forms (various types of the sonata-allegro form, 

including symphony, sonata, solo concerto, etc.,) maybe cited as 

belonging to the Classical period. 

Style, which ". . . refers to the distinctive characteristics of 

a work, a composer, or a period,"* is, of course, present in all 

music literature. A partial list of important stylistic characteristics 

to be studied in the music from the selected periods would include 

features of melodic and harmonic structure, texture, rhythm, idiom, 

text treatment, instrumented usage, and treatment of dissonance. 

Second Year Content 

Since the Laboratory is open to both junior and senior students, 

it will be possible for some students to participate for two successive 

years. The planning of a two year experience for these students will 

be necessary. Two alternative plans are suggested here, depending 

upon the individual circumstances. 

If a large enough group of second year students is available, 

a separate class should be organized in which the music of additional 

1. Leon Stein, Structure and Style (Evanston, Illinois: Summy-
Birchard Company, 1962), p. vi. 
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historical periods is investigated. This class would form advanced 

ensemble groups and would carry on theoretical studies at levels 

commensurate with its background and previous achievement. 

In the event that only a small number of second year students 

is enrolled, or that a special second year class is not feasible for 

other reasons, it will be necessary to provide the second year students 

with suitable experiences in the form of special project assignments 

in literature and theory. The students would participate in the 

rehearsal and performance work of the first year ensembles. 

The Importance of the Rehearsal in the 
Laboratory in Musicianship 

As has been previously mentioned, the rehearsal will be used 

as the basic mode of operation in the Laboratory. It is important, 

therefore, to plan rehearsal procedures carefully so as to assure the 

realization of stated objectives. 

The act of rehearsing music literature is a unique artistic 

experience. In music alone among the arts, the importance of the 

interpreter (performer) approaches that of the creator (composer). 

Stanley Chappie writes ". . . the interpreter of music has a great 

responsibility to the composer and to his audience. After a per

formance of a play, a member of the audience can read the play and 
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decide whether or not the actor has given a faithful interpretation of 

the part with, of course, his own personal interpretation. However, 

very few people can compare the score of a work just heard and 

decide whether or not the conductor has been faithful to the composer's 

intention.11* It, therefore, falls to the musical performer, whatever 

his level of competency, to assume the entire responsibility for 

communicating to his listeners the intent and meaning of the composer. 

The discharge of this responsibility requires that the performer 

inquire as deeply as possible into the significance of the music, as 

it has been indicated in musical notation. The validity of his inter

pretation will depend in large measure upon the technical skill, 

background information, intellectual understanding, and emotional 

insight which he brings to the music. 

It is probable that no performer can entirely fulfill  the exact 

intent of the composer. When, however, a performer has thoroughly 

investigated a score, and has developed an understanding of its 

structure and form; when he is thoroughly aware of the style of the 

composer or of the period and school to which the composer belongs; 

and when he is able to perform the music accurately in terms of 

notation, rhythm, and all expressive indications in the score, the 

resultant performance may be expected to reflect in large measure 

1. Stanley Chappie, "The Study of Music Through Performance,11 

Music Educators Journal, XLIX (Nov. -Dec., 1962), p. 43. 



52 

the musical thought of the composer. And when the performer is a 

sensitive artist, the addition of the artist's own emotional and 

intellectual response to the music may give to the performance a 

meaning and beauty which is, in a sense, greater than that of the 

composer's original concept. 

Such an idealized performance can be expected to take place 

very rarely, and then only in the hands of an artist performer of the 

highest calibre. It should, however, be the aim of every rehearsal 

to attain a degree of technical proficiency and intellectual comprehen

sion of the score sufficient to make possible an authentic communica

tion of the composer's work. The Laboratory in Musicianship attempts 

to establish the procedures and to develop the tools for the achievement 

of such results. 

Conducting the Rehearsal 

The rehearsal, as it is discussed in the following paragraphs, 

refers to a sequence of experiences, investigations, and exercises 

devoted to the study of a particular selection of music literature. It 

is expected that the study will take place over a period of days or 

weeks, depending upon the complexity of the music under consideration. 

In most cases, the rehearsal in question will occupy only a part of 

each Laboratory session with the time remaining used for rehearsing 
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other musical selections or reserved for other activities of the 

Laboratory. It is also intended that certain aspects of the investiga

tion will be referred to class meetings in which the activity is not 

rehearsal at all. In those sessions set aside for the study of theory, 

problems and principles of musical structure will be investigated in 

detail. In other sessions concerned with historical and stylistic 

exploration of the literature in question, the participants in the 

Laboratory will study, by means of scores and recordings, not only 

the music in rehearsal, but also supplementary examples of literature 

having value in clarifying the problems and principles at hand. 

The Laboratory investigation of music literature will consist 

of three principal steps: introduction, analysis, and synthesis. Each 

of the three will be discussed in general terms here, and will be the 

basis of the organization of the style studies in Part II, which deed 

with specific examples of musical style and form. 

Introduction 

The initial presentation of any selection of music literature 

begins with a carefully planned process of preparation for the student. 

Sometimes referred to as "motivation," and again, simply as a "pre

liminary assignment," the purpose of the process is to bring the student 

to the rehearsal in a state of readiness for the investigation that is to 

follow. 
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Motivation and preparation for the work of the Laboratory in 

Musicianship should be planned on quite a different level from that 

used in less selective courses. It may, in general, be assumed that 

the student is interested in most types of music which he may 

encounter. His intellectual curiosity should be expected to focus 

his initial attention upon the new form or style under consideration. 

The planning of an assignment of a preliminary nature may be con

cerned simply with instructing the student to provide himself with 

certain basic information concerning the music to be studied. Such 

items as the following, depending upon the nature of the music 

involved, may be included: 

- General information concerning the historical period in 

question. This should include background material involving 

aspects of the era other than its music, e. g., political, 

social, and aesthetic. 

- General information regarding the music of the period, its 

stylistic characteristics and important composers. 

- listening to selected recordings of music of the style and 

period in question. 



Such preliminary assignments should be given several days in 

advance of the date of the scheduled introductory rehearsal. 

Arrangements for having the necessary reference material avail

able to the student will be made by the instructor. 

The use of recordings in connection with out-of-class assign

ments presupposes the existence of a record library to which 

students have access. A most satisfactory plan involves the estab

lishment of a "listening-post," consisting of a quality phonograph 

equipped with several sets of ear phones. * Set up either in the 

school library or in conjunction with the music department, it 

enables several students at a time to listen to music under super

vision without disturbcince to other activities in the area. It should 

be expected that all participants in the Laboratory will spend a 

certain amount of time each week listening to recordings in connec

tion with the work of the course. 

The actual presentation of the music used in the rehearsal 

session may consist of three parts. Depending, again, upon the 

specific literature, the class will read the music, participate in alec-

ture and discussion period dealing with the preliminary assignment 

1. The use of a tape recorder in the listening post with the 
assigned selections specially recorded on tape, has the advantages 
of avoiding wear on recordings, and of placing the literature to be 
heard in a desired sequence without danger of omission and with
out loss of time. 
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and -with the music itself, and may listen to a recording of the selec

tion, if such is available. 

The order of these activities, and the relative importance of 

each will, of course, depend upon the characteristics of the individual 

musical selection, the background and preparation of the class, and 

the viewpoint of the instructor. It is certain, however, that the class 

should, in this first experience, give thorough attention to the music 

itself, and bring to light the facts and ideas concerning the music, 

the composer, and the period which have been discovered through the 

preliminary readings. This may take the form of lecture or discus

sion, the latter being, in general, the more desirable. It causes the 

students to participate actively in the development of the general 

body of information to be used in the ensuing investigation. 

The reading of the music will involve the development of tech

nics which will aid the student in making identifications of basic 

technical and stylistic features as a routine practice. These will in

clude the ability to use the following in a musical setting: 

- Notational features; key signatures; meter signatures; mode; 

clef signs; changes in key (key relationships); rhythmic 

patterns and meter changes; special directions, such as 

repeat, da capo or dal segno, and all other indications of a 
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mechanical nature, the observance of which is necessary for 

any valid study of the music. 

- Structural features; vertical (harmonic) or horizontal (con

trapuntal) texture; general formal design; phrasing; cadences; 

and the treatment of dissonance. 

- Expressive features: the meaning of the text, compared with 

that inherent in the musical fabric itself and that indicated by 

expression, tempo, and dynamic markings. 

The instructor will, as the reading and discussion progresses, 

bring out salient features of structure and style which are important, 

not only to the under standing of the specific musical examples, but 

also to the progress, theoretically speaking, of the students partici

pating in the Laboratory in Musicianship. 

Analysis 

Analysis is the detailed investigation of the elements of a musical 

selection for the purpose of contributing directly to its understanding 

and technical mastery. 

The line of demarcation between that aspect of rehearsing pre

viously identified as 1'introduction" and that called "analysis11 is not, 
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in practice, discernible. Much of the identification of notational, 

structural, and expressive features of a musical composition can be 

classified as both introductory and analytical. In actuality, the entire 

rehearsal process is a continuous movement from the introduction of 

problems in structure, style, or interpretation, to the working out 

of those problems, and their eventual reconciliation with the whole 

musical fabric in the process known as synthesis. 

Analysis refers here to the investigation of structural and 

stylistic problems or devices which are encountered in the musical 

score, whether in the initial reading or in subsequent study. The 

musical ideas so isolated are to be examined and related to previous 

experiences and to similar problems in other musical examples. 

Members of the class will perform whatever experiments or investiga

tions are necessary to clarify the meaning, function, or expressive 

purpose of the particular musical device. For example, the tonality 

of a given composition may be in doubt until the class has undertaken 

some or all of the procedures which follow: 

- Extracted the scale tones upon which the composition is 

based. 

Compared the scale thus constructed with that of the key 

signature. 
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- Compared the extracted scale with the patterns of various 

scales; major, minor, whole tone, pentatonic, and the 

several modal scales. 

- Analyzed harmonically significant portions of the music, 

such as opening chords and cadential progressions. 

- If no discernible tonality has yet emerged, investigated 

the possibility, on the basis of melodic and harmonic 

texture, of atonal or polytonal organization. 

Such an investigation will, in most cases, require little effort 

on the part of the student, involving only the writing of a few scale 

patterns or the identification of a few chords in a cadential sequence. 

In an extreme case, however, the class may be asked to undertake 

considerable research into the characteristics of unfamiliar patterns 

of tonal organization. 

The analysis of musical structure and style will normally begin 

in the rehearsal. Problems arising from this investigation will then 

be referred to the students in the form of outside assignments. These 

assignments will later be discussed and evaluated in class meetings 

set aside for the specific study of theory (structure) or of musical 

literary style. 
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Synthesis 

Synthesis is the putting together of all the elements of a musical 

selection into a unified whole, through an expressive and accurate 

performance. 

Each step of a musical experience, each isolated portion of a 

musical structure, should be clearly seen in relation to the expres

sive whole to which it belongs. As in analysis, the beginning of this 

synthesizing process is not marked by a clearly delineated line. In 

the properly conducted Laboratory experience, each step in the study 

of a musical composition will include elements of analysis and 

elements of synthesis. 

The final stage of the synthesizing experience is the eventual 

bringing of a selection of musical literature to the point of completion 

technically, stylistically, and emotionally. It is at this point that 

the music is considered "ready for performance.11 It cannot, of 

course, be considered perfected, due to the immaturity of the students 

involved, but it should represent the highest level of performance and 

the highest level of theoretical, stylistic, and historical understand

ing which is feasible for the ensemble group to achieve at a given time. 

In the course of the introduction, analysis, and synthesis of 

the various musical selections which make up the investigative sub

ject matter of the Laboratory in Musicianship, a logical sequence of 
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specific theoretical principles will be unfolded to .the student. He will 

find ample opportunity to develop skill in his identification and applica

tion of these in musical situations. 

In addition, the student will learn the stylistic characteristics 

of the types of music selected for examination in the Laboratory and 

will be able to apply them in the interpretation of music literature. 

Evaluation: The Demonstration-Recital 

It is extremely important that the participants in the Laboratory 

in Musicianship have the opportunity to test the results of their 

investigations and technical development through public performance. 

A most satisfactory way of closing the study of each major era of 
i 

music history is the presentation of a Demonstration-Recital in which 

the Laboratory members have opportunity to put to work the various 

skills, learnings, and appreciations gained during the study of the 

music of the period. In addition to the performance of the music, 

the recital should include program notes, verbal commentary, and 

demonstrations prepared and presented by the students. These 

should explain and illustrate the basic principles of structure and 

style which the Laboratory investigations of the class showed to be 

important to the proper performance of the music of the period. 
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Such activities as the Demonstration-Recital and other forms 

of practical application of the learnings and experiences of the Labora

tory which may be devised should constitute a primary and important 

means of evaluation in the course. Written tests will undoubtedly be 

necessary, particularly in the field of music theory, but no process 

of measurement of the achievement of a Laboratory participant should 

be considered complete or accurate without an evaluation of his 

ability to perform the music studied, in terms of technical proficiency, 

stylistic authenticity, and structural accuracy. 

Such an evaluation of the performance capabilities of Laboratory 

participants is particularly important in relation to the ensemble 

performance of the students. A consistent improvement should be 

evident in such facets of ensemble participation as intonation, 

rhythmic and pitch accuracy, phrasing, articulation and diction, 

blend and balance of tone. Tone quality, if properly expressive, is 

an indication of the student's technical mastery of his instrument 

or voice (good tone quality is first of all a result of proper tone 

production), and also an indication of his understanding of and feeling 

for the meaning of the music. 
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Materials for the Student 

It is recommended that no single textbook be used in the investi

gation of musical history and style. It will be found much more 

effective to use a number of texts and other reference materials as 

sources for the specific studies and investigations in history and 

style to be undertaken in the Laboratory. 

In addition to the assignment of source and reference readings, 

the instructor may wish to prepare for the student a syllabus, or 

outline, which will present a summary of the essential information 

relative to the music, and of the basic principles of form and style 

involved. 

In the teaching of music theory, most teachers will wish to 

make use of a specific text. This is the most efficient means of 

providing a consistent and logical presentation of theoretical con

cepts. No text has been found which parallels the concept of the 

organization of this course, and the instructor will find it necessary 

to select and adapt materials from the text for use in Laboratory 

experiences. 

Reference materials for both students and teachers relative to 

music history and literature are given at the close of each style 

study in Part II. 
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Out-of-School Assignments 

The concept of the Laboratory in Musicianship in order to be 

fully realized will require the assignment of a considerable amount 

of outside work to each student. These assignments will take the 

following forms: 

Daily practice on instrument(s) and/or voice. This is not to 

be considered as taking the place of regular practice in connection 

with private music study but must be an augmentation of the school 

activity. Due to the feet that the number and length of ensemble 

rehearsals during class time will be limited by the pressures of other 

Laboratory activities, the student will be required to do much of the 

perfecting of technical aspects of his ensemble music in individual 

practice sessions. 

Daily reading of unfamiliar music. Sight singing, involving 

the facile and accurate recognition and singing of intervals and 

melodic passages, is an important part of the experience of all 

Laboratory participants. The use of the keyboard as a device in the 

study of scale patterns, chord structures, and intervals, in addition 

to its customary usage in melodic and harmonic study, should be a 

requirement for outside-of-class experience for all students. For 
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those students already possessed of a reasonable degree of keyboard 

facility, assignments should be given in keyboard harmonization and 

improvisation. 

Written Theory Assignments. While such activities as part 

writing do not constitute a major part of the theoretical studies, a 

significant amount of written work must be expected. The writing of 

scales and key signatures in various clefs, and the writing of inter

vals, chords, melodies, and cadential formulae are typical of the 

type of written assignment which will be necessary, both for purposes 

of strengthening concepts and of evaluating progress. 

The philosophy underlying the assignment of outside work is 

simply that it is a desirable procedure in a class dedicated to the 

study of music as an academic discipline. It is, however, essential 

that the assignments be so planned that they make possible a definite 

extension of learning, and are not merely repetitions of work done in 

class. Assignments should be concise and purposeful, offering the 

possibility of student success within a reasonable time. 

Summary 

The central objective of this study is the organization of a 

Laboratory in Musicianship in which talented and advanced students 
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are given the opportunity to investigate the structure of music and to 

perform it with due attention to historical, stylistic, and technical 

aspects of the art. 

The small ensemble is seen as the most feasible and effective 

type of musical organization around which to build the Laboratory. 

Small ensembles are, in many high schools, already a part of the 

music curriculum, and are frequently considered Honors level 

classes, although the usual content of the course is limited to the 

learning of music for public performance. The inclusion of the 

experimental and investigative viewpoint, and the addition of struc

tural, historical, and stylistic studies to the course comprise the 

content description of the Laboratory in Musicianship. 

The selection of music literature representative of certain 

important historical periods and styles of composition provides the 

material for ensemble performance, as well as for theoretical and 

stylistic investigations. 

The small ensemble rehearsal serves as the means of opening 

up many new aspects of musical study to the student. This includes 

the posing of technical, theoretical, and stylistic problems which 

must be solved in order to achieve satisfactory performance of 

music literature. Rehearsing involves a continuous process of 
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analysis and synthesis which results, finally, in the achievement of a 

level of performance consistent with the experience and technical 

accomplishments of the students participating. 

The needs of high school students in theory are concerned with 

the mastery of basic rudiments. These have to do, essentially, with 

learning to understand and to be able to hear accurately what is seen 

in the musical score, and to visualize and to understand what is 

heard in the music. Although writing of music is involved in the 

theoretical work of the course, it does not constitute the central part 

of these studies. The scope of this course will not permit emphasis 

upon such technics as part writing and arranging for which consider

able background and experience with the structural materials of 

music are required. However, gifted students having superior 

musical facility may be encouraged to experiment as much as possible 

in the area of arrangement and composition, particularly in the styles 

and forms under investigation by the class. 

The correlation of theoretical studies with the rehearsal 

program of the small ensemble is a basic concept of the Laboratory 

approach to the development of musicianship. A synthesis of 

theoretical and stylistic learnings should consciously occur in the 

performance of the small ensemble. 
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It is believed that a course of this type, properly organized and 

intelligently taught, may prove to be the prototype for improving the 

content and instruction of all performance-centered classes in 

music at the high school level. 

The following chapters contain a series of eight style studies, 

each of which discusses in detail the investigation, via the Laboratory 

in Musicianship, of an example of a specific type of composition which 

is considered to be of significance in the history and literature of 

music. 



PART TWO 

CHAPTER in 

DEVELOPING MUSICIANSHIP THROUGH THE STUDY 

OF MUSIC OF THE MIDDLE AGES 

Introduction 

The study of the music of the Middle Ages provides an excel

lent point of departure for the investigations of the Laboratory in 

Musicianship. It is particularly well-suited to the establishment 

of the fundamentals of musicianship necessary to the successful 

investigation of succeeding style studies. Among these fundamentals 

are the following: 

Facility in the use of the rudiments of music 

This facility includes the ability to interpret and use accu

rately elements of pitch and rhythmic notation, the staff, clefs, 

and scale patterns; and the ability to use and interpret these 

symbols accurately in vocal or instrumental performance. The 

study of music originating during the period of evolution of our 

69 
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modern notational system provides the opportunity to approach these 

rudiments in an interesting and novel way. It should be expected 

that the talented students who make up the Laboratory personnel 

will already possess facility in the use of most, if not all, the 

rudiments of music. Their investigation here will serve as a review 

of this knowledge. 

Concepts of musical structure 

Beginning with the smallest units and progressing on through 

more complex organizations, the student should develop, early in 

his theoretical studies, an under standing of melodic motif, phrasing, 

and melodic contour. The monodic music of the Middle Ages provides 

excellent material for study in this connection. Also, the historical 

and stylistic influence of Gregorian chant on the music of later 

periods was so great that its inclusion in any survey of music 

history and literature is almost mandatory. 

Historical perspective 

The study of Medieval music, sacred and secular, can be used 

as a foundation for basic concepts not only of notation but also of 

musical forms and ideas inherent in all later music. These ideas 

include types of rhythmic organization and methods of combining 

tones into polyphonic and harmonic textures. 



In selecting types of Medieval music for investigation in the 

Laboratory of Musicianship it is necessary to choose those which 

will present most effectively to the student the basic principles of 

form, style, and technic necessary for his musical growth and under

standing. The two style studies which make up this chapter are 

typical of these materials, representing two of the most important 

musical currents of the period. 

Historical Background: A Resume 

The period known as the Middle Ages is usually described as 

extending from the collapse of the Roman Empire (c. 500 A. D.) to 

the beginning of the Italian Renaissance (c. 1400 A. D.). Stable civil 

government having virtually disappeared, the Christian Church 

became the dominant force not only in spiritual affairs but also in 

the regulation of social, political, and economic life; education, 

scholarship, and the arts. * Particularly during the early centuries 

of the period, the Church was the only major patron and protector 

of the arts. In the course of the building of thousands of churches 

and cathedrals and in the commissioning of works of art for their 

1. Milo Wold and Edmund Cykler, An Introduction to Music 
and Art in the Western World (Dubuque, Iowa: Wm. C. Brown 
Company, 1958), p. 63. 
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adornment, the Church was responsible for the flourishing of archi

tecture, painting, and sculpture. 

Vocal music was cultivated, having been from earliest Christian 

times an integral part of the worship service. Instrumental music, 

however, was somewhat slower in developing within the Church, 

although there was evidently much instrumental activity outside it. 

To Church authorities, instrumental music had connotations of evil, 

being associated in the annals of Christian history with pagan rites 

and with the persecution of Christian martyrs who faced death in the 

arena to the accompaniment of the sound of huge hydraulic organs 

during the days of the Roman Empire. Instrumental music seems 

to have had little place in the Church until about the tenth century, 

when a few crude organs are known to have been in use. 

The development of an organized body of music for use in the 

liturgy of the Church dates from the approximate time of Gregory the 

Great (Pope, 590 A. D. to 604 A. D.). Gregory instituted wide-spread 

reforms which touched on most aspects of church organization, 

including the musical service. The Gregorian reform in music 

consisted of three principal steps: 

- The collection of musical materials then in use. 
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- The evaluation of each hymn or chant in terms of its suita

bility for worship and its serviceability to the liturgy. 

The assignment of approved chants to certain functions 

within the various services of the Church. 

This body of musical materials, selected and organized for the 

single purpose of enhancing the spiritual effectiveness of the liturgy, 

provided the basis for much of the modern Western musical system. 

The collection, called "Gregorian Chant," after the Pope responsible 

for the first steps in its codification, was written or compiled 

between the era of Gregory and the eleventh century. 

Early in the history of the Church, it became apparent that 

satisfactory dissemination of the music of the Church as well as its 

proper performance, required a trained body of singers. For these 

purposes schools were established to teach boys to sing and to prepare 

them for those orders of the priesthood concerned with the musical 

service. The exact beginnings of these schools are not known, but, 

according to Lang, a choir of trained singers probably existed in 

Rome as early as the fourth century. * Gregory is known to have set 

1. Paul Henry Lang, Music in Western Civilization (New 
York: W. W. Norton & Co., Inc., 1941), p. 53. 
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aside two buildings, about 600 A. D., as the permanent home of the 

Schola Cantorum. 

The schools of singing, located in Rome and in other large 

Church centers (cathedrals and monasteries as they developed), not 

only taught singing but were also concerned with the whole field of 

musical knowledge. The result was the presence in the ecclesiastical 

hierarchy of a considerable number of priests and monks who were 

also musicians. The work of these men over the centuries of the 

Middle Ages covered all aspects of the art and science of music. 

They evolved a musical system capable of unlimited growth and 

development. To the credit of the medieval church musicians must 

go the following: 

- The conception and basic development of a workable system 

of musical notation, an achievement of no previous culture 

in recorded history. This achievement was already under

way as early as the ninth century when a rudimentary 

system of notation using signs called "neumes" was in use 

as an aid in transmitting the music of Gregorian chant. As 

Reese points out, "It is extremely unlikely that the 

emissaries of the Schola Cantorum could have transmitted 

the musical repertory of the Church as faithfully and 
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disseminated it as widely as they' apparently did entirely by 

word of mouth.11 * 

- The evolution of polyphonic music. 

- The development of instrumental music within the Church, 

notably the introduction and refinement of the pipe organ. 

In addition to such accomplishments as these, the Church 

musicians firmly established the tradition of Gregorian chant as 

an important influence upon the music of the Western world. 

Outside the confines of the Church, it is reasonable to assume 

that much musical activity took place, for singing and dancing were 

important pastimes of the people, then as now. Little of this music 

has survived from the early Middle Ages, however, since few 

secular musicians were capable of preserving their creations in 

notation. 

In the later Middle Ages secular music attained a position of 

importance equal to, if not surpassing that of sacred music. A 

large number of the songs of the Troubadours, Trouveres, and 

Minnesingers have been preserved from the twelfth and thirteenth 

centuries. Also, the fourteenth century Arsnova, a predominantly 

1. Gustave Reese, Music in the Middle Ages (New York: 
W. W. Norton & Co., Inc., 1941), p. 133. 



secular movement in France and Italy, contributed heavily to our 

heritage of early music. 

In the following pages, two examples of Medieval music are 

discussed and analyzed in terms of their study and performance by 

a high school vocal ensemble. The first of these is a Gregorian 

chant, and the second is the well-known rota, Sumer is icumen in. 

A class functioning along the lines of the Laboratory in Musicianship 

will find it possible to draw from these studies material for signifi

cant experiences in music history, theory, and ensemble perform

ance. 

1. Music of the Medieval Church; Gregorian Chant 

The three thousand or more extant melodies which comprise 

the body of liturgical monody known as Gregorian Chant represent 

a unique stylistic entity in the literature of music. The term 

monody is here used to denote music which consists of a single 

unaccompanied melodic line. In this it is differentiated from the 

monody of the seventeenth century (see Chapter V) which refers to 

accompanied solo song. 

It is beyond the scope of this study to make a complete inves

tigation of the many types of Gregorian music, or to study in 

detail the liturgy of the Roman Catholic Church. The purpose here 
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is to examine Gregorian chant as a type of musical literature and as 

a style of musical performance important to the background of the 

talented high school student of music. * 

As has been intimated earlier, the function of Gregorian chant 

(sometimes also called plain chant, plain song, or Roman chant) is 

simply the effective communication of the meaning and spiritual feel

ing of the Catholic liturgy. As such, the formal structure of the 

chant is determined by its text and by its usage in the service. For 

example, chants for the recitation of prayer or of readings from 

scripture are sung rapidly on a single "reciting tone," frequently 

with a short introductory motive, called the initium, at the begin

ning of each verse or period, and a short cadential melody at the 

end. The above form is typical of psalmody and may be sung by a 

soloist alternating with the choir. Other chants, such as the 

Graduals and Alleluias are characteristically more melismatic, 

making more extensive vocal demands upon soloist and choir. 

The Modal System 

The Gregorian melodies are classified according to the eight 

Medieval church modes. These modes, or scales, were formulated 

1. Suggested additional readings on the subject are listed at 
the end of the style study for the benefit of any students interested 
in purusing further studies in the field. 
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by scholars from the tonal organizations found in the body of chant 

literature. The modal system was probably not completely worked 

out until about the tenth century, and thus is seen as an example 

of the principle that theory follows practice, rather than practice 

following a previously determined set of rules, for by this date, 

the repertory of Gregorian chant was virtually complete. The modal 

system does, however, aid in understanding the structure and 

organization of Medieval music. 

The eight modes as they are usually written in modern notation 

are shown below. There are four fundamental modes, called 

authentic, and four subordinate, or plagal, modes. Although the 

names of the ancient Greek modes are sometimes applied to the 

medieval modal scales, there is actually no relationship between 

the two, and the latter (church modes) are properly referred to by 

number. 

The mode of a Gregorian chant is identified by its final 

(ending note), by its reciting tone (which may or may not be evident 

in the chant, and is never used in other forms of music), and by 

its range. Thus, a chant in Mode I will end on the note D, and will 

have a range of about an octave (from the final upward) with often 

an added note above or below. Mode II, the plagal mode derived 

from Mode I, will have the same final as Mode I, but a different 
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reciting tone, and a different range, the range of plagal modes being 

four notes lower than their corresponding authentic modes. 

The Eight Church Modes 
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A further important point necessary to the understanding of 

the modal system is that the indicated pitches are not to be consid

ered absolute. The scales are written on the modern staff in order 

to indicate their respective patterns of whole and half steps without 

the use of accidentals. 
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The only accidental allowed in Gregorian music in the Middle 

Ages was B flat. This was utilized whenever the interval F - B 

(augmented fourth or "tri-tone") was encountered. When other 

accidentals are found in Gregorian music, or in music such as 

motets based upon Gregorian melodies, it is usually an indication 

of transposition, i. e., a modal pattern moved to an absolute pitch 

other than that at which it is normally written for purposes of 

range or tessitura. An example of the use of a transposed mode 

in a motet will be seen in a later style study devoted to the motet, 

Ave Maria, by Josquin des Prez (Chapter IV). 

Rhythm in Gregorian Music 

The method of interpreting the rhythmic notation of Gregorian 

chant remains a matter of controversy among Church authorities and 

musicologists. The position adopted by the Church is that promul

gated by the monks of the Benedictine Abbey at Solesmes, in 

France. * These scholars conducted exhaustive research into the 

subject of the proper style of singing the Gregorian chant. A total 

of seventeen volumes of chants, together with commentary upon 

1. • . In 1903, Pope Pius X issued the [Encyclical^ 
Motu Proprio, which sought to restore church music to its tradi-
tional dignity by accepting the Solesmes restitution of plain 
chant. . (Paul Henry Lang, op. cit., p. 1009») 
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them, were collected by the monks. This collection, under the name 

Paleographie Musicale, now forms the basis for authoritative 

editions of liturgical music. 

The interpretation of Gregorian rhythm is a complicated 

procedure, due to ambiguities of notation. For a complete discussion 

of the problem, the reader is referred to the "Rules of Interpreta

tion" given in The Liber Usualis. * Essentially, the Solesmes ver

sion consists of the following points: 

- All notes of the chant have the same basic duration. 

- Notes then fall, according to the text, into groups of 

twos and threes, and these groupings are then flexibly 

combined into phrases and periods. 

- Important text syllables are stressed by means of slight 

elongation ("agogic" accent), or by placing the important 

syllable on a high melodic point. 

- The beauty of the chant depends upon an unbroken flow 

of melodic line which is not disturbed by heavy accents. 

1. Liber Usualis, Ed. 801 (Tournai, Belgium: Desclee Co., 
1959), pp. xvij-xxxix. 
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Stylistic Characteristics of Gregorian Melody 

Gregorian music, with its emphasis on clarity of diction, is 

usually sung with a rather straight and vibrato-free tone, which is 

effective in achieving a sense of spirituality consistent with its 

liturgical function. 

Melodic lines usually encompass a limited range, as was 

indicated in the discussion of the modal system. Melodies are 

largely conjunct (step-wise) with skips wider than a third being 

rather rare. 

The Gregorian phrase has been described as "constructed like 

an arch. There is a rise, a resting on the height attained (phrase

ological accent) and a fall. 

Melodies may be divided into three distinct styles, each one 

suited to certain places in the liturgy and to the ability of the 

performers. 

- Syllabic chant uses, basically, one note to each syllable 

of chant. "The chants entrusted to the ministers who 

surrounded the bishop and to the people were necessarily 

2 
simple, therefore syllabic. " Example: psalms, 

1. Reese, op. cit. , p. 168. 

2. Ibid., p. 165. 
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scriptural readings, and certain movements of the Mass, 

e. g. , the Credo and Gloria. 

- Neumatic chants frequently use several notes to a syllable 

of text (but not often more than three or four). This type 

of chant is commonly found in that part of the liturgy 

to be performed by the trained choir, since it involves 

difficulties in diction, rhythm, and pitch uniformity. 

Example: Kyrie, Sanctus. 

- Melismatic chants are florid by nature, having many notes 

to certain important syllables of text. Such chants are 

found in liturgical passages sung by the principal singers 

(the cantor or his assistants). These singers were 

virtuosi, and as Reese suggests, "It is possible, indeed, 

that some melismas of the Gradual and Alleluia owe their 

origin, at least partly, to the desire of the performers to 

display their skill. "* 

1. Ibid. 
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Directing Student Investigations of 
Gregorian Chant 

Musical Example for Rehearsal and Study: 

Alleluia, Vidimus Stellam. * 

Recording: Masterpieces of Music Before 1750, 
Haydn Society Records, HS 9038, 
Record 1, Side 1, No. 2. 

Objectives 

- To illustrate, through listening, reading, and rehearsing, 

the characteristic style of Gregorian chant. 

- To develop an understanding of diatonic scale patterns, 

as in the eight church modes, and compared with the 

modern major and minor scales. 

- To foster the recognition of intervals of the second and 

third as they occur in examples of Gregorian chant, and 

to develop skill in hearing, singing, and writing these 

intervals accurately. 

- To foster the recognition of formal structure as it is 

applied to melody. This includes recognition of the 

1. The Liber Usualis, op. cit., p. 460. 
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beginnings, climaxes, and endings of phrases; and of 

similar and contrasting phrases or motives, and groupings, 

if any, into larger structural units each consisting of 

several phrases. 

- To illustrate the type of free rhythmic organization peculiar 

to Gregorian music, including its lack of the regular metri

cal pattern of accent common to later music. 

Preparatory Assignments for Students 

Reading* 

Bockmon and Starr, Scored for Listening, a Guide to Music 
"Introduction,11 p. 1. 
"Melody," pp. 29-32. 

Grout, A History of Western Music 
"Gregorian Chant, " pp. 34-9. 
"Church Modes, " pp. 52-2. 

Sachs, Our Musical Heritage 
"Gregorian Chant," pp. 52-4. 

Stringham, Listening to Music Creatively 
"Music and Religion,11 pp. 53-5. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 



Wold and Cykler, An Introduction to Music and Art in the 
Western World 

"The Church and Medieval Art,11 Chapter 5, 
pp. 62-77. 
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Gregorian Chant: ALLELUIA, VIDIMUS STELLAM 
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1. Phonetic pronunciations according to those given in The 
Correct Pronunciation of Latin According to Roman Usage, Rev. 
Michael de Angelis, ed. (Philadelphia: St. Gregory Guild, 1937). 
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Listening 

Missa in Dominica Resurrectionis (Mass for Easter 

Sunday). 

Archive Production Records, 3001. This recording 

presents an example of a complete Mass sung in plain 

song (Gregorian chant). 

See The Liber Usualis, p. 777. 

Lumen ad Revelationem - Nunc Dimittis. 

History of Music in Sound, RCA LM 6015, Vol. IE, 

Side 1, Band 4. See music and explanatory material 

in accompanying booklet. See also score in Bockmon 

and Starr (below). 

Score Study 

Bockmon and Starr, Scored for Listening; A Guide to 
Music (New York: Harcourt, Brace & World, Inc., 1959). 

pp. 155-6. Examples of Gregorian chant in 

modern notation: 

Dies Irae (from Requiem Mass) 

cf. The Liber Usualis, p. 1810 (same 

in Gregorian notation). 
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Sanctus (also from Requiem Mass) 

cf. The Liber Usualis, p. 1814. 

Lumen ad Revelationem - Nunc Dimittis 

(example of use of psalm tone or reciting tone) 

cf. The Laber Usualis, p. 1357. 

1 
Information for Study and Class Discussion 

The central problem in learning the Alleluia, Vidimus Stellam, 

is not the reading of notes or rhythms, but the assimilation of a 

style of singing somewhat foreign to the experience of most students. 

For this reason, it is recommended that the initial approach to 

this example be through listening to the recording, and to the 

recordings of other chants before beginning to sing it. In this way, 

students may gain the feeling for the rhythmic flow which is 

characteristic of Gregorian music. 

Although the text of Gregorian chant is primary in importance 

in the service of the Church, it is secondary among the purposes of 

this investigation. A phonetic guide to the pronunciation of the 

text is provided in the score of the chant, and by utilizing it, the 

1. The material in the following pages includes the salient 
information the student should gain in the course of the assignments 
in reading and listening, from rehearsal of the music, and from 
theoretical and stylistic investigations. 
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students may be expected to achieve a reasonably accurate pronuncia

tion of the text. The correct pronunciation of church Latin will 

receive more attention in the style study dealing with the 

Renaissance Motet (Chapter IV). The primary objective of the 

present investigation is the comprehension of the proper melodic and 

rhythmic style of singing Gregorian chant. 

It will be discovered, as the class becomes familiar with the 

melody and text, that important syllables invariably fall on parts of 

the phrase which naturally seem to give stress. For example, in 

the phrase shown below, the syllable, "lu," of "Alleluia11 is the 

accented syllable. The melodic phrase gives stress to that syllable 

through the two ascending notes assigned to it: 

Note that this is a melismatic chant, and that the most "spun 

out11 syllable of text is the last syllable of the word, "Alleluia,11 

sometimes called the "jubilus." The effect of such melisma is 

less one of accent or stress than one of emotion and feeling. It is 

not by accident that this joyous exclamation of religious fervor 

traditionally receives such extensive, florid treatment. The 

Alleluia was added to the Roman Mass at the suggestion of 

AI - le- la ia. 
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St. J erome (c. 340-420) who was the author of the standard Latin 

translation of the Bible--the Vulgate--and who acted as advisor 

to Pope Damasus (Pope from 366 to 384 A. D.). "Describing the 

jubilus, the long, often intricate vocal flourish at the end of the 

Alleluia . . . , Damasus wrote: 'By the term jubilus we understand 

that which neither in words nor syllables nor letters nor speech is 

it possible to express or comprehend how much man ought to 

praise God.111 * 

( 

Phrasing 

The phrasing of Gregorian chant is indicated in the score by 

vertical lines extending through the top two lines of the staff. The 

ends of phrases are also indicated by the asterisks which signed 

2 changes from solo to choral performance and back. 

The characteristic arch-like shape of the Gregorian phrase 

is evident in the phrases of this chant. Particular notice should be 

1. Reese, op. cit., p. 63. 

2. Although it will be of interest to some students to make a 
comparison of Gregorian notation as it appears in modern editions, 
such as The Liber Usualis, the study of this music in the class will 
be confined to examples which have been transcribed into conven
tional five line notation. In this system, of which the example, 
page 87> is typical, the phrase markings and some other special 
signs, such as the asterisk which divides solo and choral sections, 
of Gregorian notation have been retained. 



made of the "resting on the height" (phraseological accent) which 

Reese described earlier in this chapter. An excellent example of 

this device is to be seen in the melodic treatment of the word 

"vidimus" (Example, third score), in which the high point of the 

phrase occurs on the syllable, "di," and consists of an embellish

ment of the note G. 

Also to be noted are the groupings of two and three notes, 

indicated in modern notation by the beaming of groups of eighth 

notes. 

The last note in each Gregorian phrase is somewhat elongated; 

this is indicated in modern notation by the use of a quarter note. 

It will be seen that Gregorian phrasing does not necessarily 

follow the division of text, as is illustrated at the word, "Oriente" 

(Example, scores five and six), in which the long melisma on the 

third syllable is broken by a phrase ending. Reasons for such 

interruptions of the text are probably both practical (to assure 

adequate breath on the part of the singers) and expressive. The 

break comes at the end of a singularly low phrase, and, in fact, 

ends on the lowest note in the chant, making this a point of 

impressive solemnity. 
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Form 

The division of the chant into phrases leads to the identifica

tion of like and contrasting phrases, and to the discovery of the 

over-all shape or pattern of the chant. The form of this chant is 

unified by a repetition at the end of the opening Alleluia passage 

(actually, it is the second Alleluia that is repeated, this time with 

the Cantor singing the first phrase and the choir joining on the 

second). The division of the chant into solo and choral parts is anoth

er formal aspect, as well as a characteristic of the performance 

style of Gregorian chant. As is indicated in the score, the Cantor 

initiates the Alleluia, and is answered by the choir. He then 

enunciates the body of the text, "Vidimus stellam ejus in Oriente 

et venimus cummuneribus adorate Dominum,11 ("We have seen His 

star in the east and are come to worship the Lord.") The choir 

joins the soloist on the word, "Dominum. " Then follows the 

repetitive closing mentioned previously. 

Rhythm 

The free-flowing rhythmic organization mentioned previously 

as typical of Gregorian music is evident in this music. Care must 

be exercised to avoid allowing the singing to drop into any semblance 
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of a metrical order. The proper rhythmic sense for chanting may be 

enhanced by listening to recordings of chanting, and by singing along 

with such records. Another helpful device may be to emphasize the 

equality of all notes, giving each exactly the same duration and 

volume. In this way, the natural accents of text and melody can be 

felt, and proper deviations in length and stress allowed in those 

places. Students should be cautioned about a too literal interpreta

tion on notational values (i. e., eighth and quarter notes) found in 

modern transcriptions of Gregorian chant, such as the included 

example. These note values are used only as approximate indica

tions of duration. 

Tonal Organization 

The use of the church modes in Gregorian music has been 

previously discussed. As is customary in Gregorian chant, the 

number of the mode--in this case Mode H--is given at the begin

ning of the chant. A glance at the eight modal scales as they 

appear on page 79 shows that Mode II has a range from A to a (the 

treble clef with the "S" appended to the bottom indicates that the 

pitches are to be sounded one octave lower than written, since the 

chanting is normally done by male voices). Mode II is a Plagal 
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mode, with the same final (ending note) as the authentic mode (I) 

from which it was derived, that is, D. 

In clarifying the method of determining mode, assignments 

such as the following may be given: 

- Extract the tones used in a given chant and arrange them 

in scale order. 

- Find the note upon which the chant ends and mark it. 

This is the final of the mode. * 

- Having now determined the range (in most chants, the range 

is the octave represented in the scale, with sometimes 

an additional note added at top or bottom), it will be 

possible to identify the mode. 

- Find the half steps as they exist in the scale pattern of the 

mode in question. 

- Compare the modal scale with the major and minor scales. 

For example: 

1. The student may occasionally encounter a chant which does 
not end on D, E, F, or G. This either indicates that the chant is 
transposed, or that it is written in one of the modes added in the 
Renaissance, such as the Aeolian or Ionian in which the finals are 
A and C respectively. 



97 

D majai /x 

<1 mi* minor 

\ tPffa 

3E 
8 "1* " 

( ̂  /W/ca^rs fl*// st*p) 

It should be noted that the primary difference between the 

scales and the mode is the existence in the former of the half step 

between the seventh and eighth step. This "leading tone" gives a 

sound of tonal center and strength to the first step of the major or 

minor scale which is missing in a modal scale. A mode may be 

described as a group of tones, one of which, called the "final,11 

provides a convenient place to stop, but which has, otherwise, 

little more importance than any other tone of the scale. A major or 

minor scale, on the other hand, due largely to the function of the 

leading tone in strengthening the tonic, consists of seven tones, 

each having important melodic and harmonic relationships to the 
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other, and to that tonic. The nature of these relationships will be 

considered fully in later style studies. 

Melodic Organization 

Lake most Gregorian melodies, this chant is essentially con

junct in motion --that is, it moves for the most part by scale steps, 

rather than by wider leaps. "When wider skips are made in the 

melodic line, they are generally limited to intervals of a third. 

The students should recognize the conjunctness of the melody, 

and be aware of those places where intervals of thirds and the 

infrequent wider leaps occur. The term, "interval," should be 

understood by the student to mean the number of staff degrees 

covered by any two tones. Thus, the interval in the first example 

below is a second, because it covers the two staff degrees (space-

line) F and G. The interval in the second example is a third 

because it covers the three degrees E, F, and G. 



Dynamics 

The controlling factor in determining the general dynamic 

level of Gregorian chant is the degree of volume necessary to 

convey the text to the people. 

Within each chant there is a certain ebb and flow of intensity, 

determined by pitch level as much as by the expressive demands 

of the text. Such gradations of loudness are best understood by 

listening to recordings of expert chanters. 

Tempo 

{'• 

The rate of speed in Gregorian chant is, again, governed by 

the necessity for clear delivery of text. Chants on a single pitch 

in syllabic style, such as the recitation of psalms, tend to be sung 

quite rapidly, while more lyrical types are somewhat slower in 

pace. Melismatic chants, as in the study example, must be fast 

enough to maintain the flowing movement implied in the melody. 

In general, the rate of speed in chanting has been compared to 

that of rapid speech. 



100 

Theoretical Outgrowths of the Study of Gregorian Chant 

The study of Gregorian chant should make possible the revela

tion of a number of basic facts and principles concerning the struc

ture of music. Typical of these are the following: 

- Recognition and under standing of the various patterns of 

the Medieval or Church Modes, compared with the pattern 

of the familiar major scale. The ability to write major and 

modal scales beginning on any pitch should be an objective. 

- A feeling for the free, unmetered rhythm of Gregorian 

chant, in contrast to the regularly accented music of 

other familiar types of music. 

- An iinderstanding of the importance of the phrase as a unit 

in the formal structure of music and an understanding of 

the structure of the phrase, particularly as illustrated in 

the phrasing of Gregorian chant. 

- A concept of melody construction, particularly those 

largely limited to conjunct (scale-wise) movement. 
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- The recognition of intervals, particularly seconds and 

thirds. An objective should be the development of the 

ability to hear, sing, and write these intervals. 

Rehearsed Suggestions 

The acquiring of true facility in chanting is the life-time 

occupation of those religious orders which make daily use of it. 

The purpose of this study is merely the introduction of a musical 

style to the students. In order to develop an appreciation for the 

musical qualities inherent in chant, the student must have the 

experience of singing through a number of chants, and of learning 

thoroughly at least one. Selecting individuals, or small groups, 

to take the part of the cantor, and causing them to listen to each 

other's efforts to capture the desired rhythmic movement and 

vibrato-free tone, will help to establish the proper understanding. 
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Special Projects 

Students who are capable of and interested in further study in 

the area of Gregorian chant may wish to undertake individual 

investigations selected from the following list:* 

- Select a number of Gregorian chants studying and analyzing 

them in terms of mode, style, and form. 

- Make a study of Anglican (Episcopal) chant, comparing 

settings of identical texts in Gregorian (Latin) and 

Anglican (English) chant. 

- Find examples of plain chant used in other types of music, 

such as Protestant hymns, or themes of orchestral or 

choral music. 

- Select scriptural or secular phrases (Latin or English) and 

set them to original melodies in Gregorian style. 

- Visit a Roman Catholic Church where chanting is featured, 

studying the style, tone quality, and emotional effect in 

a "live" situation. 

1. Students should also be encouraged to suggest research 
problems of their own conception, although the approval of the 
instructor should be given before such projects are carried out in 
order to insure a valid and meaningful experience for the student. 
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- Study modern Gregorian notation as it is found in The La.ber 

Usualis. Transcribe one or more chants into regular five 

line notation. 

Evaluation 

As was stated in Chapter II, a true evaluation of the work 

accomplished by students in the laboratory in Musicianship must 

include ample opportunity to observe the students in performance. 

It is anticipated that the ensemble groups will have, under normal 

circumstances, frequent requests for performance outside the class 

situation. This often causes a problem because of the necessity of 

spending too much class time on preparation for the public perform

ances. The director must, therefore, establish a firm policy 

regarding the number and type of performances which will be under

taken. It must be remembered that public performance provides 

not only an important area of evaluation, but also, a powerful 

impetus for the building of ensemble "esprit" and desire for 

impr ovement. 

The Demonstration-Recital which should be planned at the 

close of this investigation will include the singing of the chant 

presented in this style study. It should also include program notes 
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and illustrative demonstrations prepared and presented by the stu

dents. The content of these demonstrations may include the follow

ing: 

- Short resume of the history of Gregorian chant. 

- Explanation, with charts, of the modal system. 

- Demonstration of Medieval notation (result of special 

project by advanced student). 

- Exploration of the rhythmic structure of Gregorian chant. 

- Short discussion of the Catholic Mass as an art form and 

its influence on Western music. 

The listed subjects are intended as suggestions. Ideally, the 

content of the Demonstration-Recital should be an outgrowth of the 

interests and insights of the students themselves, developed as a 

result of the experimentation and investigations of the Laboratory. 

It will be necessary, in addition to the performance activities, 

to utilize a certain amount of written testing. This will involve the 

theory program and the evaluation of historical and stylistic learn

ings. Typical activities required of the students might include the 

following: 
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- Extract the modal scale upon which given chants are based, 

and identify the chants as to number, Greek name, and as 

to whether they are Authentic or Plagal Modes. 

- Write modal scales which have been encountered in the 

studies of the class, showing location of half steps, final, 

and reciting tone. 

- Write major scales beginning on given pitches. Do not use 

key signatures, but place sharps or flats before the 

correct notes. Show location of half steps. 

- Identify scales played by the instructor as to being Major 

or Modal (minor scales should not be used at this time, 

due to possible confusion with Modal scales). 

- Identify and write intervals (particularly unisons, octaves, 

seconds, and thirds) played by the instructor. 

- Write in correct melodic and rhythmic notation simple 

melodic passages played by the instructor. 

In addition to questions such as those above, the student may 

be asked to write a short essay on a subject such as one of the 

following: 
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- Contrast the rhythmic organization of Gregorian chant with 

a modern, metrical song, such as "America. " 

- Explain the Medieval modal system and compare it with 

the modern major scale. 

- Discuss the place of music in the service of the early and 

Medieval Christian Church. 

Reference Material for This Style Study 

Apel, Willi. Gregorian Chant. Bloomington: Indiana University 
Press, 1958. 

Apel, Willi. Harvard Dictionary of Music. Cambridge: Harvard 
University Press, 1944. 

** "Gregorian Chant,11 pp. 304-10. 

Bockmon, Guy Alan, and Starr, William J. Scored for listening, 
a Guide to Music. New York: Harcourt, Brace & World, 
Inc., 1959. 

* "Introduction," p. 1. 
* "Melody," pp. 29-32. 
* "Gregorian Chant," (musical examples),pp. 155-6. 

Cannon, Beekman C., Johnson, Alvin H., and Waite, William G. 
The Art of Music. New York: Thomas Y. Crowell Co. , I960. 

Chapter II, "The Christian Foundations of Western 
Music," Part 1 
"Gregorian Chant," pp. 26-56. 

* Indicates that all or part of this reference is included in tile 
Preparatory Assignment for Students in this style study. 

** Recommended as supplemental reading for students. 
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Cooper, Martin (ed.). Concise Encyclopedia of Music and Musi-
cians. New York: Hawthorne Books, 1958. 

** "Church Music,11 pp. 88-91. 

Ferguson, Donald N. A History of Musical Thought. 3rd ed. New 
York: Appleton-Century-Crofts, 1959. 

"Types of Liturgical Chant," pp. 41 ff. 
"Gregorian Rhythm,11 pp. 47 ff. 
Chapter IV, "Modal Organization and Theory, " 
pp. 50-57. 

Finney, Theodore M. A History of Music. Rev. ed. New York: 
Harcourt, Brace & World, Inc., 1951. 

** "The Music of the Early Christian Church," 
Chapter 4, pp. 31-53. 

Frere, Walter H. "Gregorian Music," Vol. Ill of Grove's Diction
ary of Music and Musicians. 5th ed. Edited by Eric Blom. 
New York: St. Martin's Press, 1955. 

** pp. 786-88. 

Grout, Donald J. A History of Western Music. New York: W. W. 
Norton, I960. 

** "Gregorian Chant," pp. 34-57. 

Parrish, Carl, and Ohl, John F. Masterpieces of Music Before 
1750. New York: W. W. Norton, 1951. 

** "Gregorian Chant," (three musical examples 
with commentary), pp. 3-10. 

Reese, Gustav. Music in the Middle Ages. New York: W. W. 
Norton, 1940. 

"Gregorian Chant: Its History and Notation, " 
Chapter 5, pp. 114-48. 
Chapter 6, "Gregorian Chant: Its Modal System 
and Forms," pp. 149-97. 

Sachs, Curt. Our Musical Heritage. Englewood Cliffs, New 
Jersey: Prentice-Hall, 1948. 

* "Gregorian Chant," pp. 52-4. 
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Stein, Leon. Structure and Style. Evanston, Illinois: Summy-
Birchard Co., 1962. 

** "Gregorian Chant," pp. 179-82. 

Stringham, Edwin J. listening to Music Creatively. 2nd ed. 
Englewood Cliffs, New Jersey: Prentice-Hall, 1959. 

* Chapter IV, "Music and Religion," pp. 53-5. 

Thompson, Oscar (ed.). International Cyclopedia of Music and 
Musicians. 7th ed. Rev. Nicolas Slonimsky, ed. New 
York: Dodd, Mead & Co., 1956. 

** "Gregorian Chant," p. 700. 
^ ** "Mode," pp. 1156-58. 

Wold, Milo, and Cykler, Edmund. An Introduction to Music and 
Art in the Western World. Dubuque, Iowa: Wm. C. Brown 
Co., 1958. 

* Chapter 5, "The Church and Medieval Art," 
pp. 62-77. 

2. Medieval Secular Music: "Sumer is icumen in" 

One of the most important outgrowths of the Middle Ages was 

the development of many-voiced, or polyphonic music. Through 

the numerous musical examples and theoretical treatises which 

have survived, principally in the archives of the Roman Church, 

it is possible to trace this development from its inception in two 

part strict organum to the composition of motets in three and four 

parts. From this evidence it appears that the main stream of 

contrapuntal progress existed within the confines of sacred 

music. 
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There is, however, considerable reason to believe that the 

contrapuntal concept existed outside the Church in the secular 

music of the people of Europe before it gained acceptance in the 

liturgy. Folk music utilizing singing in parallel fifths is cited by-

authorities as a phenomenon common to many primitive peoples. * 

Other secular polyphonic devices are known to have included 

the use of drone (instrumental) bass parts in the accompaniment 

2 
of singing. The existence of such instruments as the bagpipe makes 

the popularity of this form of accompaniment a certainty at a very 

early date. 

An early mention of independent singing in many parts comes 

from the writings of a Welshman, Gerald de Barri (Giraldus Cam-

brensis, c. 1147-1220), who describes his countrymen as singing 

in as many voices as there were singers present. Lang interprets 

3 this as an allusion to the singing of canonic rounds. Coming as it 

does in the period immediately preceding the composition of 

Sumer is icumen in, de Barri1 s account provides a historical and 

musical foxindation for the introduction of this musical masterpiece. 

1. Curt Sachs, Our Musical Heritage (2nd ed.; Englewood 
Cliffs, N. J.: Prentice-Hall, Inc., 1955), p. 53. 

2. Harold Gleason, Music Literature Outlines, Series I 
(Rochester, N. Y.: Levis Music Stores, 1959), p. 44. 

3. Paul Henry Lang, op. cit., p. 128. 
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Although Church musicians largely ignored secular music in 

their writings, it is very likely that they sometimes participated 

enthusiastically in the making of it. Certainly much of the poly

phonic music of the thirteenth and fourteenth centuries is highly 

secularized, even when intended for liturgical use. Secular influ

ences include the use of popular song melodies--often with the 

secular words intact--as the contrapuntal parts above a 

Gregorian cantus firmus in the motets of the period. 

In investigating Medieval secular music it is difficult to ignore 

the music of the Troubadours, and the works of composers of the 

fourteenth century Ars nova, such as Machaut and Landini. For 

the purposes of this study, however, it was desirable to select 

a type of music sviitable for ensemble performance which would also 

illustrate clearly and simply important structural and stylistic 

characteristics of the period. For these reasons the English rota 

Sumer is icumen in was chosen. 

The "Sumer Canon'1 is easily the most famous example of 

Medieval music extant. Since its discovery early in the 

eighteenth century, it has been the object of many scholarly 

studies and much popular attention. The fact that it has been a 

subject for continued musicological examination due to its very 

early origins and complex structure is enhanced by its appeal 

as an interesting and singable composition, entirely apart from 
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its historical significance. Following the discovery of this rota or 

round (the term "canon" was not applied to this form until later 

times), scholars estimated its date of composition to have been 

about 1240 A. D.. This date was established through association 

with other writings from the same manuscript, some of which could 

be positively dated. Musical scholars found this early date most „ 

puzzling due to the fact that no comparable music with similar form 

and complexity of structure was known to have existed until at 

least fifty years later. However, the date was not seriously 

challenged until 1944, when a study by Dr. Manfred Bukofzer 

proved to the satisfaction of most scholars that its date of com

position was very probably not earlier than 1310. 

Although this dating removed from the "Sumer Canon" the 

element of the miraculous, it can still claim, in Bukofzer's 

words, 

to be the first composition for six voices and the first 
specimen of canon as a form in its own right ... The 
rota has lost nothing of its remarkable intrinsic value. 
On the contrary, as a composition of the early fourteenth 
century, it challenges all other pieces of the period. 

Since it is placed now in the general tradition of the 
English style around 1300, we can more clearly discern 
the superior skill of its composer, who applied only the 
traditional means, but achieved an effect unequaled by 
any of his contemporaries. The revision of the date 
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actually enhances the qualities that make Sumer is icumen in one 
of the outstanding compositions of the fourteenth century. 1 

Directing Student Investigations of 
Medieval Secular Music 

Musical Example for Rehearsal and Study: 

Sumer is icumen in. 

Recording: Folksong and Minstrelsy, 
Vanguard Classics Record Library, 
RL 7624, Side 1, Band 1. 

Objectives 

- To discover the basic principles of polyphonic music, 

including the use of the device of imitation, the necessity 

for exact rhythmic notation, and the recognition of 

consonance and dissonance. 

- To compare the major mode as used in the "Sumer 

Canon" with the tonal organization of the church modes, 

and to determine the characteristic structural features 

of tonal (major) music. 

1. Manfred Bukofzer, "Sumer is icumen in, A Revision, " 
University of California Publications in Music, Vol. n, No. 2 
(1944), 110. 
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- To relate theoretical studies involving the learning of major 

keys and key relationships to the rehearsal of the "Sumer 

Canon11 through study of the major scale pattern and 

through transposition to other keys. 

- To introduce the study of chords through the analysis of 

the chordal structure of Sumer is icumen in. 

Preparatory Assignments for Students 

Reading* 

Apel, Harvard Dictionary of Music 
"Sumer is icumen in," p. 718. 

Blom, Groves Dictionary of Music and Musicians, 
5th ed., ed. Eric Blom 

"Sumer is icumen in," Vol. VIII, pp. 186-7. 

Finney, A History of Music (rev. ed.) 
"Canon," pp. 116-18. 

Wold and Cykler, An Introduction to Music and Art in the 
Western World 

"The Gothic Period," Chapter VI, pp. 78-101. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 
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listening 

Rex Coeli, Do mine (Parallel Organum) 

Agnus Dei (Free Organum) 

Masterpieces of Music Before 1750, 
Haydn Society Records, HS 9038 
Vol. I, Side 1, Bands 6 and 7. 

Score Study 

Parrish and Ohl, Masterpieces of Music Before 1750 
(New York: W. W. Norton & Co., Inc., 1951). 

"Rex Coeli," p. 17. 
"Agnus Dei,11 p. 19. 
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Information for Study and Class Discussion 

The canon is one of the most important and one of the oldest 

types of polyphonic music. The word canon means "rule" or "law"; 

therefore, a canon in music refers in its broadest sense to any 

composition which is composed according to a predetermined rule 

or plan. In practice, a canon is "a polyphonic composition in 

which all the parts have the same melody throughout, although 

starting at different points."* Sumer is icumen in is frequently 

called a "Rota," which is simply an early term for the canon form. 

The advanced and complex nature of the composition 

indicates that it was composed by a thoroughly trained and gifted 

musician. This leaves little doubt that its composer was a monk, 

inasmuch as the possibility of such trcdning then existed only within 

the Church. The text and spirit of the music, however, are entirely 

secular and show, as will be seen later, the direct influence of 

popular taste and style. 

1. Willi Apel, "Canon," Harvard Dictionary of Music 
(Cambridge, Mass.: Harvard University Press, 1944), p. 112. 
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Form 

The "Sumer Canon" has been described in preceding pages as 

a six-voice composition. The music actually consists of two 

separate canons, the upper one being for four voices and the lower 

one consisting of two short phrases which are exchanged between 

the two lower voices. This device in the lower parts (called the 

"foot1' or "pes") is known as stimmtausch and represents another 

early contrapuntal device found in many compositions of the period. 

In stimmtausch, a short melodic motive in one voice is 

transferred to another voice while the melody from the second 

-,oice is given to the first. Thus in Sumer is icumen in, Pes I 

sings: 

S C U C  -  I im,  n o  u J  

while Pes II sings: 

ling euc - koo 

Upon completion of this pattern, the two voices exchange parts. 
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The four upper voices, singing the principal canon, enter at 

two bar (four pulse) intervals. 

The upper canon is twenty-four measures in length. The 

melody breaks down into two major sections, the first being four

teen measures long (measures 1-14) and the second ten measures 

long (measures 15-24). Each section ends on the tonic, giving the 

feeling of a full close or cadence. 

The phrase organization within each section is simple but 

somewhat irregular. The first section consists of two four-

measure phrases, followed by a two-measure refrain ("sing 

cuckoo!11) and another four-measure phrase. The second section 

has a four-measure phrase, a two-measure refrain (not, however, 

identical with the first refrain) and a final four-measure phrase. 

No two of the phrases are identical, but the rhythm and harmonic 

pattern are so uniform throughout that no lack of cohesion is noted. 

Rhythm 

The basic rhythmic problem in any type of polyphonic music 

is the establishment of some form of accurate measurement of 

time. As will be seen in the study of the polyphony of the 

Renaissance (Chapter IV of this study), this measurement need 

not be in the form of metrical regularity of accent, but there must 
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be a definite and clearly understood system of note values in terms 

of relative duration. Without such a system it is impossible to 

keep the various voices in their proper relationship, timewise, to 

each other and, therefore, to establish the intended structure of 

intervallic harmonies. 

It is probable that the regularity of accent encountered here 

is a direct result of the influence of popular music of the period 

upon its composer. It is known that dancing was a popular pastime 

in the Middle Ages. Dancing, particularly of the folk variety, 

depends upon strong, regular rhythm, whether given simply by 

a drum beat or by more complex musical accompaniment. If 

Sumer is icumen in was not used for dancing, it was at least 

clearly influenced by dance rhythms and was suitable for such 

usage. 

If, as some scholars believe, Sumer is icumen in was notated 

in ternary meter, this may have been a result of the development 

of a system of rhythmic organization. There had been developed 

by twelfth and thirteenth century writers of sacred polyphony, a 

system of rhythmic organization which was quite adequate for the 

music of the period. This system involved the use of a set of 

six "Rhythmic Modes" or patterns, which were derived from the 
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meters found in classical poetry. In the music of the Church, the 

modes were applied according to rather complicated rules. The 

following chart shows the name, the corresponding poetic foot, 

and the metrical equivalent of each in modern notation: 

The Rhythmic Modes 

number name poetic foot notational equivalent 

I. Trochaic 

II. Iambic 

HI. Dactylic 

IV. Anapaestic 

V. Spondaic 

VI. Tribrachic 

J J 

jd 

J. JJ 

JJ J-

d J. J-

JJJ 
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A comparison of the transcription into modern notation of the 

"Sumer Canon" with the above rhythmic modes shows this music to 

be a combination of modes I (Trochaic) and V (Spondaic). The 

upper canon is in mode I while the Pes voices are in mode V. 

In this discussion, reference has been made to "measures." 

It is understood that these terms are used as a matter of con

venience in referring to the modern transcription of the music. 

In the Middle Ages bar lines were not used as a means of 

metrical division. 

The "Sumer Canon"-is usually written in six-eight meter, 

although some modern editors have chosen to use three-four with 

correspondingly longer note values and the resultant doubling of 

the number of measures of music. It is the opinion of this author 

^ If 7rotff.it.) 

•Mr r ir r Hi.,. 
P<3 T (Sp ON 
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that the compound duple meter (six-eight) gives to the music a feel

ing of rhythmic flow which can easily be lost in the shorter three 

beat measure. 

Tonal Organization 

The modal system of Medieval Church music doubtless had a 

profound effect upon the folk and popular music of the period. Many 

surviving examples of folk song and of the music of the Troubadours 

and Trouveres are clearly modal melodies. It is, however, true 

that the secular music of the Middle Ages was in no way bound by 

the modal tradition, and that evidence is strong that music for 

dancing, as well as other types of folk music, exhibited definite 

inclinations toward the concept of major tonality. 

In extant music this propensity inr tonality (as opposed to 

modality) in general and for major in particular, is nowhere 

stronger than in the "Sumer Canon.11 In a major scale a strong 

relationship between the various steps of the scale is evident. 

The basic tonic--subdominant--dominant relationship is felt at 

all times. Active scale steps, particularly the seventh and 

fourth scale degrees, exhibit tendencies to move in the direction 

of the tones of the tonic chord, emphasizing the pull and strength 

of that tonic. In outlining the chorda! progression dominant-tonic 
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or subdominant-tonic, they imply harmonic (vertical) relationships 

not present in modal organizations. 

An analysis of the music of Sumer is icumen in provides an 

unmistakable feeling of major tonality, based upon the following 

factors: 

- The repetition of the tonic triad at the beginning of each 

measure or on each strong accent. 

The prominent leading of the active tones four and seven 

according to the "pull" of tonal resolution, i. e., the 

fourth scale step usually resolves to the third step, 

while the seventh step (the leading tone) resolves upward 

to the tonic. 

The only element which might be considered missing from the 

structure of the "Sumer Canon" is the absence of a clearly defined 

dominant chord. The only two harmonic triads formed in the 

course of the working out of the canon are the triad on F and the 

minor triad on G (G-B flat-D), but the melodic progressions on 

the last half of certain measures (notably measures 13 and 23 

which end with the leading tone) give a definite dominant-tonic 

implication to those cadential progressions. 
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Theoretical Outgrowths of the Study of the "Sumer Canon" 

This music provides opportunity for the development of 

several important concepts in the structure of music. These 

include: 

- The characteristics of the tonal (major key) system as 

contrasted with the organization of the modal system 

represented by Gregorian music. (Minor keys are left 

to later studies.) 

- The introduction of the idea of contrapuntal music and the 

presentation of some of the basic devices of such composi

tion. These include the combination of melodic lines 

through canonic imitation, stimmtausch, and the result

ant necessity for exact measurement of time and duration 

in musical notation. 

- The opportunity to present the elementary concepts of 

chordal structure and the tonic, dominant, and subdomin-

ant triads. 

- Further experience in the recognition of diatonic intervals 

with particular attention to half steps (minor seconds) as 
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they occur between steps three-four and seven-eight of the 

major scale and as they are used actively in the "Sumer 

Canon." 

Theory assignments in connection with the study of the "Sumer 

Canon" will include problems in the construction of major scales in 

selected keys and in the identification of active and passive scale 

tones. The close relationship between the keys of the tonic, 

dominant, and subdominant may be demonstrated. The recognition 

of diatonic intervals, particularly seconds and thirds, both major 

and minor, should be an objective. This will be treated primarily 

as a problem in hearing in which the intervals encountered melodi-

cally in the music are identified as to both quantity (i.e., seconds, 

thirds) and quality (i. e., major or minor). 

An introduction to transposition is also possible in connection 

with the study of the "Sumer Canon. " It is usually written in the 

key of F major, as it appears in these pages. This key is not a 

comfortable one for most voices; both study and performance will 

be made more satisfactory if it is pitched a minor third lower. * 

A project in which capable students are asked to write out this 

transposition may prove of interest and value. 

1. The Vanguard recording of Sumer is icumen in, listed on 
page 37, is pitched in the key of D major. 
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Rehearsal Suggestions 

The study of Sumer is icumen in may begin with the sight read

ing of the canon and the learning of the music simply as any other 

round which might be taught to the class. The upper four part 

canon is comparable to such a round as "Frere Jacque1' or "Dona 

Nobis Pacem" so far as difficulty of presentation is concerned. The 

addition of the two Pes voices is an interesting but not very 

complicated step. 

As has been previously mentioned, the key of F major in 

which the canon is written is rather high for comfortable perform

ance. Whether or not it is desired to make transposition a formal 

part of the study, the teacher will find it practical to pitch the rota 

in D major, or perhaps E flat major. 

The "Sumer Canon" may be performed in several ways. The 

simplest is to treat the four voice canon as a simple round with 

each voice singing the melody a given number of times. In this 

arrangement the Pes voices would begin with the first voice of the 

upper canon and cease as voice four ended its melody. Thus: 
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Voice I 

Voice II 

Voice in 

Voice IV 

Pes I 
^ repeated until principal canon is ended. 

Pes II 

This procedure can be varied by having the Pes voices enter 

first, either together or one at a time. Two or three repetitions 

of these parts may be used as an introduction to the principal canon. 

When this type of beginning is used, it is also effective to end the 

performance by having the Pes voices continue a like number of 

repetitions after the principal canon has been completed. 

A third type of performance involves only the ending of the 

canon. By stopping all voices of both canons when the first voice 

of the principal round reaches the end of the melody, an effective 

ending is achieved, as follows: 
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Evaluation. 

Demonstration-Recital 

It should be stressed again that the actual content of the 

Demonstration-Recital will be planned and executed by the students 
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under the supervision of their instructor. On a program devoted to 

the music of the Middle Ages, a section cd&cerning Sumer is icumen 

in might include such presentations as the following: 

- An account of the origin of the Reading Rota, and the 

research leading to the determination of its date of composi

tion. 

- A rudimentary explanation of polyphonic music, its early 

history in church music and in secular music. The develop

ment of the canon as a form should be emphasized. 

- Explanation of the Rhythmic modes which are referred to 

in determining the rhythmic organization of the "Sumer 

Canon." 

- Performance of the music by the vocal ensemble demon

strating some of the different ways in which the canon may 

be sting. 

- Student directors may teach the canon to the audience, 

concluding this section of the program with everyone 

participating. 
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Written Examination 

Typical essay questions which would determine to some extent 

the student's knowledge of the "Sumer Canon11 and its historical and 

musical significance might include the following: 

- Explain the difference between monodic and polyphonic 

music. 

- Discuss the "Sumer Canon" in terms of its formal struc

ture, its tonal organization (kinds of scales or mode), 

its rhythm, and its historical importance. 

- Compare modal scale organization with major tonality. 

Reference Material for This Style Study 

Apel, Willi. Harvard Dictionary of Music. Cambridge: Harvard 
University Press, 1944. 

* "Sumer is icumen in," p. 18. 

Blom, Eric. "Sumer is icumen in," Vol. VIII of Grove's Diction
ary of Music and Musicians. 5th ed. Edited by Eric Blom, 
New York: St. Martin's Press, 1955. 

Bukofzer, Manfred. "Sumer is icumen in, A Revision," Univer
sity of California Publications in Music. II, No. 2. 
Berkeley, Calif.: University of California Press, 1944. 

Indicates that all or part of this reference is included in the 
Preparatory Assignment for Students in this style study. 
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Ferguson, Donald N. A History of Musical Thought. 3rd ed. New 
York: Appleton-Century-Crofts, 1959. 

Chapter VI, "Discant, or Measured Music," pp. 68-87. 

Finney, Theodore M. A History of Music. Rev. ed. New York: 
Harcourt, Brace & World, Inc. , 1951. 

* "Canon," pp. 116-8. 

Grout, Donald J. A History of Western Music. New ¥>rk: W. W. 
Norton, I960. 

Chapter ILL, "The Beginnings of Polyphony and the 
Music of the Thirteenth Century," pp. 69-105. 

Reese, Gustave. Music in the Middle Ages. New York: W. W. 
Norton, 1940. 

"English Monody, " pp. 243-4. 
"The Rondellus; The Rota, Sumer Is Icumen In," 
pp. 396-7. 

Sachs, Curt. Our Musical Heritage. Englewood Cliffs, New Jersey: 
Prentice-Hall, 1948. 

Chapter 7, "The Late Gothic Period, 1300-1400," 
pp. 86-8. 

Wold, Milo, and Cykler, Edmund. An Introduction to Music and 
Art in the Western World. Dubuque, Iowa: Wm. C. Brown 
Co., 1958. 

* Chapter VI, "The Gothic Period," pp. 78-101. 



CHAPTER IV 

DEVELOPING MUSICIANSHIP THROUGH THE STUDY 

OF MUSIC OF THE RENAISSANCE 

Introduction 

The music of the Renaissance may be called the first "modern" 

music in the sense that it communicates to the present day listener 

in an idiom complete in all essential elements such as melody, 

harmony, rhythm, texture, and form. It can be and is performed 

by modern musicians not as an item of musical curiosity or as a 

heritage of ancient practice but as an expressive entity as meaning

ful as the music of any later era. In this modernity it is matched 

by the literature, art, and drama of the same period. 

In the study of music of the Renaissance, the student in the 

Laboratory in Musicianship will be confronted with the following 

important facets of musical development which logically follow 

those introduced in the study of Medieval music: 

- In theory, the modal system was still in use, but was 

gradually undermined by more and more tendencies to

ward major and minor tonality. The strictly intervallic 

132 
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relationships between tones both melodically and vertically 

speaking, developed into chordal organizations based upon 

superimposed thirds (triads). The use of dissonance 

became an important compositional and expressive 

device. 

In form and structure, the sectional idea predominated in 

all types of vocal polyphony. Such devices as canon and 

free imitation were very important. The interpolation of 

chordal (harmonic) sections between those of polyphonic 

texture was common, particularly in the late Renaissance. 

The predominant style of composition was that of vocal 

polyphony, which simply means polyphonic music written 

with the range and quality of the human voice in mind. The 

Rennaisance has been called an age of but a single style, 

and nearly all music except that written purely for instru

ments such as the harpsichord or lute was written in that 

style. While purely instrumental music did exist, it was 

overshadowed by the vocal music of the period. 

The stylistic and formal aspects of secular and sacred 

music were virtually identical. 
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Historical Background: A Resume 

The historical period now known as the Renaissance is variously-

dated but, in general, includes most of the fifteenth and the entire 

sixteeiih century. The term designates an era marked by increased 

activity not only in artistic fields but in philosophy, science, explora

tion, commerce, and in social relations. 

The Renaissance was typified by a spirit of humanism and of 

nationalism, both of which were in opposition to the thought of the 

Middle Ages. In the Middle Ages man looked upon his earthly 

existence as a necessary evil to be endured in the hope for a better 

life in another world. The rediscovery of the philosophy of the 

Greeks, the ideas of such men as Dante, Erasmus and others, led 

to the new viewpoint in which man again became interested in the 

affairs of this world. Life began to be regarded as a joyous 

experience. Man was interested in earthly beauty, in natural 

phenomena, and in material progress. Discoveries such as those 

of Columbus, and scientific investigations such as those of 

Leonardo da Vinci gave impetus to these interests. Growing 

commerce gave rise to wealthy merchants, cities, and principalities. 

This, in turn, fostered feelings of nationalism bringing about more 

centralized, wealthier governments. 
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The rise of a wealthy and educated nobility along with the grow

ing affluence of a merchant class brought about patronage for art 

and music outside the Church; the result was a tremendous growth 

in the output of secular music. An outstanding example of 

Renaissance secular music is the madrigal. This type of music is 

the subject of one of the two style studies which constitute this 

chapter. 

The sacred music of the Renaissance is distinguished by 

qualities of purity and tonal beauty which have become synonymous 

with religious expression in the thinking of many people. This 

music is most typically represented by polyphonic settings of the 

Mass, and by the motet. The Renaissance motet is the subject 

of the first style study of this chapter. 

1. Renaissance Sacred Music: The Motet 

The term "motet" has been used to identify types of vocal 

music since the thirteenth century. In the course of its long history 

it has been applied to many different kinds of composition including 

the polytextual motets of the thirteenth century, the refined motets 

of the Renaissance, the chorale motets of Bach, and the solo 

motets of Mozart. 



Perhaps the only characteristic which can be said to be present 

in all motets is to be drawn from the original meaning of the word 

itself. Derived from the French word "mot11 (word), it was 

originally used in the period around 1200 A. D. to identify a free 

contrapuntal part written above a Gregorian melody. When this 

part was given a text, it became known as the "motetus11 or "worded 

part." The addition of two such parts above the plainsong melody 

(cantus firmus) was the next step, and the name motet came to be 

applied to the entire composition. All forms of the motet since 

that time have been vocal in nature, and the text a central part 

of the structure. 

In this study consideration is given to the Renaissance motet, 

specifically that of the sixteenth century. The motet of this period 

has been defined as Ma short liturgical composition for voices 

intended for unaccompanied singing, written in contrapuntal style 

upon a Latin text. The motet was second only to the Mass in 

popularity among composers of the era. They composed literally 

thousands of motets, creating one of the richest bodies of music 

literature in existence devoted to a single type of music. 

1. Arthur Hedley, "Motet,11 Groves Dictionary of Music and 
Musicians, ed. Eric Blom (5th ed.; New York: St. Martin's Press, 
1955), V., p. 914. 
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Stylistic Characteristics of the 
Renaissance Motet 

The music of the Renaissance is usually said to have been 

written in a single style. This is the style known as "vocal poly

phony," or sometimes, to be more specific, "sixteenth century 

vocal polyphony. " Among musicians the two names are synonymous 

for when one thinks of vocal music in polyphonic style, he is 

immediately reminded of the music of Palestrina, Lasso, and their 

contemporaries. 

Vocal polyphony, of course, implies two obvious facts. First, 

it is music written to be sung, and second, it is polyphonic in 

texture. It should be noted, however, that musicians of the period 

had actually little concern for idiom. Although the music was 

written with the ranges and qualities of the human voice in mind, 

it was the common and accepted practice to use instruments when

ever and however possible or necessary in its performance. Thus, 

if a voice was missing, the part could be supplied by any instru

ment which might be available in the proper range. If support for 

any or all voices was needed for security of intonation or accuracy 

of pitch, doubling of voice parts by instruments was an obvious 

solution. It is probable that the idealized concept we have per

taining to the performance of sixteenth century a cappella music 
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is actually a product of the idiom-conscious early Baroque period 

when musicians became aware of the beauties inherent in the human 

voice as an instrument and particularly of the effectiveness of the 

unaccompanied choir. 

Sources of Motet Melodic Material 

In the early motets of the thirteenth and fourteenth centuries, 

the motet consisted of two--later three--free polyphonic parts 

written above a cantus firmus ("fixed melody'1) taken from Gregorian 

chant. This melody was usually altered rhythmically to the point 

that its identity was all but lost; however, its presence in the motet 

was made known by including in the title of the motet the first two 

or three words of the chant from which it was taken. The use of 

such pre-existent melodies as the basis for new compositions was 

the usual practice through the late Middle Ages and well into the 

Renaissance. Canti firmi were derived, especially after about 

1400, from secular melodies also, but the insistence upon a non-

original thematic basis for composition was almost universal 

among composers of the period. 

The original use of the pre-existent melody as a cantus 

firmus in long note values under the polyphonic lines gave way to 

many new and ingenious devices in the fifteenth century. The motet 
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by Josquin Des Prez which is to be investigated here is an example 

of one favorite treatment. 

The use of pre-existent melodies as the basis for sacred 

compositions extended as a common compositional technic well 

into the sixteenth century, and the practice of borrowing melodies 

and other musical materials from older compositions remained a 

common one among composers through the days of Johann Sebastian 

Bach. 

Dynamic Levels in Renaissance Music 

The performance of Renaissance music requires, in general, 

a much lower level of dynamics than does that of later eras. The 

music seems to be most effectively presented when it is sung at a 

level dictated by ideals of freely produced, fluid tone quality. It is 

essential in this music that there be no distortion of quality or 

pitch, either of which may occur if the singers sing too loudly. 

Also, there is in most Renaissance motets a sense of introspection 

and contemplation which in itself suggests a quiet mode of perform

ance. 

Another reason for the comparatively low dynamic level of 

Renaissance music is given in terms of the comparative dynamic 

capabilities of the instruments of the time. It would seem that this 
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softer instrumental capability made it easier to balance instruments 

with voices than is possible with today's instruments; however, it 

did not in any very significant way influence the dynamic level of 

vocal music. 

Contrast of Dynamics, Tempo, and Mood 

Markings of this kind do not occur in the original manuscripts 

of Renaissance music. It is generally felt that significant contrasts 

in dynamics and tempo will occur only between sections of a composi

tion. Mood, which in vocal music is generally controlled by the text, 

will naturally follow the same pattern since each section of the com

position normally deals with a single textual idea. 

Within the phrase of the motet, a certain amount of crescendo 

and decrescendo will be noted. This is governed by the rise and 

fall of the melodic line and by the emotional intensity of the text. 

Such built-in dynamic variation will naturally be of comparatively 

small range, although it is highly important to the proper interpreta

tion of the music. 
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Directing Student Investigations of 
the Renaissance Motet 

Musical Example for Rehearsal and Study: 

Josquin des Prez, Motet: Ave Maria 

Recording: Masterpieces of Music before 1750, 
Haydn Society Records, HS 9038, 
Record 1, Side 2, No. 19. 

Objectives 

- To discover the fundamental principles of Renaissance 

polyphonic structure as it is represented in the works of 

Josquin des Prez. These include modal organization, 

sectional form, free imitation, use of dissonance as an 

expressive device, mensural rhythm based on stabilizing 

influence of the tactus, system of accents based on word 

emphasis rather than on metrical regularity, and intro

duction of vertical harmonic elements into the purely 
t  

intervallic relationships of linear polyphony. 

- To utilize the understanding of these principles in the 

interpretation of music representative of this period. 



To understand Renaissance concepts of expression in terms 

of dynamics, tempo changes, phrasing, and the impersonal, 

universal approach to emotion and feeling. 

To develop through the rehearsal of this example of the 

Renaissance motet the following theoretical learnings: 

Intervallic relationships, particularly as they occur 

between the voices (vertically) of the motet. 

Identification of principal triads as they occur 

incidentally in the texture of the motet. 

The concept of dissonance and consonance as it is 

found in the music of the Renaissance. This applies 

especially to the use of passing and neighbor tones 

and to the frequent use of suspensions. The defini

tion of consonant and dissonant intervals should be 

clarified. 
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Preparatory Assignments for Students 

Reading^ 

Grout, A History of Western Music 
"General Features of the Renaissance," Chapter VI, 
pp. 153-6. 
"Josquin des Prez,11 p. 173. 
"Josquin1 s Motets," p. 178. 

Stein, Structure and Style 
"Motet," pp. 183-4. 

Wold and Cykler, An Introduction to Music and Art in the 
Western World 

"Renaissance," Chapter 7, pp. 102-29. 

Listening 

Thirteenth Century Motet, En non Diu 1 Quant voi; Emus in 
Oriente 

Masterpieces of Music Before 1750, 
Haydn Society Records, HS 9038, 
Record 1, Side 1, No. 10. 

Dunstable, Veni Sancte Spiritus 
History of Music in Sound, 
RCA LM 6015, 
Vol. HI, Side 2, Band 3. 

Okeghem, Kyrie from Mass "Fors settlement" 
History of Music in Sound, 
RCA LM 6015, 
Vol. Ill, Side 3, Band 2. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 



Josquin des Prez, Motet, Ave Maria 
Masterpieces of Music Before 1750, 
Haydn Society Records HS 9038, 
Record 1, Side 2, No. 19. 

Palestrina, Agnus dei from Mass "V'eni sponsa Christi11 

Masterpieces of Music Before 1750, 
Haydn Society Records HS 9038, 
Record 2, Side 1, No. 2. 

Score Study 

Gregorian Antiphon, Ave Maria 
Laber Usualis, p. 1861. 
Transcribed on the following page. 

Josquin des Prez, Motet, Ave Maria 
(Score on the following pages.) 
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Gregorian Antiphon: AVE MARIA 
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Information for Study and Class Discussion 

The motet Ave Maria by Josquin was chosen for this study be

cause it presents in clear and easily discernible form the basic 

stylistic and structural elements of the Renaissance motet. These 

same elements will be found in most other motets of the period, 

including the works of such later composers as Palestrina and 

Lasso. The student should have opportunity to examine and sing 

the works of these later masters, but for the purposes of introduc

ing the type of composition at hand, it is felt that the earlier work 

is the most practical. 

Josquin (1440-1521) was a pupil of the Flemish composer, 

Okeghem, who was the last of a school of fifteenth century composers 

credited with developing the technics of polyphonic composition to 

the point of artistic perfection. With all the necessary tools and 

technics provided by his predecessors, Josquin was able to create 

music which was to be the model for composers for the next hvindred 

years. He was undoubtedly the outstanding composer of the fifteenth 

and early sixteenth centuries. His music was performed all over 

Europe and he enjoyed a remarkable renown during his lifetime. 

Martin Luther's regard for him is typical of the esteem in which he 
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was held. "Josquin is the master of the notes. Other masters do 

as the notes will, but Josquin makes them do as he wills."* 

Because he wrote music which is both understandable and 

beautiful to the modern ear, he has been called "the first modern 

..2 composer." 

Josquin composed in most of the sacred and secular forms in-

use around 1500. His fame rests primarily on his Masses and 

motets which are among the great masterpieces in these forms, and 

also upon a number of secular chansons. 

Form 

The motet Ave Maria exemplifies the basic formal organization 

of Renaissance vocal polyphony. It is called "sectional" because the 

composition consists of what Reese describes as "a series of fugue-

3 
like expositions," each of which, though closely related to that 

which precedes and follows, has its own thematic and rhythmic 

material, treated in an individual manner. Each section of the motet 

1. Donald N. Ferguson, A History of Musical Thought (3rd 
ed.; New York: Appleton-Century-Crofts, 1959), p. 143. 

2. Theodore M. Finney, A History of Music (Rev, ed.; New 
York: Harcourt, Brace & World, Inc., 1951), p. 149. 

3. Gustave Reese, Music in the Renaissance (Rev. ed.; New 
York: W. W. Norton & Co., Inc., 1959), p. 249. 
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is devoted to a single phrase of text, so that the result is a poly

phonic development of a single melodic motive dealing with a single 

textual idea. The technic most frequently used by Renaissance com

posers in the development of melodic ideas is the device of imitation. 

In this particular motet it is in constant evidence. Each section 

begins with an initial statement of the thematic motive by one voice. 

This is freely taken up by each of the other voices and briefly 

developed. The beginning of each section, with its initial statement, 

is called a "point of imitation.11 (See for examples, measures 1 

and 11 of the motet in which are found, respectively, the first and 

second points of imitation.) 

A device for varying the four part polyphonic texture of the 

motet is the use of duet or trio sections. This is particularly 

typical of the music of Josquin. Such a passage is found beginning 

in measure 23 of the example. Here the two upper voices are 

written in two part harmony and are answered two measures later 

by the two lower voices in imitative style. This two part writing 

represents almost the only instance in the course of the motet in 

which voices can be said to give the impression of being harmoni

cally (vertically) conceived. * 

1. Another instance of vertical relationships will be found in 
the discussion of dissonance under the heading, Tonal Organization. 
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The unwillingness of composers of the Middle Ages and the 

Renaissance to write sacred compositions based entirely on their 

own invention has been previously discussed. The use of a pre-

existent melody as the source of thematic material for new composi

tion remained a characteristic practice of composers until the late 

Renaissance. However, by the time of Josquin both the source of 

the pre-existent melody and the methods of its use had broadened 

greatly. The cantus firmus might still be clrawn from Gregorian 

chant, but might just as well have been taken from a popular song. 

Also, the placing of the cantus firmus in the lower voice as a 

separate part had given way to more interesting and ingenious 

treatments. 

The Ave Maria is an example of a paraphrase motet. It 

makes use of the Gregorian antiphon of that text as the origin of 

the melodic motives upon which each section is based. Thus, each 

point of imitation begins with a melodic idea borrowed from the 

chant. A comparison of the first few notes of the chant and of 

the motet shows the manner in which the original melody is used. 

While the exact pitches of the chant are preserved through its 

first seven notes, the intervening diatonic steps between the fourth 

and fifth tones are interpolated in the motet. Also, the rhythm of 

the motet is considerably altered, note values having been changed 
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to suit the purpose of the composer. The other voices, as they enter, 

imitate the tenor melody with varying degrees of exactness. The two 

upper voices imitate at the interval of the octave and unison 

respectively, but the bass is written a perfect fifth lower, beginning 

on E flat rather than B flat. 

Although the music is sectional in form, it can be seen that it 

seldom comes to a point of complete rest. In fact, in the course of 

the entire composition there are only three such endings: at 

measures 42, 58, and 67 (the final ending). In all other instances 

the closing of a section in one or more voices is elided with the 

beginning of the next section in another voice. Of the many examples 

to be easily discerned in the music, measures 23 and 24 provide a 

clear instance: 

(r*u> begins] 



Rhythm 

The rhythmic organization of Renaissance music is one of its 

most distinctive features. It is based upon the principle of the 

tactus, a regular, unaccented pulse of more or less unchanging 

speed which underlies all music of the period. The precise speed 

of the tactus is the subject of some disagreement among modern 

scholars and it is known to have varied from century to century. 

The Italian theorist Gafori, a contemporary of Josquin, equated the 

tactus with "the pulse of a quietly breathing man.11 * Although some 

modern writers place the speed of the tactus at between M. M. 48 

2 and M. M. 64, Reese points out that Gafori's description would 

3 place the range closer to M. M. 60 and M. M. 80. 

The semi-breve, which was generally assigned the value of 

one tactus, is the equivalent of the modern whole note. Since, in 

most modern editions of Renaissance music, the note values are 

halved, the tactus in such editions should be treated as the half note 

1. Reese, loc. cit., p. 179. 

2. Willi Apel, The Notation of Polyphonic Music, 900-1600 
(Cambridge, Mass.: The Medieval Academy of America, 1942), 
p. 191. 

3. Reese, loc. cit., footnote 151. 
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unless editorial notations to the contrary are present. Thus, the 

beginning of the Josquin Ave Maria was originally notated in this 

manner: 

The change to triple time for short sections of the motet or 

Mass movement was a common feature of Renaissance compositions. 

Such an occurence is to be found at measure 42 of the Ave Maria. 

The effect of such a change is to create a somewhat faster tempo 

than that of the duple sections. In the original notation, two semi-

breves of duple time were equalled in duration by three semi-

breves of triple measure. Thus: 

{Ha s—e 
1 1 1  t  m  i t  

(tactus = J 0 

It appears in the modern editions as: 

H i t  i t  1  t  

(tcutus » i t 
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original notation c * \ o o e 

equals < 

In the transcription included in this study, the note values of the 

triple section are quartered rather than halved, with the instruction 

0 • This division is perhaps clearer in intent to modern 

performers: 

The unaccented, unchanging pulse of tactus forms the foundation 

upon which the melodic and rhythmic fabric of the music is built. 

The pattern of accent of the melodic phrase is determined almost 

entirely by the text. Important words and accented syllables of 

words receive stress through such melodic devices as height of 

pitch and melisma; harmonic devices as the suspension (see the 

discussion of dissonance under Tonal Organization below); and such 

rhythmic treatment as elongation and syncopation. 

Examples of rhythmic stress by means of elongation of the 

syllables are to be found at the beginning of the motet where the 

first syllable of A - ve is accented by means of the long note. An 

C J J 
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example of syncopation is to be found in the tenor part of measure 6. 

Here the syllable "pie-" is placed upon the second half of the pulse 

and given a half note duration. The result is considerable prominence 

through accent. 

The pattern of accents will thus vary with the position of impor

tant text syllables within the phrase. Also, since these important 

syllables will fall at different times in each of the polyphonic voice 

lines, there emerges a rather complex texture of strong and weak 

pulses in the complete rhythmic structure of the music. Both con

ductor and singer must be aware of this rhythmic texture if satisfac

tory performance of music of this style is to be attained. The singers 

must also guard against any tendency to allow the habits developed 

through the singing of metrical music to intrude upon the perform

ance. The use of bar lines in modern transcriptions of Renaissance 

music makes this mistcike even more difficult to avoid. It should be 

stressed that the only function of the bar lines in music of this 

period is as an aid in counting and keeping together. No feeling of 

metrical accent (i. e., an automatic accent of the first beat of the 

measure) can be permitted. 
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Tonal Organization 

Treatment of Dissonance 

With the development of polyphonic music the concept of conso

nance and dissonance became more and more important. It may be 

said that the history of music can be traced through the study of the 

various stages of the use of dissonance. To the ancient Greeks the 

only consonances (i. e., intervals which could be sung together) 

were unisons and octaves, although perfect fifths and fourths were 

recognized as consonant melodic intervals. The early polyphonic 

efforts in the Christian era limited the consonant harmonic sounds 

to the perfect intervals, although other intervals soon came to be 

admitted as passing tones. The use of the third as an imperfect 

consonance was common by the later Middle Ages, as is attested 

by Sumer is icumen in, but even in the early Renaissance it was 

held, in sacred music at least, that the third could not be used in 

a cadential chord. For example, each of the three complete 

cadences in the motet Ave Maria will be found to have final chords 

consisting of octaves and fifths only. 

The use of the dissonant second and seventh was permissible 

in Renaissance music under carefully prescribed conditions. In 
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general, the two most important types of dissonance were the passing 

tone and the suspension. 

The passing tone is a dissonant tone moving diatonically 

between two consonant tones. It occurs on an unaccented beat. For 

example, Ave Maria, measure 3: 

Mr fc? 

J J -1 ± 
-A 

±Ac 

The second and fourth notes in the tenor line are passing 

tones. They are dissonant with the soprano B flat. The first and 

third notes form consonances with the soprano, as does the first 

note of the following measure. The dissonant tones thus are placed 

between consonances, and are on relatively weak beats. 

The suspension as it was used in Renaissance music con

sisted of three equally important parts or steps: preparation, 

suspension, and resolution. A suspension occurs when two 
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consonant voices become dissonant by virtue of a movement on the 

part of one of them. The voice thus "suspended" (remaining on the 

original pitch) then resolves downward to a new consonant relation

ship with the other voice. The following examples of suspensions 

are taken from the motet, Ave Maria: 

i 
measure 7 

3 

% 

measure I I  

3 £ 
k me*.jut* 

7 - 6  

IJT i IViMLSurc 

J-
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-Jn j 1— 

wM -f2 0 

"T 1 
J 

ff f 
a-1 a - 3 t-3 4 - 3  

The frequency with which suspensions occur in music of this 

style indicates their importance as a compositional device. They 

represent the foremost use of dissonance in Renaissance music, 

and have both rhythmic and harmonic significance. 
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The rhythmic significance of the suspension lies in its power to 

pull ahead, leading toward the resolution and thereby providing 

impetus, drive, and motion to the music. 

Harmonically, suspensions are important because they call 

attention to the vertical relationships between voices. As in the 

case of most of the suspensions in this motet, chords are sounded 

in the course of preparation, suspension, and resolution which can 

be equated with the harmonic progressions of later eras. They 

may, therefore, be said to have been one of the strong influences 

toward the development of harmonic structure in music. 

The expressive effect of the suspension is one of the most 

vital aspects of interpretation in Renaissance music. Placed on 

words or syllables of particular feeling or power, the suspended 

dissonance creates tension which is singularly effective in under

scoring meaning. 

Another important form of Renaissance dissonance, the 

cambiata, is illustrated in measure 28 (alto part). The cambiata 

is a passing note figure in which the second note skips downward a 

third from a dissonance, followed by an ascending step to the final 

note. 



Key Center 

The chant upon which this motet is based is in Mode VI, hav

ing a range of C to c, and as its final, F. It uses the flatted B. 

The matter of transposition of modal music was discussed in 

the study devoted to Gregorian Chant (Chapter III of this disserta

tion). The presence of both B flat and E flat in this motet is an 

indication that the original chant has been transposed. Comparison 

with the original version of the chant"'' shows that the composer has 

indeed raised its pitch a perfect fourth to place it in suitable range 

for four part vocal music. 

Theoretical Outgrowths of the Study of the Renaissance Motet 

The most important theoretical studies which may be drawn 

from this investigation are those relating to the subject of conson

ance and dissonance. From previous studies, the hearing and 

visual recognition of intervals should be well established, particu

larly in melodic contexts. The perfect consonances--octaves, 

unisons, fourths, and fifths--together with the imperfect conson

ances--sixths and thirds--will be both horizontally and vertically 

observable in this music. The students should also become adept 

1. Liber Usualis, p. 1861. 



at recognizing dissonances--seconds and sevenths--as an essential 

part of the intelligent performance of the music. 

Although chords as such are not to be considered at this point 

as a basic part of the Renaissance concept of musical structure, the 

presence of triads as the incidental product of the polyphonic texture 

will be recognized. Since the study of chords and their construction 

was initiated in the study of the "Sumer Canon,11 it will be proper to 

pursue the subject further in this study. The identification of the 

principal triads (I, IV, and V) will be a desirable activity of this 

study when they are found, particularly in connection with the 

preparation and resolution of suspensions. See, for example, 

measures 41 and 42: 

i a J 

r  ' i  f  
3? 

& i= £ 



Rehearsal Suggestions 

In the performance of Renaissance music, certain standards 

of tone quality should be adhered to. Vowel sounds are to be as 

pure as possible. The tone should be free of vibrato, well-

supported, and well-focused in order to secure the accuracy and 

clarity of pitch required. Although a somewhat ethereal quality is 

sometimes obtained in the upper voices (perhaps in imitation of 

the boy voices which were invariably used for these parts in the 

sixteenth century), care should be taken not to obtain a colorless, 

••pure white1' tone throughout all the voices. Such a production 

robs the music of much of its emotional impact. 

The interpretation of Renaissance music demands not only 

a clear delineation of each vocal line, but also a conscious weav

ing together of all the parts to form a balanced and meaningful 

whole. The polyphonic treatment of the text makes doubtful the 

probability of under standing every word in each voice, nor is this 

considered essential. In well-written music of the period, each 

phrase will be clearly stated at least once, with the other state

ments being in the nature of development. The emotional effect of 

this development becomes as important as the statement of the text. 
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Pronunciation of Latin Text 

The Latin pronunciation used in the music of the Roman 

Catholic Church differs in many ways from that of Classical Latin 

as it is taught in the schools. The name "Church Latin11 is generally 

applied to this form of the language. It is recognized to be a corrup

tion of the Classical form which was probably current in the Church 

around the sixteenth century and which apparently has changed little 

since that time. There are many variants of Church Latin. The 

pronunciations given here are based upon the work of Rev. Michael 

de Angelis and are approved by Roman Church authorities. * 

Ave Maria, gratia plena: 

Dominus tecum, benedicta tu 

in mulieribus, et benedictus 

fructus ventris tui, Jesus 

Filius Dei vivi. 

Et benedicta sint beata ubera 
tua 

quae lactaverunt regem 
regum, 

et Dominum Deum nostrum. 

AH-veh Mah-REE-ah, GRAH-
tsee-ah PLEH-nah: 

DAW-mee-noos TEH-koom, beh-neh-
DEEK-tah TOO 

EEN moo-lee-EH-ree-boos, EHT 
beh-neh-DEEK-toos 

FROOK-toos VEHN-trees TOO-ee, 
YEH-soos 

FEE-lee-oos DEH-ee- VEE-vee. 

EHT beh-neh-DlSEK-tah seent bee-
AH-tah OO-beh-rah TOO-ah 

Koo-EH lahk-tah-VEH-roont REH-
jehm REH-goom, 

EHT DAW-mee-noom DEH-oom 
NAW-stroom. 

1. Michael de Angelis, The Correct Pronunciation of Latin 
According to Roman Usage, ed. Nicola A. Montani (Philadelphia: 
St. Gregory Guild, Inc., 1937). 
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Translation of Latin Text 

Ave Maria, gratia plena: 

Dominum tecum, benedicta tu 

in mulieribus, et benedictus 

fructus ventris tui, Jesus 

Filius Dei vivi. 

Et benedicta sint beata ubera 
tua 

quae lactaverunt regem regum, 

et dominum Deum nostrum. 

Hail Mary, full of grace: 

The Lord is with Thee, blessed 
art thou 

among -women, and blessed is the 

offspring of Thy womb, Jesus 

the son of the living God. 

And blessed are Thy beautiful 
breasts 

which nourished the king of kings, 

and our Lord God. 

Problems of Range and Tessitura 

Although the transposition of the motet mentioned previously 

places the music within the nominal range of mature voices, certain 

difficulties will be encountered in performance by younger singers. 

The alto and tenor parts are almost identical in range, and include 

passages too low for the alto voice and rather high for the tenor. 

In this edition the author has exchanged tenor and alto parts where 

it was feasible to do so, but not all extremes can be avoided in 

this way. It will be found advisable to assign one or two alto 

voices to the tenor part, and perhaps an equal number of tenors to 

the alto part on the low passages. The identity of the lines will 
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not be seriously impaired by this mixing of qualities, and the 

necessary strength not otherwise present will be assured. 

Special Projects 

Students desiring to inquire into the Renaissance motet as a 

form of musical composition, or into Renaissance music in general, 

may select projects such as the following for individual study: 

- Compare the motet Ave Maria by Josquin with one of the 

motets by Palestrina or Orlando di Lasso. Such devices 

as imitation, use of dissonance, introduction of homo-

phonic passages, and the contrasting of rhythmic and 

dynamic sections should be compared. 

- Make a study of Renaissance instruments and how they 

were used. 

- Investigate the use of instruments in connection with the 

performance of Renaissance vocal music. 

- Analyze the motet Ave Maria, finding and identifying 

the various types of suspensions and other forms of 
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dissonance used. The same may be done with other motets, 

such as the ones used in the first project given above. 

Evaluation 

Evaluation of the students' work should be in terms of perform

ance as well as through written examination. 

Evaluation Through Performance 

In music of the complexity and maturity of the Renaissance 

motet, an adequate performance depends upon the assimilation of 

a large amount of stylistic and interpretational information. In a 

performance by members of the Laboratory in Musicianship, the 

students might be expected to present the music without accompani

ment or direction from an instructor. They would be expected to 

demonstrate correct tempi, dynamics, and rhythmic precision. 

Desirable concepts of tone, accent, and phrasing should be clearly 

shown. Correct pronunciation of the Latin according to liturgical 

practice is also demonstrable only through performance. 

Accuracy of pitch and intonation as well as clarity in defining the 

various polyphonic lines are other objectives to be striven for in 

the performance of this music. 
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Evaluation Through Written Examination 

As a necessary documentation of that which has been learned, 

the written examination on factual information concerning the 

Renciissance motet should cover the following general subjects: 

- The origin of the motet as a form of vocal composition. 

- Definition of such terms as polyphony, phrase, rhythm, 

mensural, tempo, dynamics, dissonance, consonance, 

harmony, vibrato, suspension, passing tone, chord, 

metrical, tactus, accent, cadence, or other terms which 

have arisen in the course of the class investigations. 

- Discussion questions regarding meaningful aspects of the 

investigations. These may include questions about the 

formal structure of the Renaissance motet, the rhythmic 

and tonal organization of Renaissance music, and the use 

of dissonance during the period. 

- Questions involving musical examples in which the students 

are called upon to identify points of imitation, suspensions, 

passing tones, cadences, four part texture, two part 

texture, principal triads, etc.. 
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Reference Material for This Style Study 

Apel, Willi. Harvard Dictionary of Music, Cambridge: Univer
sity Press, 1944. 

"Mensural Notation,11 p. 439. 
"Motet," pp. 457-61. 

Cannon, Beekman C., Johnson, Alvin H., and Waite, William G. 
The Art of Music. New York: Thomas Y. Crowell Co. , 
I960. 

Chapter VI, "The Renaissance, Part I. 
The Music of Humanism 1400-1520," pp. 142-730 

Ferguson, Donald N. A History of Musical Thought. 3rd ed. New 
York: Appleton-Century-Crofts, 1959. 

Chapter IX, "The Fifteenth Century," pp. 122-49. 

Finney, Theodore M. A History of Music. Rev. ed. New York: 
Harcourt, Brace & World, Inc., 1951. 

** "Josquin," pp. 143-50. 

Grout, Donald J. A History of Western Music. New York: W. W. 
Norton, I960. 

Chapter VI, "The Age of the Renaissance: 
Ockeghem to Josquin," pp. 153-84. 

Harman, Alec, and Mellers, Wilfrid. Man and His Music. New 
York: Oxford University Press, 1962. 

* "Josquin des Prez," pp. 201-5. 

Hedley, Arthur. "Motet," Vol. V of Grove's Dictionary of Music 
and Musicians. 5th ed. Edited by Eric Blom. New York: 
St. Martin's Press, 1955. 

**pp. 912-15. 

Lang, Paul Henry. Music in Western Civilization. New York: 
W. W. Norton, 1941. 

"The Rise of a Neo-Gothic Style," pp. 183-99. 

* Included in Preparatory Assignments for Students in this 
style study. 

sic 26c Recommended as supplementcil reading for students. 
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Miller, Hugh M. History of Music. New York: Barnes & Noble, 
Inc., I960. 

* Chapter VTL, "The Sixteenth Century,11 pp. 36-42. 

Parrish, Carl, and Ohl, John F. Masterpieces of Music Before 
1750. New York: W. W. Norton, 1951. 

** "Josquin des Prez," pp. 58-63. 

Reese, Gustave. Music in the Renaissance. Rev. ed. New York: 
W. W. Norton, 1959. 

Chapter 5, "Josquin des Prez and His Contemporaries," 
pp. 184-287. 

Stein, Leon. Structure and Style. Evanston, Illinois: Summy-
Birchard Co. , 1962. 

* "Motet," pp. 183-4. 

Thompson, Oscar, (ed.). International Cyclopedia of Music and 
Musicians. 7th ed. Rev. Nicholas Slonimsky, ed. New York: 
Dodd, Mead & Co., 1956. 

* "Josquin," p. 913. 
"Motet," p. 1179. 

Wold, Milo, and Cykler, Edmund. An Introduction to Music and Art 
in the Western World. Dubuque, Iowa: Wm. C. Brown Co., 
1958. 

* Chapter 7, "The Renaissance," pp. 102-29. 

2. Renaissance Secular Music: The Madrigal 

The madrigal has been called "the most typical musical genre 

of the late Renaissance."* Its origins, unlike those of most 

stylistic developments, can be accurately established both as to 

date and as to those responsible for its earliest beginnings. 

Historians agree that the first madrigals were composed in the 

1. Lang, op. cit., p. 221. 
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1530's and that they were written by a group of composers of the 

Venetian school. Foremost among these composers were the 

Netherlanders, Willaert, Verdelot, and Arcadelt who along with 

other northern European musicians held positions of importance in 

Italy in the early sixteenth century. 

A madrigal is a polyphonic setting of a short lyric poem. The 

text is secular and in the native tongue of those for whom it is 

intended rather than in a language of learning or culture, such as 

Latin or Greek. The word madrigal, in fact, may come from an 

Italian word meaning "in the mother tongue." The first madrigals 

were for four voices, but later examples frequently have five, 

six, or even more parts. The madrigal may be said to be the 

product of the combination of a type of Italicin popular song called 

the frottola, with the polyphonic art of the Netherlands composers. 

Frottole were simple homophonic settings of popular Italian 

verses. They were graceful and attractive but of brief popularity, 

much like our modern popular song. The more serious northern 

composers used lyrics of somewhat higher literary quality--the 

Italian poet Petrarch was a favorite source--and set them to more 

complex contrapuntal music. They retained, however, the melody, 

rhythm, color, and lightness of the frottola. 
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Although the madrigal as a type of musical composition enjoyed 

a popularity of less than one hundred years, many thousands of them 

were written, not only in Italy but in England, France, and Germany 

as well. The polyphonic chanson, a somewhat earlier development, 

was the French equivalent of the early madrigal and enjoyed similar 

favor. Transplanted to England, the madrigal became immensely 

popular, and the singing of madrigals a social institution. In 

Germany the madrigal attained a lesser but significant stature. 

Madrigals have been described as a form of "house music," 

intended as much or more for the enjoyment of the singers as for 

the entertainment of an audience. The madrigal retains an appeal 

matched by few types of vocal music. 

Reese attributes to the madrigal the following characteristic 

traits: 

1. Music composed to set a text of literary quality rather 
than a text written to be set to music; 
2. Music intended to express the content of the text; 
3. As a result of this, a non-strophic (through-composed) 
form, on the principle that the same music will not suffice 
to set the varying content of successive stanzas, the 
actual form differing from piece to piece and being suggested 
even more by the content than by the structure of the poem; 
4. Individual voices that are equal and all engaged in precise 
and beautiful declamation of the text (as distinguished from 
the voices in a frottola, with its assignment of the most 
prominent role to the superius); 
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5. A texture that may be polyphonic or chordal (and syllabic) 
and that, when it uses imitation, does so because this 
enhances the rhythmic independence of the voices or illustrates 
the text, rather than because it is intrinsic to the madrigal. * 

Directing Student Investigations of the Madrigal 

Musical Example for Rehearsal and Study: 

Hans Leo Hassler, Now Sing We All This Day 
('•Nun fanget an, ein guts LAedlein zu singen") 

Recording: Archive Production: ARC 3075, 
IV Research Period: The High 
Renaissance, Series H, The 
German Lied, Side 1, No. 1. 

Objectives 

- To discover the structural and formal characteristics of 

Renaissance secular music as they are represented in 

the madrigal. 

- To compare the compositional style of the sixteenth 

century madrigal with that of the Renaissance motet, 

recognizing the basic stylistic unity of all Renaissance 

music. 

1. Reese, op. cit., p. 315. 
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- To study the tonal organization typical of Renciissance 

secular music, recognizing the trend toward major-

minor tonality. 

- To apply the theoretical principles outlined in the study 

of the Renaissance motet to the structure of the 

madrigal, with particular emphasis on the use of triads 

as they occur in chordal sections of the madrigal, the 

principle of inversion as applied to triads, the structure 

of major and minor triads, and comparison of the use 

of dissonance in secular music with that used in the 

motet. 

To introduce the principle of key relationship through 

modulatory sections within the madrigal, with particular 

attention given to the dominant-tonic relationship. 
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Preparatory Assignments for Students 

Reading* 

Grout, A History of Western Music 
"The Madrigal and Related Forms," pp. 206-13. 

Miller, History of Mfreic 
•'Secular Polyphony,11 pp. 43-7. 

Parrish and Ohl, Masterpieces of Music Before 1750 
"Madrigal," pp. 100-1, 109. 
"Chanson," pp. 64-5. 

Thompson, International Cyclopedia of Music and Musicians 
"Hans Leo Hassler," pp. 758-9. 

Listening and Score Study 

Italian Madrigals: 

Three Madrigals 
History of Music in Sound, RCA LM 60 29, 
Vol. IV, Side 1, Band 1. 

Luca Marenzio, S'io parto, i' moro 
Masterpieces of Music Before 1750, 
Haydn Society Records, HS 9039, Side 1, No. 27. 
Score: Parrish and Ohl, MM 1750, pp. 102-8. 

English Madrigals: 

Four Madrigals 
History of Music in Sound, RCA LM 60 29 
Vol. IV, Side 1, Band 2. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 
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John Bennet, Thyrsis, Sleepest Thou? 
Masterpieces of Music Before 1750, 
Haydn Society Records, HS 9039, Side 1, No. 28. 
Score: Parrish and Ohl, MM 1750, pp. 110-14. 

French Chanson: 

Three Chansons 
History of Music in Sound, RCA LM 6029 
Vol. IV, Side 1, Band 3. 

Thomas Crequillon, Pour ung plaisir 
Masterpieces of Music Before 1750, 
Haydn Society Records, HS 9038, Side 2, No. 20. 
Score: Parrish and Ohl, MM 1750, pp. 66-73. 

German Lied: 

Hans Leo Hassler, 10 Teutsche Gesang 
Archive Production, ARC 3075, 
Side 1. 
(The first of these is the subject example.) 

German text for Now Sing We All This Day (Nun fanget an) 

Nun fanget an ein guts Liedlein zu singen 
Last Instrument und Lauten auch erklingen 
Ldeblich zu musicieren will sich jetzund geburen 
Drumb schlagt und singt das als erklingt 
Helfft unser Fest auch zieren. 



Now Sing We All This Day 
For Mixed Voices (S.A.A.T.B.) 

T*xt translated by " caPPella 
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Copyright 1957 by Mills Music, Inc. 
(Used by Permission) 
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Pl»T 
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Information for Study and Class Discussion 

Hans Leo Hassler was the first German composer to go to 

Italy for his musical training, and the first to bring back Italian 

forms and styles. The example, Now Sing We All This Day, is one 

of a set of twenty-four German songs which Hassler published in 

1596 under the title Neue teutsche Gesang nach art der welschen 

Madrigalien und Canzonetten (New German Songs in the style of 

foreign Madrigals and Canzonettes). As Reese points out, "these 

songs are rather more simply constructed than madrigals; they are 

prevailingly chorda! and divide into short, well-defined sections.11* 

They are thus more closely related to the Italian villanelle and 

frottola than to the madrigal. This simplicity makes them espe

cially appropriate for high school ensembles since the subtlety and 

sophistication of the later madrigal frequently poses problems of 

performance beyond the capacity of young singers. 

The example provides an introduction to many of the basic 

elements of madrigal style without the complications inherent in 

many madrigals. 

Form 

The form of the madrigal is, in general, similar to that of 

the motet. It is through-composed, giving each verse of its lyric 

1. Reese, op. cit., p. 711. 
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poem individual setting. It is sectional, with the treatment of each 

phrase or text idea comprising a musical segment of the madrigal. 

Frequently, sections in triple meter are interpolated between 

sections in duple time; homophonic or chordal sections are common. 

This structural freedom of the madrigal is one of its characteristics. 

Composers were free to use whatever devices were needed to 

express the text. 

The example Now Sing We All This Day consists of three sec

tions, the first of which is repeated. The first section contains 

alternating polyphonic (imitative) and chordal phrases illustrating 

the propensity of madrigal composers for using both styles. It may 

further be noted that the third phrase is based upon the same theme 

as the first, but in the key of the dominant. The fourth phrase 

(chordal section) uses the same rhythmic pattern of the second 

phrase to return to the key of G minor. The cadence is in G major. 

The second section is a short polyphonic one of only six 

measures duration. A new point of imitation on "Today we sing" 

opens the third section which is very freely imitative and also 

consists of a series of transient modulations. After a cadence in 

G major, the same melodic motive and words of section three are 

repeated in a sort of coda, re-establishing firmly the G major 

key center. 
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Rhythm 

The rhythm of the madrigal is based upon the same principle 

as that of the motet. The steady underlying pulse of the tactus is 

still present. The mensural concept of word accent is the determin

ing factor, rather than the regular pattern of metrical accent, just 

as in the motet. 

The difference between motet and madrigal in so far as rhythm 

is concerned lies in the variety of note values used and in the 

predominance of shorter note values in the madrigal. This results 

in quicker moving parts consistent with the lighter subject matter 

treated. Even in modern editions where note values have been 

halved or sometimes quartered, the motet still moves primarily 

in half notes and quarters, whereas the madrigal makes frequent 

use of eighth and even sixteenth note passages. Madrigals which 

made use of many quarter and sixteenth notes were known as 

"chromatic madrigals," referring to the presence of many "black-

colored" notes. This is not to be confused with the late sixteenth 

century chromatic madrigal which was so-called because of its 

frequent use of chromatic half steps. 

Irregular rhythms, syncopations, and the use of dotted note 

figures are frequently used as means for the reflection of ideas. 
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Tonal Organization 

In the course of the development of the madrigal during the six

teenth century, the concept of tonal organization progressed from one 

of modality to one of major and minor tonality. The madrigal being 

unfettered by the ecclesiastical traditions of the Church was free to 

move in whatever tonal directions its composer might choose. As a 

result, the madrigal may be called the most progressive genre of 

Renaissance music. In addition to the use of major and minor key 

centers, madrigal composers of the late sixteenth century often 

used chromaticism and modulation quite freely. Foremost among 

the writers of such chromatic madrigals (meaning here, of course, 

the frequent use of half steps with many accidentals) are the Italians 

da Rore, Gesualdo, and Monteverdi, and the Englishman Weelkes. 

In the Hassler madrigal Now Sing We All This Day the tonal 

orientation is modal but with some chromatic alteration and with 

some interesting modulatory passages. The passage between meas

ure 36 and measure 43 is an example of this movement through a 

series of key centers utilizing dominant-tonic chord relationships. 

Typical of the music of the late Renaissance is the use of the 

major third in all fineil cadence chords. This "picardy third" was in al

most universal use throughout the Renaissance (whenever the third was 

admitted to the final chord) and also through the Baroque period. The 

guiding principle was that regardless of the mode prevailing during 

the rest of the composition, the final chord should be a major triad. 
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Theoretical Outgrowths of the Study of the Madrigal 

The foremost new theoretical experiences to be -gained from 

this study are the appearance of more chordal structure and the 

use of tonal key relationships. 

The example Now Sing We All This Day provides excellent 

opportunity for the investigation of both. 

The structure of major and minor triads can be studied on the 

basis of examples, particularly in the chordal sections in measures 

5 through 8 and 12 through 15. Most of the triads used are in root 

position, giving the student opportunity to tinder stand the strength 

of this position. The use of a few first inversions on weak beats 

serves to heighten this evidence of the relative strength of the two 

chord positions. 

The matter of triad structure in both major and minor chords 

can be brought out. The principle of inversion, often not well 

comprehended by beginning theory students, can be clearly 

illustrated. 

The principle of next-related keys, which will be increasingly 

important in all future theoretical studies, is well illustrated, 

particularly in the modulatory section in measures 36 through 43. 

Students should have frequent opportunity to identify major, 

minor, and perfect intervals through hearing and also through 
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singing the intervals encountered in the musical examples. The 

recognition of major and minor triads through hearing, and the 

ability to identify and sing them on sight, should also be a major 

problem in connection with this study. 

Rehearsal Suggestions 

In rehearsing the madrigal Now Sing We All This Day the 

selection of the proper tempo becomes one of the first important 

considerations. Two factors which can be used as guides in proper 

tempo establishment are the principle of tactus, present in all 

Renaissance music, and the necessity for choosing a tempo at 

which the most rapid passages can be performed with ease, clarity, 

and grace. 

As has been previously mentioned, tactus in the sixteenth 

century is generally set between sixty and eighty pulses per 

minute. Since this is a rather light-hearted text, the tempo may 

be tentatively assumed to be toward the faster rather than the 

slower end of the tactus range. 

The quickest notes in the madrigal are eighth notes. Typical 

eighth note passages are those in measures 40 and 41. They can 

be sung quite easily at J * 80. 
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Experimenting with the entire composition at the speed of 

M. M. J = 80 will show a very satisfactory feeling of movement 

without any sense of rushing. This, then, is the probable correct 

tempo. 

The dynamic range of the madrigal is not large, ranging from 

piano to mezzo forte. The rise and fall of the melodic line will 

provide contrast of intensity which must not be lost in performance. 

The question of whether the homophonic sections should be louder 

or softer than the polyphonic sections, and the dynamic treatment 

of the final section which is a repetition both of the words and 

melodic ideas of the preceding section, must be considered. 

The interpretation of madrigals brings up the subject of 

"madrigalism,11 a term which describes devices used by composers 

of madrigals, particularly in the late sixteenth century, in their 

attempts at literal translation of text into music. Henry Pruni^res1 

often-quoted description of madrigalism is worthy of repetition 

here: 

The composer does not aim only at transposing into 
appropriate melody and harmony the prevailing atmosphere 
of the short poem; he endeavors to paraphrase minutely its 
ideas and its very language. Long festoons of thirds weave 
themselves about the "chains of love"; sighs are transplanted 
by pauses and breaks in the melody; the idea of duration, of 
immobility, is expressed by the holding of a single voice, the 
others carrying on their parts relentlessly. The voices rise 
on the words "heaven," "heights," "ascension"; they fall on 
the words "earth," "sea," "abyss," "hell." The notes scatter 
in silvery groups around the words "laughter," "joyous," 
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"gay.11 Finally "martyrdom,11 "sadness," "pain," "cruelty," 
"tears" are expressed by audacious discords and unexpected 
modulations. 

The example madrigal is not filled with madrigalisms. The 

students may wish to examine several other examples of the late 

madrigal in search of illustrations. However, the music of this 

example should be studied closely in the light of the tendency of 

madrigal composers to use this device. At least one irrefutable 

madrigalism will be found: the eighth note passages accompanying 

the word "merry" ("Fest auch zieren"), in measures 40, 41, 47, 

and 48. A search for others, if it is kept within reasonable bounds, 

will probably be beneficial to effective interpretation. 

Special Projects 

Special projects connected with the study of the madrigal 

may include the following: 

Compare such forms of the English madrigal as the Ballet 

or "Fa-la," (Now Is the Month of Maying, by Morley) and 

the "slow" madrigal (O Softly Singing Lute, by Pilkington) 

with Now Sing We All This Day. 

1. Henry Pruni&res, Monteverdi, His Life and Work, trans. 
Marie D. Mackie (New York: E. P. Dutton, 1926), pp. 28-9. 
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- Choose at random several English madrigals and find in 

them examples of madrigaJism. 

- Investigate the use of instruments in connection with the 

performance of madrigals during the Renaissance. 

Evaluation 

The use of the Demonstration-Recital and public performance 

in the evaluation of madrigal studies is similar to that discussed in 

previous style studies and needs no further elaboration here. 

Written examinations may include such questions relative 

to the madrigal form and style as the following: 

- Discuss ways in which the sixteenth century motet and the 

madrigal of the same period are similar. 

- J>iscuss ways in which they are different. Both of these 

questions should deal with formal structure, tempo, 

dynamics, tonality, texture, rhythm, and text. 

- Discuss the origins of the madrigal. 

- Discuss the meaning of madrigalism. 



194 

Written examinations in music theory will be concerned with 

the identification by hearing of major, minor, and perfect intervals; --

with the identification in musical examples of principal (I, IV, and 

V) triads; and with the recognition of triads in root position and in 

first inversion. The accurate writing of short, simple melodic 

passages from dictation may also be expected. 

Reference Material for This Style Study 

Apel, Willi. Harvard Dictionary of Music. Cambridge: Harvard 
University Press, 1944. 
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** "Chanson," pp. 130-1. 
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The Art of Music. New York: Thomas Y. Crowell Co., I960. 

Chapter VII, "The Renaissance, Part II, 
Mannerism 1520-1600," pp. 174-212. 

Dent, Edward J. "Madrigal," Vol. V of Grove's Dictionary of 
Music and Musicians. 5th ed. Edited by Eric Blom. New 
York: St. Martin's Press, 1955. 

pp. 488-97 

Einstein, Alfred. The Italian Madrigal. Trans, by Alexander 
Krappe, Roger Sessions, and Oliver Strunk. Princeton, New 
Jersey: Princeton University Press, 1949. 

Ferguson, Donald N. A History of Musical Thought. 3rd ed. 
New York: Appleton-Century-Crofts, 1959. 

* "The Madrigal in Italy," pp. 158-9. 

Included in Preparatory Assignments for Students in this 
style study. 

** Recommended as supplemental reading for students. 
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Renaissance," pp. 380-447. 
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York: Dodd, Mead & Co. , 1956. 
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CHAPTER V 

DEVELOPING MUSICIANSHIP THROUGH THE STUDY 

OF MUSIC OF THE BAROQUE PERIOD 

Introduction 

The Baroque era is generally said to extend from 1600 to 1750. 

This takes in an extremely -wide epan of musical development almost 

too varied to be included in a single period. However, certain 

unifying threads can be distinguished running through the entire 

period which justify its designation as a single musical movement. 

The term baroque is borrowed from art history and was origi

nally used in a derogatory sense referring to what from the 

Renaissance point of view was a display of bizarre, exaggerated 

expression of emotion and feeling. This spirit of emotionalism 

was manifested in painting, architecture, sculpture, and poetry 

as well as in music, and was the result of an age in which man's 

traditional beliefs in terms of religion, philosophy, and science 

had been drastically disturbed by new discoveries and new ideas. 

The following paragraph summarizes the transition from 

Renaissance to Baroque points of view: 

196 
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The concatenation of scientific discoveries and religious 
upheaval produced around 1600 a change in the outlook of the 
world. Doubts and uncertainties were to be found on every 
side. New horizons were opening everywhere, challenging men 
to explore them. Old ways of thought had to be abandoned or 
modified to meet the altered conditions. As it happened, 
most men in the first half of the seventeenth century chose 
the second of the alternatives. Just as a scientist such as 
Kepler tried to fit his new conception of the heavens within 
the ancient musical cosmogony, so painters, architects, and 
poets poured their new emotionalism into molds inherited 
from the humanistic Renaissance. The painter, while filling 
his canvasses with motions and tensions foreign to the art 
of the High Renaissance, still depicted themes drawn from 
Greek and Roman mythology and still garbed his figures in 
classic togas or depicted them in classic nudity. The arch
itect, while creating buildings that overwhelm the spectator 
with their monumentality or ornateness, still worked with 
architectural elements borrowed from the classic past. The 
poet and musician, too, still adhered to humanistic ideas 
cultivated during the fifteenth and sixteenth centuries. 
The new art of the seventeenth century represents not so 
much a rejection of the Renaissance as it does a transfor
mation of its elements into a swelling, emotional style that 
later generations were to call contemptuously "baroque," 
meaning extravagant and in bad taste. Today this once per-
jorative term is used in a positive sense to characterize 
that cultural period which begins in the late sixteenth cen
tury and extends to the middle of the seventeenth, and even 
in many cases into the middle of the eighteenth century. ^ 

Dramatic Music - Recitative Style 

The introduction into musical composition of an element of 

personalized emotion was thus one of the first and most characteristic 

1. Beekman C. Cannon, Alvin H. Johnson, and William G. 
Waite, The Art of Music (New York: Thomas Y. Crowell Co., 
I960), pp. 217-18. 
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features of the early Baroque period. A new type of music, the 

recitative, was invented which was perfectly suited to the needs 

of such emotional display. 

Recitative style was developed in the city of Florence by a 

group of musicians and poets called the Camerata. They set out in 

the last years of the sixteenth century to create a form of drama 

which was patterned after the theatre of the ancient Greeks. Know

ing that music in ways they did not fully understand played an impor

tant part in Greek dramatic performance, the Camerata experi

mented with ways in which music might be used to heighten drama 

and to enhance the meaning and emotional content of the poetry. 

They rejected the polyphonic texture of the Renaissance since, 

in their opinion, the text was obscured and made meaningless by 

the interweaving lines. Instead, they used a single melodic line 

intended to be sung by a single performer with an instrumental 

accompaniment which gave harmonic support to the melody. The 

resulting accompanied monody was one of the important stylistic 

features of the early seventeenth century. 

In its earliest forms the monody was an extremely uninterest-

ing type of melody since its only function was to follow the 

emotional details of the text as closely as possible, giving the singer 

a vehicle upon which to intone his lines. In so doing the actor was 
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free to express the utmost extremes of emotionalism in terms of 

sighs, moans, and cries of anguish, pain, and so on. Recitative 

style--as this type of music was called--may be said to have been 

in its early stages more speaking and acting than, singing. Indeed, 

the professed purpose of the Camerata -was to make music the ser

vant of the poetry. However, as the forms of dramatic music 

developed--opera, oratorio, and cantata--music regained a position 

of importance, and the recitative decreased in rhythmic and 

melodic interest. The history of seventeenth century opera shows 

more and more lyricism entering into the musical fabric until two 

distinct types of melodies (both monodic) are identified. The 

recitative, still basic to the structure of opera, remains; lyric 

songs, or arias, have been added. 

Polyphony - Instrumental Style 

While the early composers of the Baroque revolted against 

the pervading polyphony of the sixteenth century, the strictly 

homophonic approach to composition was not to endure for long. 

Indeed, few composers could ever be said actually to have 

abandoned polyphonic writing. The polyphony of the Baroque, 

however, was of a different character from that of the previous 

period. Rather than a polyphony in which each of the melodic lines 
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was related to the others primarily through the intervallic structure 

arrived at through the melodic modes, the polyphony of the Baroque 

was regulated by a well-defined system of tonality--the major-

minor system which had been evolving during the sixteenth century. 

Another essential difference in the polyphony of the Baroque 

period is its instrumental character. Whereas the Renaissance 

composers were largely indifferent to the matter of writing for 

specific idioms of performance, the Baroque is notably conscious 

of the various effects obtainable through the use of different com

binations of instruments or voices and through the exploitation of 

the capabilities of specific idioms with regard to tone color, 

flexibility, range, and other characteristics. For example, wheji 

the Renaissance musicians composed for the human voice, they 

were unconcerned as to whether a particular combination of voice's 

actually performed the music or whether instruments doubled or 

replaced certain voice parts. The particular quality of the voice 

was not considered important to effective performance. Baroque 

composers, on the other hand, were extremely sensitive to the 

peculiar effect to be obtained from each instrument and voice, and 

wrote specifically for each. 

In writing contrapuntal music, the Baroque composers were 

most interested in writing for combinations of wind and string 
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instruments, and for keyboard instruments (organ and harpsichord). 

This music, taking advantage of the wider range and greater flexi

bility of the instruments as compared to the human voice, was 

quite different from the vocal polyphony of the Renaissance. 

Utilizing runs, leaps, and ranges beyond the easy accomplishment 

of the voice, it developed a definitely instrumental character. 

Further, music for each idiom acquired its own specific techniques 

and became closely identified with that particular instrument. 

The next step in the exploitation of idiom in musical composi

tion was a conscious exchange of idiom. That is music in a style 

suitable for violin was written for keyboard; vocal-type music was 

written for brasses; and, perhaps most important to this study, 

polyphonic music was written for voice in the same style as that 

intended to be performed by instruments. As Bukofzer says, "The 

instrumental handling of the voice must be recognized as one of 

the vocal idioms of the time. 

The vocal scoring of this instrumenta^polyphony obviously 

made demands which singers found to be less than grateful to the 

voice. Ranges tended to be extreme, and rhythmic and melodic 

figures challenged the flexibility and articulatory resources of the 

1. Manfred F. Bukofzer, Music in the Baroque Era (New 
York: W. W. Norton, 1947), p. 15. 
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singer. That the human voice is equal to such demands is attested 

by nearly three hundred years of effective and beautiful perform

ance of Baroque music by vocalists. 

Examples of Baroque dramatic music and polyphony to be 

investigated by students in a Laboratory in Musicianship will be 

presented in this Chapter. The example of dramatic music is 

typical of the fully-developed recitative style of the mid-seventeenth 

century and of the oratorio style of the period. The example of 

polyphony is representative of the style of the late Baroque era. 

In the examination of these two important stylistic concepts 

of the Baroque, the student will be confronted by such structural 

and theoretical principles as the full realization of the major-

minor tonal system, the acceptance of metrical rhythm, and the 

development of more highly-organized forms of vocal and instru

mental composition. 

1. Baroque Dramatic Music 

When the Florentine Camerata initiated the movement which 

culminated in the opera, oratorio, and cantata, one of the most 

significant developments in the entire history of music took place. 

The successful combination of music and drama has been one of 

the major challenges facing composers of all subsequent eras. 

7 
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Few composers have rejected it completely, although many have 

attempted or at least been successful in, only the non-stage 

varieties of oratorio or cantata. 

One of the early composers of oratorio--in fact, perhaps the 

first fully to exploit the form—was the Italian church musician 

Giacomo Carissimi (1605-1674). Carissimi's oratorios, abandon

ing all staging aspects, consisted of instrumental introductions 

and interludes, a "testo" who sang the narrative, other solo per

formers who portrayed musically the principal characters of the 

story, and a chorus whose function was to comment and expand upon 

the religious story as it unfolded. 

The oratorio was, then as now, a lengthy composition equiva

lent to a full length opera or play. A shorter version of the 

oratorio was the cantata, identical in structure with the oratorio 

in every way except length. The excerpt chosen for study here is 

from such a short work: the cantata "Judicium Salomonis" (The 

Judgment of Solomon). 

The selected scene involves three singers and tells the story 

found in the Old Testament (I Kings 3: 16-28) of Solomon's wise 

handling of a dispute between two women over which of them is the 

mother of a certain child. 
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While not material suitable for performance by an entire vocal 

ensemble, this scene gives an excellent introduction to recitative 

style, and provides members of an ensemble who desire solo 

experience with an opportunity to experiment with this type of sing

ing. Proper singing of recitative is a skill seldom gained by student 

singers until much later in their trciining although there seems to be 

no reason why such experience should necessarily be delayed. 

It is recommended that all members of the ensemble learn 

parts for this scene and that public performance be assigned to 

those who prove best able to sing each of the three parts. A further 

ensemble experience can be gained by including in the performance 

the motet-like chorus (not included in this study) which follows 

this scene in the cantata. 

Directing Student Investigations of Recitative Style 

Musical Example for Rehearsal and Study: 

Giacomo Carissimi, Judicum Salomonis, Scene: 
"Afferte Gladium" (''Take thou the sword'1) 

Recording: Masterpieces of Music Before 1750, 
Haydn Society Records, HS 9039, 
Side 2, No. 32. 
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Objectives 

- To establish the basic difference in ideals and musical 

practice between the Renaissance and the Baroque periods. 

- To develop understanding of the dramatic elements in music 

as demonstrated in the operas and oratorios of the 

seventeenth century. 

- To study music in recitative style. 

- To progress in theoretical studies through the introduction 

of the following elements of musical structure: dominant 

seventh chords, major and minor key relationships, and 

minor scale structure. 

Preparatory Assignments for Students 

Reading* 

Grout, A History of Western Music 
"General Characteristics of the Baroque," pp. 266-75. 

Miller, History of Music 
Part Three, "The Baroque Period, •• pp. 67-83. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 



Stein, Structure and Style 
"Recitative," pp. 190-1. 

Wold and Cykler, An Introduction to Music and Art in the 
Western World 

Chapter 8, "The Baroque," pp. 131-67. 

Listening and Score Study 

Monteverdi , Recitative from "Orfeo" 
Recording: Masterpieces of Music Before 1750, 

Haydn Society Records, HS 9039, Side 2, 
No. 31. 

Score: Parrish and Ohl, MM 1750, pp. 124-

Handel, "Messiah," Soprano recitatives No. 14 and 15 
Recording: Any of the many standard recordings in 

English will suffice. 
Score: Handel, Messiah, G. Schirmer, publisher. 



Cantata: JUDICIUM SALOMONIS 

Scene: "Afferte gladium" 

Giacomo Carissimi 
(Original a major 2nd higher] 

Solomon 

Af-fer-te, af-fet-te gla-di-um ct dl - vi- di - te in - fan . tcm 
Go take thou the sword and se-ver the child, the tiv - ing child in two, di-

vi • vum in du-as par - ta et da - te di-mi - di • am par 
vide thou the Iiv-ing in • font, and give thou a half to the one 

the diild like - wise 

2nd Mother 

Nec 

This performance edition is taken from Masterpieces 
of Music Before 1750 by Carl Parrish and John F. 
Ohl. Used by permission of the publisher, W. W. 
Norton, Inc. 
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CARISSIMI, SCENE 

bi. nee 

1st Mother 

Heu, hen. G - li mil 
Ah, «h, ah my son! 

da - tur, di vi da_ 
vide it, but_ di vide. 

.tur. 

Com-mo - ta sunt 
My heart doth yeam for thee. Yea, my heart doth yearn for thee, o my 

me - • 

j i f  t  r  n  i r  r  r  r  i  i  | i  1  

mil Da • te, da - te 3 • ti po • ti - us in - fan - tem 
son) Give to her the liv - in( child, to her the liv • ing 



209 

CARISSIMI, SCENE 

Solomon 

vi • vum el non di • vi * da • tur. 
in - fant, and in no wise hann it 

Di * vi • di • tc, di* 
Di>vide the child, di

• 1
 

—It •' • t r 

vide the child in two parts, di • vide thediild, di • vide the child, the 

. 2nd Mother 

fan. 
tiv_ 

.tern vi • vum. 

.ing in • (ant 
Nee mi - hi nec 
So let it be 

ti - bi, nec mi • hi nee 
nei • ther for one nor the 
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CARISSIMI, SCENE 

1st Mother 

9  "r 
Heu, 
Ah, 

A " 
heu, 
ah. 

' r • 1' r  r 1 
non, non di • vi -
no, do not di -

r  r  «  p i 
da - turt Di • te 
vide itl Give to 

y \ 

i 
ri vum et noa di • vi 
n • font, and in no wite 

da ha. 
ham it 

u . 
OS—p$l 1 ~f T 

J 

Solomon 

Di - te hti - ic in - fan*tem vi • vum, da • te ha - ic in • fan.tem 
Give to thil one the liv - ing in • 6mt, ghw to Ail one the liv • ing 



CARISSIMI, SCENE 

haec at ca • ia ma - to c. 
for die it ia • deed die .thai 

w  i 
f 

f p p .p p • 

D( - te ha • k ia • fta-tem 
Give to thit one die liv - ing 

0 ** 

P  P  p  J ' p p p p i J L J  

vi • vum, da - te hu - k ia • fta-tem 
in - fiat, give to thit one the liv - ing 

Z 

«i • van: haec at en - isa na-ta e • jot, haec ett ca • in ma - ter 
ia • fiat, for the it ia • deed die mo - thcr, foe the it ia • deed the 
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Form 

The formal organization of music in recitative style is almost 

entirely dictated by the expressive needs of the text. Very rarely 

are the elements of repetition and contrast utilized in the same 

sense as they might be in more lyric types of music. Unity is 

achieved through such stylistic devices as tempo, melodic charac

ter, key relationships, and rhythmic pattern. Contrast is a matter 

of changes in these same elements. 

The example gives opportunity to observe this concept of 

unity and contrast in the lines of Solomon and those of the First 

and Second Mothers. The recitative of Solomon moves in a regular 

rhythm and in a strong chord-line melody giving the feeling of 

dignity, confidence, and strength: 

Measures 1-3 

7u i  7  c  f p  $  v ?  If f g  g y  f  f t  t  $=ff=f 
Go tu.ke sword ami S*v-<r 'Hk cli'U.+ta liv-irujcKiU in Jt -

?L c f ^ g f I" i 
vij« Hmu if*. liV - in^ »» — 
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The Second Mother's character is aptly portrayed in the music 

of her recitative which begins by imitating the style of Solomon's 

recitative, expressive of her agreement with his pronouncement, 

The First Mother sings in a much more lyrical style signify

ing the depth of her love for the child. Here the line between 

recitative and aria might become difficult to draw if the section 

were extended and the melodic and harmonic structure were 

allowed fuller development. As it is, the recitative character is 

preserved through the lack of any such development, the use of 

many repeated notes, and the brief nature of the part. The more 

sustained, slower character of the recitative, however, is in 

marked contrast to those of both of the other characters: 

but ends with a somewhat hysterical pattern of sixteenth notes: 1 

Measures 11-13 

1. These divided notes on the word "divide" constitute an 
excellent example of madrigalism. 
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Measures 14 - 16 
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Ah, f\V, O.K m« son! 

i a  T p  | ?  I ? »p p^ j  

kwr't ij(*m |«* ih<c. 

The recitatives of Solomon at the beginning, middle, and end 

of the scene serve to unify it musically through the similarity of 

style and melodic content. Key relationships which also play a 

part in tying the scene together will be discussed further under 

Tonal Organization later in this study. 

Rhythm 

One of the characteristics of recitative style is freedom of 

rhythm giving the singer considerable latitude in the expression 

of the emotional content of the text. How exactly the singer should 

treat this freedom of rhythm without destroying the intent of the 

composer is always a problem. Plunket-Greene gives the follow

ing helpful suggestion: 

Recitative is no more ad libitum rhythmically than a florid 
song; where the singer has freedom is in note-values. 
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Recitative is written by the composer in those note-values in 
which he himself would sing it. In most cases the composer's 
version is the best; but many singers would not feel the 
declamation in exactly the same way, and they have a perfect 
right reasonably to adapt the written note-values to suit 
their own histrionic ideas. But that privilege carries its 
responsibilities. They may do what they like in the tj>ar but 
the bar itself must preserve the rhythm of the song. 

In other words, while the singer may alter individual note-

values the better to express the meaning of the text, he must be 

careful to preserve the metrical value of the bar, keeping the 

proper number of beats to the measure and maintaining a tempo 

which moves the music ahead at the proper rate of speed. 

In the case of beginners working with recitative style, it 

will prove best to observe rather closely the note-values written 

by the composer. The singer, however, must feel free enough 

to put the desired emotional context into the recitative. 

Tonal Organization 

Two factors are important to the study of the tonal organiza

tion of this example of recitative style. The first is the key 

relationships which are encountered as one teads through the score. 

The other is the type of accompaniment typical of recitative style 

which the composer has devised. 

1. Harry Plunket-Greene, Interpretation in Song (London: 
MacMillan & Co., Ltd., 1956), p. 14V. 
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With regard to the matter of key relationships, the student 

should recognize from the beginning that this is tonal rather than 

modal music. It is definitely key-centered, as is evidenced by the 

series of chords through which the music passes, with frequent 

cadences being reached always definitely in a major or minor 

key. The lack of a key signature is perhaps an indication that the 

sense of key was not completely realized by the composer and by 

others of his period, and also that key signatures were not univer

sally in use in the mid-seventeenth century. 

A harmonic analysis of the music, according to the realiza

tion used in the example, shows a progression through the following 

keys: (Capital letters indicate major keys: lower case letters 

represent minor keys.) 

Measure 1 6 7 10 11 13 14 18 20 22 
Key F c G C F B* b* G x C 

25 27 29 30 34 36 38 40 44 (end) 
F F B5 E5 c C B* F C C~ 

Such a series of rather rapid key changes indicates a some

what loose feeling for key center--no key remains very firmly 

established for long--but at the same time it shows a clear under

standing of key relationships. Examination of the preceding chart 

will show that the composer has moved consistently from key to 
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next-related key, and that all the now traditional relationships are 

understood and accepted. Next-related keys consist of the keys 

of the dominant and sub dominant and the relative minors of the 

tonic, dominant, and subdominant keys. The shift from a key to 

its parallel in the opposite mode is also recognized, as in 

measures 13-14, 20-22, and 34-36. 

In music of the Baroque era, the usual form of accompani

ment consisted of a bass line written out below the melody. The 

harmony was to be filled in by the keyboard performer who 

"realized" the harmony, frequently with the aid of figures placed 

under the bass lines. The bass so written was known as a 

"figured bass," and was present in nearly all music written 

between 1600 and 1750. Another name for the figured bass was 

"basso continuo" or "thoroughbass." These names are descrip

tive of the character of the part which was continuously present 

under the melody. So characteristic of Baroque music is this 

style of writing that the period has been called the age of basso 

continuo. It is one of the chief unifying threads which holds to

gether an otherwise widely-divergent period of music history. 

In this example the bass line (basso continuo) was not 

figured, the accompanist being expected to be able to fill in the 

harmonies on the basis of the given melody and bass parts. 
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Theoretical Outgrowths of this Study of Music in Recitative Style 

There are contained in the example recitative so many impor

tant theoretical elements all of which are vital to the students1 

understanding of music structure that the problem confronting the 

teacher is one of determining the needs and readiness of his stu

dents. The theory outcomes of this study can therefore be 

described only in terms of potential studies, with the understanding 

that no single group of students would be expected to investigate 

all of the possible structural principles involved in the music. 

The most prominent of these potential areas of study are: 

- The use of major and minor triads in root position and in 

first inversion. The structure of the major and minor 

triad has been previously discussed in connection with 

the study of the madrigal (Chapter IV, section 2). The 

principle of chord inversion may or may not have been 

investigated at that time. In the present example, the 

first inversion of triads will be seen to be given consider

able prominence as a means of developing a strong, 

melodic bass line (see measures 18, 19, and 20). 

- The principal triads--those based upon the tonic, dominant, 

and subdominant (1, V, and IV)--as the basic harmonic 



elements of any major or minor key. The ability to hear 

and to recognize the tonic, dominant, and subdominant 

harmonies in the musical score is a skill the development 

of which should be an important objective of this study. 

The introduction of the seventh chord, particularly in its 

function as the dominant seventh. Dominant seventh chords 

are used in this music as devices for moving from key 

center to key center. The seventh is sometimes added as 

a passing tone leading to the new tonic, as in measures 

12 and 28. In other cases, as in measures 17 and 38, 

the seventh is sounded as a part of the chord itself, but 

the chord serves the same function of leading into a tonic. 

The principle of key relationship. The music, moving as 

it does from key center to key center through a series 

of dominant seventh-tonic progressions, affords am 

exceptional opportunity for the illustration of this princi

ple. The student should be able to find the next-related 

keys to any given major or minor key. "The 'family' of 
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k e y s  . . .  c a n  b e  d e s c r i b e d  i n  t h i s  w a y :  t o n i c  ( m a j o r ) ;  

dominant; subdominant; and the relative minors of all 

three.11 * 

- The introduction of the minor scale. It is necessary to 

consider the minor mode in the course of this study 

because of its importance in the harmonic scheme of the 

example. It may be desirable to introduce only the har

monic form of the mode at this time, inasmuch as its 

importance is primarily chordal and the problems involv

ing melodic minor scales do not arise. 

- The freer use of dissonance as a characteristic of the 

Baroque era. An illustration of Baroque concepts of 

dissonance treatment is to be seen in measure 15, where 

the major seventh occurs between the bass and the melo

dy. The dissonance is not prepared, i.e., approached 

step-wise, as it would have been according to 

Renaissance practice. Further, the editor, in "realizing" 

the accompaniment, has placed the seventh on the strong 

beat of the measure. This is consistent with Baroque 

1. Walter Piston, Harmony (3rd ed.; New York: W. W. 
Norton, 1962), p. 145. 



221 

expressive ideals, but foreign to earlier concepts which would have 

restricted such a dissonance to an unaccented portion of the 

measure* The continued use of traditional forms of dissonance 

is demonstrated by the suspension in measure 35. 

Rehearsal Suggestions 

The rehearsal of this scene by a vocal ensemble has been 

previously discussed in terms of its study by the whole group and 

the assignment of parts to individuals for performance. In the 

course of this study the class should be concerned not only with 

notes and rhythm but with determining the emotional and dramatic 

content of each part. The differences in the three characters 

is shown not only in the text but also in the music. The class will 

discover these in the process of rehearsal. 

In order to develop in the singers an understanding of recitative 

style, it is recommended that the class listen to a number of Baroque 

recitatives in recordings of such works as the Messiah of Handel. 

The Messiah contains two types of recitative: secco ("dry") and 

accompanied. In secco recitative the accompaniment consists 

primarily of chords which support but do not provide melodic or 

rhythmic interest. Accompanied recitative consists of more 
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elaborate instrumented parts which are more similar to the accom

paniments for arias or other lyric portions of the oratorio. 

The difference between secco and accompanied recitative can 

be illustrated by examining and listening to the four consecutive 

recitatives for soprano in the Messiah: 

"There were shepherds abiding in the fields" (secco) 

"And lo! the angel of the Lord came upon them" (accompanied) 

"And the angel said unto them" (secco) 

"And suddenly there was with the angel" (accompanied) 

Comparison of these with the recitative in the Carissimi scene 

will enable the students to recognize the secco character of the 

latter. 

Special Projects 

The multiplicity of theoretical problems which confront the 

student in connection with this musical example will, in most cases, 

leave little time for special projects. However, for the student 

whose background in music theory is such that he needs little 

preparation in this field, the following activities are suggested: 



- Make a study of the beginnings of opera and oratorio and 

prepare a report on the subject to be given to the class. 

- Using prose statements, or taking narrative phrases from 

any source, set them to music in secco recitative style. 

Evaluation 

Demons tr ation- Re cital 

A very effective presentation of the Baroque period in music 

and other arts may be achieved through the Demonstration-Recitckl. 

The following discussions may be presented by panels of students 

in connection with such an activity: 

- Introduction to the Baroque period with regard to govern

ment, religion, science, and art. 

- Discussion of the beginnings of dramatic music--opera 

and oratorio. 

- An illustrated report on painting and sculpture of the 

Baroque era presented by means of slides or opaque 

projector. 
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The above reports should be followed by a performance of the 

scene from the cantata The Judgment of Solomon by Giacomo 

Carissimi. 

Written Examination 

Essay questions dealing with each of the above general sub

jects should be included in a test over this style study. In addition 

the student should show himself familiar with the following terms 

and musical concepts: baroque, opera, oratorio, cantata (cantata 

da chiesa, or church cantata), recitative, monody (the accompanied 

monody of the seventeenth century), and basso continuo. 

Theory 

The evaluation of the work accomplished in the area of music 

theory in the course of this study will necessarily be difficult due 

to the broad range of material which it is possible to present in 

connection with the example. Students with extensive backgrounds 

may be concerned with key relationships and modulations, while 

others will find comprehension of the material involving triads 

and perhaps the minor scale sufficient challenge. It will, however, 

be desirable that all students experience and show a basic under

standing of the following: 
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- Principal triads (tonic, dominant, and subdominant) in 

root position and in first inversion. 

- Structure and function of the domincint seventh chord. 

- Structure of the minor scale (harmonic form). 

- Next-related keys of major and minor keys. 

Reference Material for This Style Study 

Apel, Willi. Harvard Dictionary of Music. Cambridge: Harvard 
University Press, 1944. 

"Recitative," p. 629. 
"Cantata," p. 114. 

Bukofzer, Manfred. Music in the Baroque Era. New York: 
W. W. Norton, 1947. 

Chapter Four, "Italian Music of the Middle 
Baroque," pp. 118-28. 

Cannon, Beekman C., Johnson, Alvin H., and Waite, William G. 
The Art of Music. New York: Thomas Y. Crow ell Co., 
I960. 

Chapter VIII, "The Baroque - Part I.. The 
Accents of Passion, 1600-1660," pp. 213-46. 

Finney, Theodore M. A History of Music. Rev. ed. New York: 
Harcourt, Brace & World, Inc., 1951. 

"Carissimi - the Oratorio," pp. 257-60. 
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Grout, Donald J. A History of Western Music. New York: W. W. 
Norton, 196(51 

* "General Characteristics of the Baroque, "pp. 266-75. 

Grout, Donald J. A Short History of Opera. New York: Columbia 
University Press, 1947. 

"The Cantata," pp. 96-7. 

Lang, Paul Henry. Music in Western Civilization. New York: 
W. W. Norton, I960. 

Lewis, Anthony C. "Carissimi," Vol. II of Grove's Dictionary of 
Music and Musicians. 5th ed. Edited by Eric Blom. New 
York: St. Martin's Press, 1955. 

**pp. 70-3. 

Miller, Hugh M. History of Music. New York: Barnes & Noble, 
Inc., I960. 

* Part III, "The Baroque Period," pp. 67-84. 

Parrish, Carl, and Ohl, John F. Masterpieces of Music Before 
1750. New York: W. W. Norton, 1951. ~ 

** "Giulio Caccini - Madrigal for Solo Voice and Lute," 
pp. 120-1. 

** "Giacomo Carissimi - Scene from 'Judicium 
Salomonis,' Afferte gladium," p. 129. 

Stein, Leon. Structure and Style. Evanston, Illinois: Summy-
Birchard Co., 1962. 

* "Recitative," pp. 190-1. 

Thompson, Oscar (ed.). International Cyclopedia of Music and 
Musicians. 7th ed. Rev. Nicolas Slonimsky, ed. New 
York: Dodd, Mead & Co., 1956. 

"Carissimi," p. 286. 
*" Cantata, " p. 280. 

Wold, Milo, and Cykler, Edmund. An Introduction to Music and 
Art in the Western World. Dubuque, Iowa: Wm. (j. jsrown 
Co., 1958. 

* Chapter 8, "The Baroque," pp. 131-67. 

* Included in Preparatory Assignments for Students in this 
style study. 

Recommended as supplemental reading for students. 

i 
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2. Baroque Polyphonic Music 

In the introductory pages of this chapter, mention was made of 

the instrumental character of the polyphonic music of the Baroque 

and of the successful transfer of this idiomatic style to music 

written for voices. The composition of Baroque polyphonic music 

reached its climax in the works of Johann Sebastian Bach and, 

appropriately, the example of such music chosen for investigation 

in this study is selected from his works. 

An important reason for this choice is found in a unique and 

definitive quality inherent in the music of Bach, described by 

Bukofzer in the following words: 

Bach lived at a time when the declining curve of polyphony 
and the ascending curve of harmony intersected, where vertical 
and horizontal forces were in exact equilibrium. This inter-
penetration of opposed forces has been realized only once in 
the history of music and Bach is the protagonist of this 
unique and propitious moment. His melodies have the maximum 
of linear energy, but are at the same time saturated with 
harmonic implications. His harmonies have the vertical ener
gy of logical chord progressions, but are at the same time 
linear in all their voices. Hence, whenever Bach writes 
harmonically the parts also move independently, and whenever 
he writes polyphonic ally the parts move also in tonal harmony. * 

The music for study was chosen in the light of these facts 

and on the basis of the following considerations. In the first place 

it is necessary that the music be representative of the style which 

1. Bukofzer, op. cit., p. 303. 
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we shall call instrumental polyphony. Secondly, the example must be 

representative of the choral masterworks of Bach, giving the student 

a proper introduction to the works of the great master. Lastly, the 

music should be sufficiently uncomplicated as to make its success

ful performance by a high school small ensemble feasible. The 

Terzett (meaning a vocal piece for three voices) from the motet 

Jesu, Meine Freude possesses these qualities and has been chosen 

as the subject of this investigation. 

The use of the term motet as it applies to the late Baroque 

should be understood in its historical relationship to the motet of 

the sixteenth century. In the late Baroque the name applies to a 

longer composition which is divided into a number of sections or 

movements. It is polyphonic in texture. Its text is taken from a 

chorale, from scripture, or from a combination of the two sources. 

The late Baroque motet in Germany, like its Renaissance predeces

sor, is written without separate instrumental accompaniment al

though, like the Renaissance motet, it could be and probably 

usually was performed with instrumental colle parte support. 

An exception to this is Bach's motet Lobet den Herrn which is 

written for four voiced chorus with a separate continuo part indicat

ing an independent organ accompaniment. 
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The selected excerpt from Jesu, Meine Freude is the eighth of 

the eleven parts which make up the motet. The form of the motet 

is as follows: 

The odd-numbered parts are settings, in various degrees of 

polyphonic complexity, of six verses of a hymn text by Johann 

Franck. The melody of the chorale had been adapted in 1653 from 

a secular song by Johann Cruger. Bach made many harmonizations 

of this melody and used it in several cantatas in addition to its use 

as the basis of this motet. 

The even-numbered sections of the motet are settings of 

verses taken from the eighth chapter of the Epistle to the Romans. 

These sections are not related to the chorale in so far as musical 

thematic material is concerned, but are interpolated as commentary 

upon the thought content of the chorale text. The selected excerpt 

is one of the freely-composed sections having a Biblical text. 

Directing Student Investigations of Baroque Polyphony 

Musical Example for Rehearsal and Study: 

Johann Sebastian Bach, Terzett (No. 8) from Motet 
No. 3, Jesu, Meine Freude (Jesus, My Joy) 

Recording: Jesu, Meine Freude - J. S. Bach, 
Robert Shaw Chorale, 
RCA Victor LM-2273. 
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Objectives 

- To introduce to the student the music of Johann Sebastian 

Bach through an example to be performed and through 

other examples for listening and score study. 

- To develop an awareness of performance practices of the 

late Baroque period. 

- To continue the investigation of the structure of music 

through study of the tonal organization of the music of 

Bach, and through analysis of the chord structure and 

progressions found in his music. 

- To introduce one new theoretical element: the diminished 

seventh chord. 

Preparatory Assignment for Students 

Reading* 

Bernstein, An Introduction to Music 
Chapter VI, "J. S. Bach,'1 pp. 57-95. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 
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Miller, History of Music 
Chapter XOX, "Church Music,11 pp. 86-8. 
Chapter XVI, "Instrumental Music," pp. 89-103. 
Chapter XV, "Bach and Handel, " pp. 104-9. 

Listening and Score Study 

Bach, Cantata No. 4, Christ Lay in the Bonds of Death 
Recording: RCA Victor LM-2273, 
Study Score: Edition Eulenburg, No. 1011, 
Lane Score: Bockman and Starr, Scored for Listening, 

pp. 95-108. 

Bach, Suite No. 2 in B minor for Flute and Strings 
Recording: Columbia ML-4348, 
Line Score: Bockman and Starr, Scored for Listening, 

pp. 109-13. 

German text for Terzett from Jesu, Meirie Freude 

So aber Christus in euch ist 
So ist der Leib zwar todt, 
Um der Sunde willen; 
Der Geist aber ist das Leben 
Um der Gerechtigkeit willen. 
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Motet: JESU, MEINE FREUDE 

No. 8. Terzett 

J. S. Bach 
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Information for Study and Class Discussion 

The Terzett from the motet Jesu, Meine Freude (Jesus, My 

Joy; or Jesu, Priceless Treasure) was selected as an example of 

the polyphonic music of Johann Sebastian Bach. For proper under

standing of the music, the student should begin with an over-view 

of the entire motet. 

The class will find it desirable to hear, while reading the 

score, a recording of the complete work. The position and function 

of the Terzett in the motet will then be made clear. 

While structural analysis and rehearsal for performance will 

be limited to the Terzett, the class may find it rewarding to 

investigate briefly the over-all form of the motet. Such observa

tions as the following may be elicited: 

- The chorale verses alternate with scriptural verses. 

- The verses are set to harmonizations or adaptations of 

the original chorale melody. 

- The scriptural verses are set to music in keeping with but 

not based upon the chorale melody. 
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- The motet begins and ends with a simple four-part setting 

of the chorale. This may well be studied in its own right 

as an example of Bach's chorale harmonizations. (See 

Special Projects.) 

- The sections grow increasingly more complex, reaching a 

climax in number six, a five-voice fugue. From that 

point the complexity may be said to decrease until the 

final chorale. 

From these observations one may liken the structure of the 

motet to a pyramid, with the first and last numbers being equal, 

the second being similar in structure to number ten. Numbers 

three and seven (here the pyramid analogy is strained a bit) are 

both variations upon the chorale. Numbers four and eight are both 

scored for three parts. Numbers five and nine are the most com

plex settings of the chorale, number five being a free variation 

whose relationship to the chorale appears to have been first noted 

by Brahms, perhaps a hundred and fifty years after the motet was 

composed. Number nine utilizes the chorale as a cantus firmus 

in the alto voice. As the capstone of the pyramid, number six is 

in the form of a fugue, an example of the most complex polyphonic 

form to be developed in the Baroque era. 
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Form 

The Terzett consists of two sections, each devoted to one of 
' )  

the two ideas contained in the text. The first part, treating the 

words "If Jesus Christ abide in thee, the body then is dead for 

thine evil doing," is a smoothly-flowing polyphonic movement 

built on the motive: 

The section is nine and one-third measures in length and can 

be said to be an alto and tenor duet above a basso continuo part. 

The continuo function of the bass is evident in its independent 

nature from the other two parts and in its inherent melodic 

interest. It is characteristic of the continuo part that its melodic 

interest is second only to that of the upper melody line. Bukofzer in 

describing the melodic supremacy of these two voices over the 

inner parts speaks of the "polarity of the outside voices."* 

1. Bukofzer, op. cit., p. 11. 

I YXWAturt 1 (soprano) ^ 

ipffi s j j } u f i? p i r 
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The second section of the Terzett which contains the remaining 

fourteen measures is more florid in character. It sets the text "the 

spirit in thee is living because of righteousness in thee.11 The 

melodic motive upon -which the music is based is: 

Although the bass part continues to function as basso continuo, 

it is now more closely related to the upper two parts in terms of 

participation in the imitative and florid passages of the music. 

The character of the two sections is very closely identified 

with the meaning and emotional content of the text. The first part, 

discussing death, is legato with flowing, step-wise and frequently 

chromatic phrases and strongly-accented dissonances such as those 

which often accompany the word "dead. " The second part, deeding 

with spiritual life, is more vivacious, moving melismatically on 

the words "spirit" and "living. " 

measure lo(tr»»r) 



240 

Rhythm 

Most types of Baroque music are characterized by a rhythm 

which emphasizes a steady, inexorable movement. In such music 

there is little rubato or other tempo change within sections of a 

composition and only comparatively small ritardandi at final 

cadences. The metrical nature of the rhythm is clear, due to the 

steady movement and the regularity of accent which the composer 

placed in his music. In the interpretation of Baroque music such 

as the example, it is essential that this regularity of pulse be 

maintained. The music itself, however, will in general take 

care of the accents--they are "built in11 to the fabric. The first 

section of the Terzett provides an excellent example of this. 

The twelve-eight meter of the Terzett establishes immediately 

the concept of a long and flowing melodic line which, however, 

moves in a very definite and distinctive rhythmic pattern. To 

discern the significance of this metrical arrangement, one needs 

only to envision how different the effect would be if the meter were 

three-eight, or even six-eight. The melody moves ahead by 

means of steady pulsations unbroken by undue accentuation. 

The choice of tempo is an essential adjunct to the proper inter

pretation of the rhythm. Baroque tempi are on the whole moderate 

in keeping with the somewhat dignified and massive structural concept 
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of the era. There should be, even in rapid music, the "sensation of 

unhurried animation rather than of precipitate haste."* The tempo 

in the Terzett is dictated by the rate at which the florid passages 

in the second part can be sung comfortably and with that feeling of 

"unhurried animation. " A tempo of about J< = M. M. 48 has been 

found to be satisfactory. 

Tonal Organization 

The Terzett is in the key of C major. In contrast with the 

music of Carissimi, it remains closely oriented to this tonality 

throughout. This is a characteristic of the fully-developed tonal 

system which came into being late in the Baroque period. Many 

different chords were used but always in relationship to the same 

tonic. "Tonality, established a gradated system of chordal relations 

between a tonal center (the tonic triad in major or minor) and the 

other triads (or seventh chords) of the diatonic scale. None of 

these chords was in itself new, but they now served a new function, 

namely that of circumscribing the key. While in middle Baroque 

1. George Howerton, Technique and Style in Choral Singing 
(New York: Carl Fischer, 1957), p. 128. 
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harmony this function had been performed chiefly by the two 

dominants, it was now extended to all chords. 

A harmonic analysis of the example shows that almost the 

entire range of triads available from the diatonic scale are used in 

addition to seventh chords, ninth chords, and particularly diminished 

seventh chords. The latter chord is used prominently as a means of 

transient modulation. 

Modulations to the key of G major occur, for example, in 

measures 3 and 9, while the section between measures 10 and 15 

moves from C major to F major to D minor to G major, and thence 

back to C major. 

The final three measures of the Terzett are in A minor. 

This actually serves the function of a modulation to the succeeding 

number of the motet which is also in A minor. The final chord of 

the Terzett (E major) leads directly to the next section. From the 

standpoint of tonality the Terzett may be said to come to its final 

cadence on the first beat of measure 21, a full cadence in C major. 

Dynamics 

The problem of dynamics must arise in the consideration of 

music of the Baroque era. This is primarily because of the tendency 

1. Bukofzer, op. cit., p. 220. 
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among modern musicians to apply to the performance of Baroque 

music practices belonging to later periods. 

Music of this period, like that of the Renaissance, does not 

properly call for large changes in dynamic level within phrases, or 

even within sections. A phrase which begins at a given level of 

volume may be expected to continue throughout at approximately 

that same level. Changes in intensity will be achieved by the 

addition or subtraction of polyphonic lines or by rising or falling 

pitch levels. The term "terrace dynamics" has been applied to 

the dynamic scheme of Baroque music. This means that the 

dynamic level will change from section to section like a series of 

terraces, with each terrace being basically on a single level of 

volume. 

The gradual crescendo and decrescendo of the music of 

Beethoven and his successors has little or no place in Baroque 

interpretation. 

The dynamic level of this section of the motet is usually 

considered to be mezzo forte. There is little contrast within 

the selection; it contrasts instead with the preceding and following 

sections of the motet. Bach left no dynamic markings and the 
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dynamic plan for the motet is therefore a matter of taste and judgment. 

One effective interpretation of this portion of the motet is as follows: 

Part 7 Beginning forte with the second half at a contrasting 

piano level. 

Part 8 Performed on three dynamic levels or terraces: 

Measures 1 through 3 piano; measures 4 through 

9 mezzo piano; measures 10 through 20 mezzo 

forte. It is understood that small diminuendi and 

crescendi within the phrase are necessarily a part 

of any musical interpretation, and that contrasts 

between phrases dictated by text will be observed. 

The final (modulatory) three measures of the 

Terzett are sung forte, leading into the following 

section. 

Part 9 Makes use of the "echo" technic contrasting loud 

and soft phrases, beginning with a loud phrase and 

immediately following it with a soft one. 
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The Terzett from Jesu, Meine Freude affords opportunity for 

the investigation of the following practices in music theory: 

- The use of subordinate triads in the harmonization of 

melodies and in the strengthening of the feeling of tonality. 

- The use of secondary dominant chords, e.g., preceding 

the dominant chord of the key of C major (the triad on G) 

with its own dominant or dominant seventh (the major 

chord on D). Examples of this are to be found at the end 

of measures 1 and 3. 

- The use of the diminished seventh chord as a device in 

transient modulation--the moving from key center to key 

center without establishing or remaining in the key. 

This chord and usage are well illustrated in measures 4 

through 8. 

In addition, the Terzett illustrates the following theoretical 

principles: 

- The chords just mentioned and their usage in polyphonic 

music are evidence of the total regulation of the counter

point of the Baroque period by tonal harmony. 
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- The rapid harmonic rhythm, typical of Baroque music, in 

which the chord changes on nearly every beat, is well 

illustrated in this example. * 

- Chromatic movement of melody lines is a feature of this 

and other Baroque music. It stems from the intense 

emotional content of the music and is made effective 

polyphonically by the expanded harmonic resources such 

as those discussed here. 

Rehearsal Suggestions 

In the preparation of the Terzett from Jesu, Meine Freude 

for performance by a high school small ensemble, the first problem 

to be considered is one of distribution of voices. The sopranos of 

the group have nothing to sing and the range in the tenor is 

extremely high. The conditions under which Bach's own choirs 

probably performed this and other choral music suggest that some 

freedom may be allowed modern performers in assigning voices to 

the performance of his music. Schweitzer's account of the musical 

forces with which Bach worked while Cantor at St. Thomas's Church 

1. Harmonic rhythm refers to "the distribution of chord 
changes within the phrase.11 (Piston, op. cit., p. 61.) 
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in Leipzig (where most of Bach's cantatas and motets were written 

and performed) suggests that the quality and quantity of singers 

was barely adequate, and that performances in which all parts 

were sung and played according to his exacting standards were 

rare. * In the interests of acceptable performance, it may therefore 

be permissible to assign parts somewhat as follows: 

Alto part - Sopranos and first altos. 

Tenor part - Second altos and first tenors (all capable of 

singing the high tessitura). 

Bass part - Second tenors and basses. 

Such a division of voices will in most groups of high school 

voices secure a better balance of voices with less possibility of 

strain on the part of the high male voices. It also has the advantage 

of including the soprano voices in the experience. 

Tone Quality 

The type of vocal sound which is uaually considered best for 

the performance of Baroque music is one of clarity, brightness, 

and flexibility. What is needed is an instrumental-like tone capable 

1. Albert Schweitzer, J. S. Bach, Vol. I (New York: 
Macmillan Co., 1911), pp. 123 ff.. 
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of articulating freely and accurately the rapid melismas and 

intricate figures of Baroque music. Robert Donington refers to 

the desirability of "transparency" of tone, contrasting this quality 

with vocal sound which is "lush," "heavy," and "opaque." He 

further states "for polyphonic music the quality of voice which 

singers refer to as 'white' is of general service; it is bright, trans

parent, and free from substantial tremolo or vibrato."* 

The concept of the "white" tone is not acceptable to most 

American singers, being essentially a British ideal. It is perhaps 

more desirable to strive for tone quality which is placed well for

ward in the mask, sufficiently well supported to avoid vibrato or 

tremolo, and light enough to be easily controlled in the smoothest 

of legato lines yet flexible enough to negotiate the most florid 

melisma. 

Use of Accompaniment 

As has previously been pointed out, the practice in the 

eighteenth century was to use instrumental accompaniment in all 

vocal performances. If no separate parts were provided, it seems 

to have been understood that the vocal parts were to be doubled by 

1. Robert Donington, "Baroque Interpretation," Grove's 
Dictionary of Music and Musicians, ed. Eric Blom,I (1955), 
p. 451. 
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the organ or other keyboard instrument. This was due primarily to 

the weak condition of the choral groups such as those available to 

Bach. 

As Schweitzer points out, however, "In Art ... historical 

considerations alone are never decisive. It might well have been 

that Bach, with his feeble choir, regarded the co-operation of the 

instruments as indispensable, and that we, with our large and expert 

choirs, not only can but ought to dispense with them.11 * Schweitzer 

goes on to conclude that perhaps "the motets are best performed 

with a choir of moderate size--about sixty voices--with organ 

accompaniment.11 ̂  

Excellent performances of the Bach motets are to be heard 

both with and without accompaniment. The Shaw recording of Jesu, 

Meine Freude mentioned at the beginning of this study uses a 

small group of string instruments to augment an excellent though 

small chorus. In the final analysis the decision as to the use of 

instruments should be made on the basis of the competence of the 

singers and the quality and quantity of sound produced. Instrumental 

support in the case of high school voices would seem to be almost 

obligatory. 

1. Schweitzer, op. cit., Vol. II, p. 299. 

2. Ibid., p. 300. 
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Special Projects 

The Baroque period offers many types of musical experiences 

which have not been touched upon here, and individual students with 

special interests or background may find it of interest to add to 

their class investigations further experiences such as those 

mentioned below: 

- Study, through singing and playing, several of the chorales 

harmonized by Bach. Analyze the harmonies used and 

observe how homophonic and polyphonic concepts are 

perfectly blended in these arrangements. The chorale 

which begins and ends the motet Jesu, Meine Freude is a 

good place to begin this study. A short discussion, 

illustrated by a pianist member of the class, may be 

prepared and presented to the class. 

- Those members of the class who are pianists may prepare 

and demonstrate examples of the keyboard music of Bach, 

such as the two or three-part inventions. 

- Listen to a performance of a Bach organ fugue and study 

the score of the same music. A suggested example for 

study by the student is the "Little Fugue" in G minor. An 
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analysis is available in Baldwin's Listener's Anthology of 

1 
Music, Volume I. 

- Make a study of the chorale as an important influence in 

German music history. 

- Learn the method of figuring chords and their inversions. 

Make a harmonic analysis of a simple four-part hymn, 

using chord numbers and figures. 

Evaluation 

In a demonstration-recital or other public performance, the 

ensemble may be expected to perform the Terzett from Jesu, Meine 

Freude in a manner considered faithful to the performcince practices 

of the late Baroque era. This performcince should demonstrate 

acceptable tempo, rhythmic treatment, dynamic design, and tone 

quality. It should attain a satisfactory degree of competence in 

intonation, diction, articulation, and balance of parts. 

As introduction to the performance in a demonstration-recital, 

panels of students may present short discussions covering some or 

1. Lillian Baldwin, A Listener's Anthology of Music, Vol. I 
(New York: Silver Burdett Co., 1948), pp. 17-20. 
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all of the following subjects. These subjects may also provide the 

basis for essay questions in a written examination: 

- Discuss the basso continuo as it is used by Bach in poly

phonic music. 

- Discuss the setting of text in the early and late Baroque 

period. 

- Compare the polyphonic music of Josquin des Prez with 

that of Bach. 

- Show how the motet of Bach is related to the motet of the 

sixteenth century. 

- Discuss the relationship of voices and instruments during 

the late Baroque period. 
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CHAPTER VI 

DEVELOPING MUSICIANSHIP THROUGH THE STUDY 

OF MUSIC OF THE CLASSICAL PERIOD 

Introduction 

The Classical period in music history refers to a compara

tively short span of time, beginning about 1770 and ending about 

1820. This is the era in which the masterpieces of Haydn and 

Mozart were written, as well as much of the music of Beethoven 

and Schubert. Inasmuch as the outstanding music of the period 

nearly all stems from a comparatively small group of composers 

centered in the city of Vienna, the period is often referred to as 

the "Viennese Classical Period.11 

Although the term "classical" usually designates only this 

one epoch, the classic ideal has been present in all eras of 

artistic development, as has the opposite ideal termed "romantic

ism. " 

Classicism has to do with the idealization of the works of 

art and literature of the Ancients, particularly of the ancient 

Greeks. It manifests itself in the development of more or less 

255 
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strict forms through which the artist must channel his expression of 

ideas, feelings, and emotion. 

Romanticism, on the other hand, concerns itself with the free 

expression of feeling, refusing to be bound by forms when they 

inhibit or restrict that free expression. 

A period in music history and literature is referred to as 

"classic" or "romantic" according to which of these ideals is 

dominant. Curt Sachs has promulgated the theory that classic 

("Ethos") and romantic ("Pathos") concepts of style have alternated 

more or less regularly throughout art history. He says: 

Everywhere and at all times, style proceeds between seren
ity, strictness and moderation, on the one hand, and freedom, 
passion, and exaggeration, on the other hand, thus balancing 
the trends that seek discharge. 

However, these phases do not simply reciprocate like 
green and red in traffic lights, as an alternation of two quies
cent stages. Rather, they are currents which flow forward 
and back under the impact of some mysterious magnetic force 
and would better be compared to the restless to-and-fro of the 
tides. Ethos and pathos are not states; they are two opposite 
directions in which the styles of art recede and flood. 

As a consequence, most styles belong to one of the two 
categories not by nature but only by the direction from which 
they are reached. The same quality in a style would be an 
expression of pathos when it follows an ethos phase, and vice 
versa. * 

Sachs finds these styles in music literature to last roughly a 

generation, or a third of a century. This pattern is nowhere more 

1. Curt Sachs, The Commonwealth of Art (New York: W. W 
Norton, 1946), p. 334. 
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evident than during the eighteenth century. At the beginning of the 

century, forms such as the dance'suite, fugue, church cantata, 

concerto grosso, and others were well established, ready to be 

brought to final perfection by J. S. Bach and his contemporaries. 

But in the eyes of younger composers, these forms were already 

exhausted and new means of expression were needed. In Italy, 

France and Germany, particularly, a new movement--the Rococo--

developed. It was dedicated to the amusement of a frivolous nobility, 

and in its simplicity, sentimentality, and lack of depth suggests a 

romantic orientation. The forms which evolved during this period, 

however, prepared the way for the work of Haydn and Mozart who 

perfected the great instrumental forms: symphony, sonata, concerto, 

and string quartet. These were to be the basic formal models, not 

only for their own time, but for the Romantic age which grew 

almost imperceptively out of it. Thus it is possible to call the 

first third of the eighteenth century "ethos" (classic), the second 

third "pathos" (romantic), and the last third "ethos" (classic). 

It should be pointed out that both classic and romantic 

elements are necessarily present in all music. It is manifestly 

false to think of the classic compositions of Mozart as being without 

emotion, just as the music of a Romanticist, such as Liszt, 

cannot be regarded as formless. 
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The Classical period is so named because it represents a set 

of circumstances--social, economic, political, and artistic--in 

which formed ideas reached a point of ascendancy. Lake the late 

Baroque of Bach, Handel, and Vivaldi, the period was almost over 

before it started. 

The seeds of romanticism had been sown in the sentimentality 

of the Rococo. A rising tide of individualism and self-expression 

could be detected throughout Europe. The French Revolution was 

soon to end forever the concept of absolutist monarchies, and the 

right of men to liberty and equality was to become the keynote of 

a new age. But, perhaps as a prelude to these events, there 

occurred in Vienna the great creative era now referred to as the 

Classical period. Here absolutism remained unchallenged and the 

forms of society and art were strengthened rather than weakened. 

Under conditions such as these, the new musical genre initiated 

during the Rococo--all built around that new and most versatile of 

forms the sonata-allegro movement--could be brought to perfection. 

The patrons of music--the nobility and wealthy commoners--

demanded and received music of order, logic, and symmetry 

from their servant-musicians. But, even here, the old order was 

changing, for, although Haydn lived his long life as the faithful 

servant of nobility, Mozart and later Beethoven were of a new 
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generation of artists too independent to endure such subservient 

positions. Thus, even in the most classic of music, the 

individuality and freedom of expression typical of Romanticism 

is to be found. 

In the Classical period not only new forms but new musical 

forces were made available to composers. Many courts such as 

Mannheim and Esterhazy (Haydn's place of employment) provided 

comparatively large numbers of musicians, and the composers 

were able to write for orchestras consisting of full complements 

of strings plus such woodwinds and brasses as were then in 

reasonable degrees of perfection. Thus originated the symphony 

orchestra as the performance vehicle for the symphonies of Haydn 

and Mozart. Beethoven and his successors enlarged and expanded 

the orchestra but its basic instrumentation was established during 

this period. 

The advent of the piano as the major keyboard instrument 

should also be noted. By the 1770's the harpsichord and clavichord 

had been all but replaced by the more brilliant and versatile 

pianoforte. 

In the face of such important developments in the Held of 

instrumental music, it is not surprising to find vocal composition 

taking on a decidedly secondary position. Perhaps the 'only type of 
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vocal music to enjoy continued popularity cimong both composers and 

audiences was the opera. The reform of the opera carried out by 

Gluck in Paris revitalized the form after a period of decline, but 

it is the operas of Mozart which represent the opera's highest 

eighteenth century achievement. Among composers in the modern 

operatic repertoire, the eighteenth century is represented almost 

exclusively by Mozart. His Don Giovanni, The Magic Flute, and 

The Marriage of Figaro are still among the greatest and most 

popular operas ever written. 

The characteristics of the music of the Classical Period 

include: 

- A melodic-harmonic texture in which the lower parts 

(including the bass part which no longer enjoys the 

independence and importance of the basso continuo role) 

are definitely subordinated to the melody. This texture 

is thin and delicate in contrast to the fullness of Baroque 

polyphony. 

- A synthesis of Baroque polyphony and Rococo simplicity. 
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- A slower harmonic rhythm. Chord changes occur less 

frequently than in the music of the late Baroque, a single 

chord often harmonizing an entire measure. 

- Short, clearly delineated phrases balanced by other phrases 

of equal length. The concept of antecedent and consequent 

phrases is prominent in which the first phrase (two, four, 

or eight measures in length) ends on a half cadence while 

the following consequent phrase ends on a full authentic 

cadence. 

- A scheme of dynamics which utilizes the gradual crescendo 

and decrescendo within phrases as an expressive device. 

This is in contrast to the terrace-style dynamics which 

were the basic practice of the Baroque period. 

- A precisely metrical rhythm which is usually somewhat 

more delicately accentuated than that of the Baroque. 

More flexibility in the form of rubato and ritardando may 

be encountered. 

In this chapter, two examples of music from the Classical 

period are discussed in terms of their investigation by a Laboratory 
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in Musicianship. The first, an ensemble from Mozart's The Magic 

Flute, is representative of the fully-developed classical style. The 

second, the Elegischer Gesang (Elegy) by Beethoven, though classical 

in form and style, nevertheless points the way toward the Romantic 

era to come. Through these two compositions and through listening 

to several instrumental compositions of the same era, it is intended 

that the students should experience the general stylistic character

istics of the period, and learn to approach with intelligence the basic 

performance problems encountered in music from the Classical 

period. 

The theoretical experiences to be correlated with these style 

studies will emphasize part writing with regard to cadences and the 

harmonization of short and simple melodies of the type most often 

encountered in music of the Classical period. 

1. Operatic Ensemble of the Classical Period 

The example chosen for study in this section is an ensemble 

from the opera, The Magic Flute. This was the last opera to be 

written by Mozart, being produced in 1791, the year of the com

poser's death. The circumstances surrounding its origin hardly 

suggest a successful work. It was commissioned for performance 

in a small theatre (the Theatre auf der Wieden) which specialized 
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in popular farces with music. The manager of the theatre, Emmanuel 

Schikaneder, suggested to Mozart a plot dealing with a good fairy 

whose daughter had been abducted by a wicked magician. She was 

to be rescued by a hero whose only weapon was a magic flute. 

The first act of the opera was written with this plot in mind. 

However, for reasons which remain unclear, Mozart and 

Schikaneder then decided to change the story. The good fairy became 

the wicked Queen of the Night, and the magician, Zorastro, a 

benevolent High Priest who had taken the daughter under his 

protection to keep her from the evil ways of her mother. Only the 

characters of the hero (Tamino) and heroine (the daughter, Pamina) 

and the coinic characters of Papageno and Papagena (a birdcatcher 

and his sweetheart) remained unchanged. 

The new plot was evidently intended to glorify Freemasonry, 

an organization of great influence in the eighteenth century and of 

which both Schikaneder and Mozart were ardent members. The 

production deadline of the opera was so close and the first act so 

nearly completed when this shift in plot was decided upon that only 

such alterations in the first act as were absolutely necessary were 

made. Thus, we have an opera, the first act of which is basically 

a fairy tale, and the second a maze of allegorical and symbolical 

meanings. 
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The exact nature of the deeper meanings, not apparent in the 

externals of the libretto, is a matter of debate. "That they exist, 

however, is suggested by the respect this opera has always claimed 

from poets and philosophers as well as musicians. Goethe, for 

example, not only praised its theatrical effectiveness but also 

compared it with the second part of his Faust as a work 'whose 

higher meaning will not escape the initiated.1,1 * It is certain that 

the allusions to Freemasonry are present--the solemn ordeals 

through which Tamino and Papageno pass in quest of truth in the 

second act are doubtless intended to suggest degrees of Masonic 

initiation. It has been suggested that the wickedness of the Queen 

of the Night who continually tries to interfere with the virtuous high 

priest, Zorastro, is a reference to the persecution of Freemasons 

by the Austrian queen, Maria Theresa. Other references to people 

and events of the eighteenth century are possible. While the exact 

hidden meanings and the symbolism of the second act of The Magic 

Flute may never be fully understood, it is certain that it represents 

2 
a "quasi-mystical struggle between good and evil" on a universal 

plane. 

1. Donald J. Grout, A Short History of Opera (New York: 
Columbia University Press, 1947), p. 294. 

2. Wallace Brockway and Herbert Weinstock, The World of 
Opera (New York: Pantheon Books, 1962), p. 101. 
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Mozart has been characterized as a composer less interested in 

innovation and the development of philosophies of composition than 

in the practical matter of music-making. This is evident, for 

example, as one compares the operas of Mozart and his contempor

ary Gluck. Both composers began with the same materials. Gluck, 

•working principally with the Italian Opera Seria, found the form 

hopelessly in need of reform and proceeded to evolve a set of rules 

specifying how opera should be composed. His "reform" operas 

are examples of these rules put into effect. Although he was familiar 

with the works of Gluck, Mozart evidently remained unconcerne.d 

with the matter of reform. He took the various forms as he found 

them--opera seria, opera buffa and singspiel--and using them as 

points of departure, wrote operas which surmounted the traditional 

faults of the styles involved and which are still recognized as 

masterworks deserving the prominent place they occupy in the 

modern operatic repertoire. 

The Magic Flute is a German opera set in the basic style of the 

singspiel. The singspiel is a comic form equivalent to the Italian 

opera buffa, French opera comique, and English ballad opera. It 

utilizes spoken dialogue instead of recitative and its music is 

characteristically made up of melodies of a popular or folk quality. 

Mozart's music ranges in this opera from the traditional folk-type 
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song (Papageno's song, Act I, number 2, for example) to the highly-

sophisticated and technically difficult Queen of the Night arias. He 

also uses accompanied recitative, ensembles, and choruses, all of 

which are far more significant musically than the customary music 

of the slngspiel. 

The fact that The Magic Flute, with its variety of types of 

music and the diversity in its plot, does emerge as a successful 

and effective opera is perhaps the greatest tribute due Mozart. 

The ensemble scene chosen for investigation in this study is 

taken from the first act. In it are five characters: Tamino, the 

young prince (tenor); Papageno, the birdcatcher (baritone); and a 

trio of "Ladies, emissaries of the Queen of the Night. 

At the opening of the scene, Papageno has had his mouth pad

locked shut by the Queen's Ladies for telling lies. Tamino, having 

been given a portrait of the lovely daughter of the Queen by the 

same ladies, is prepared to go in search of her. In the Quintet, 

Tamino and Papageno are charged by the three Ladies to undertake 

a mission of danger--the rescue of the Princess from the magician, 

Zorastro. Since this portion of the story occurs early in the opera, 

it will be remembered that the character of the Queen is held to be 

good, while Zorastro is supposed to represent evil. 
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Directing Student Investigations of the Music of Mozart 

Musical Example for Rehearsal and Study: 

Mozart, Quintet (Act I, No. 5) from The Magic Flute 

Piano-vocal score: G. Schirmer, Ed. no. 1728. 

Recording: Mozart, The Magic Flute 
Decca DX 134. 

Objectives 

- To introduce students in the Laboratory of Musicianship 

to the music of Wolfgang Amadeus Mozart. 

- To help students recognize the characteristics of music 

of the Viennese Classical Period. 

- To consolidate the theoretical learnings begun in the pre

ceding chapters and to introduce new material in the area 

of the harmonization of simple melodies. 
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Preparatory Assignments for Students 

Reading* 

Miller, History of Music 
Part IV, "The Classical Period, " pp. 113-31. 

Bernstein, An Introduction to Music 
Chapter XIII, "The Viennese School, Wolfgang Amadeus 

Mozart,11 pp. 153-73. 

Wold and Cykler, An Introduction to Music and Art in the 
Western World 

Chapter 9j "Rococo and Classic,11 pp. 168-96. 

Listening and Score Study 

Mozart, Symphony Number 40 in G Minor (K. 550) 
Recording: Vienna Philharmonic Orchestra, 

Herbert von Karajan conducting, 
RCA Victor LM 2535 (Monaural) or 

LSC 2535 (Stereo). 
Study Score: Edition Eulenberg, No. 404. 
Line Score (first movement only): Music in Our 

Heritage, ̂  pp. 13-34. 

Mozart, Requiem Mass in D Minor 
1. "Requiem aeternam" 
2. "Dies Irae" 
7. "Lacrymosa" 

Piano-vocal score: G. Schirmer, Ed. no. 1882. 
Recording: Robert Shaw Chorale, RCA L.M 1712. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 

2. Emile H. Serposs and Ira C. Singleton, Music in Our 
Heritage (Morristown, N. J.: Silver Burdette Co., 1962). 
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THE MAGIC FLUTE Act I, No. 5. Quintet 

English translation by 
Ruth and Thomas Martin W. A. Mozart 

Allegro ftpagMO 'foiuU sadly to tU padlock on An mouth J 

— m m m— .V .•> m-»K I I'J. M I ww i "^•Tr 1 1 

UWha! WWhoi! ha! ho! holhm! has! ha! ha! tuo! Ion-
Hm!hm!hm! hm! hir'hm! hm! hm! hm!hmlhm! tun! hm! hm! hm! 

Fftptgeno 

hat ItorAr-m kHUafitrvli n.^n.^eno iici-se Spruce iit 4i - hio! Hn!hm!hm! 
hm! Tbepooryoonyladrasttore-iy svf*ftr, He trifs to talk, but air in vun! Hm!hm!hm! m 
hathillalhat ha!ha!hatha! hat hat What hat MtanikHl tea.all4ich h*• 
hm! hm!hm!hra! hm! hm! hm! hm! hm! hm! hm! hm! hm! I c«n no help or coin-fort 

Ha! ha! ha! hal 
Ha! hm! hm! hm! 

WWW 
ho!hmlho! 

Copyright 1941 by G. Schirmer, Inc. 
(Used by Permission) 
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•4U tea tu 
I with I rotihl rr 

ml - fltu bm 
li*vr your pain or comfort 

y kUK 
hm! hmt hm! Km! hm! hm! hin 

V will iek i« 
I with I could _ •A ufr rr'tJTrnijJtfr 

MM ha! ha! ha! MM ha! ha! M MM 

sa hatha Ma, mil ilk ta aAaaAaa ktl • fai 
re-lim your pain, I with I could re • llnw your 

dc 
fm !M ha! M MM M M MM ha! ha! ha! ha! 

hm! hm! hm! hm! hm! ha!hsn!hm! hm! hm! hm! hm' hm! hm! hm! hm! hm! hm! hm! hm! 

lEuttr Otf Tkrte Ladi*».) 

lit Ladyjr frrmoom h'a fadtock) 

Dm feria he. gaa-<j|t4i*, er - liMtaStoa-fc ItMitt. 
Thm Qmn forgive* you grariouft*lv. Fran pan-nhjartil yow- shall b« fret. 

2nd Lady 

H.na 
Bf treth-ful, ana vou raaaraao 

I ha lat Ih-fa - $» - ao via. to. 
Oh, what a joy a - gain lo chat - terf 
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2nd Lady • 1,1 * 2nd 

.l.L » JE , , 
Ladie 

3 u J. I . . 
Bhr~r p f p - 1- JL=j==d • I r /TM 1 1 tf r > i • r i r - » t--*rr v Mr** vMr. DU SAMnUM.m will far* better! This pud-lock may your wnrn-inf be, 

* i 3rd Lady 
-  |  •  i - i j  u  j j j i j j  r ^ ]  

IMM S4MmUM.m hiiMK _ _ Thin p*d - lork may ™r waminr b'' 

fJ -|J 1 r i i1 r r 1 1 " |- < :*=ri 
,hk N-aitfmv-mtaumtejhtal ^ jjjy No lie shall,** • « MBKtnmnwl 

Mm 

i Uii r 1 
M.m Mt-m, M.m Wto-aiaffato. it ihU your warn-inf, ibal) your warn - in* bt! 

•oil M.at win 
it shall yiur wara-iu 

pad* lock may my warn • infbt. 
•oil Mt-M Vir.HlMh. 
it nhall my war^tn* 

4* L%MT «l 
the lipa of li- art With wch a 

ftl. W 
Ito lie* of li-an Tiaiit if With «Kh a pad • lork 

tl . » 
tht lip* of an If on#(ouId^al With «wb ft 

If OMCOSMMAl 
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m IW! •MtHftS,V«r . Qalk. 
and light, Thfnha- Irrd, >lan-drrk poi. aonrdbriari, WbuMykldto 

rn M! aUttlUB, \lar . Iiim Odl«, 
and light, Than ha-trrd, alan-drr'a poi. aonedbriara, Vlfculdyitldto 

rm Umk\ «WIBaB,\W - k— <n,«>waraii (Hit*, 
and tight, Than ha-irrd, alan-drrk poi- aonad briar*. WmldritMto 

Ik • m Mai! (UtiH&fi, Var • tarn fc«g,ffcw«mr dalle, 
fast and tight, Th«n ha-tred, «Un-<Wfc poi- aomdbrian, 

UIV •! HHI UB| *ir UHNI 

broth, er - hood and right, Then ha* tred, alan-dera poi* s^ned briars. 

pot • toned briar*. 

Lkb mi fUftHaA, Vtr . iMi.teiimnr wit, 
broth* er - hood and rifbt, Then ha* tred, Man - dera pot * aoned briar*. 

mi Brv-fcr-fawi, . iMB-taMcNnntr Oilli, 
Would yield to right, Then ha * tred, alan - derb poi * ttoned briar*. 
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1st Lady ff»»&*s Tamino 

O Print*. op Would yield to broth- er - hood and right 

Litb mi Bra 
rid yield to broth • er - hood and right 

Lfeb tti Bra 
yield to broth • er - hood and right. 

xrrir> r> if* 
kMUMt LMb Ml Bn 

Would yield to broth • er • hood- and right. 

a golden flute) 

Oa-Mtak voa air, dm aaa-to mi-ra Fir-atta «lr. 
on our flut*n'i command,— W* l«y thu trm-iure in vo ir hind. 

r.ne-t* wWdfcfcwWi* 
This mag. ic flute nh«-d»-iirmto »endyou. 

m Cagllek a-tar-
It* mya-tir mu-ftir willde-

irt ft 

fendyou. And when tfu» pow-er tt a»-h*rt*ed. All ho • nun pai linnn in fon«vert*ed; The 
3rd L. 

Bto.aH hu*rt fa Um.mtm C^4wetilw»1 . 
And when this pow-er it M>«er1<ed, All ho • man p— •kmaare eon-vert-ed; The 
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eoUeat btart, 

MBuswiU Mara 

«Mr# —C9 

Ul - M 
love will burn 

01 

*p«r»*r 

Kit • ntn 
like this i> worth; By— it* spelt • ie note wottJd M> 

Mmfcrtb OoM 
A Mr* k flute 

Ml WMt, 
il worth; like this 

it flute like (hi* jt worth; By it* apel) 

Km 
ke this 
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•M Za - M* - ta 
wot Chanjp lo hap - pi would m*man 

Chang* to hap ci neat and mirth. 

would ha*man wo* Chang* to hap - pi neaa and murth 

Urn • mLm-jcU f«v - Mkrt 

hap • pi ' n*M and mirth, 

m m Ita - »ttl«-Kl*efc iw . aMhft. 
to hap .• pi - MM and mirth. m 

Kn-aAn . ftf* ne - mthh, 
hap • pi • mm and mirth. 

vM MM mkm • fflftfc w.aArt 
to hap • pi • nna and mirth. t 

To with-draw now. fiiml IwaoliN tax* th* 

ujjjjtd m) 



276 

3 Ladie* 

Ml i*aMi. DU imf - fch-tai 1 
lib*«r*1]r9 No, to mnn* im • por-Unl du.tiN 

diut tie Nr.«Ib 
Our_ QMtR'ku or* dtr*d 

you 
.m cfta VW • «vi • j 

To Ha- ra* tiro's yon. 4*r. 
Mdi S* • rt'iliDf Biff n 
With the Print* you art to 

IWW 4* * fir to-faak idi rich! 
wander. No, my ladka. thankyoo, no! 

Voueorh Ml.bar hor-te ich, 
You yonmlm have told mr 10: 

wto tin Ti - gtr - Uar( 
uv - age at a t»oar. 

•l-cktr licfi oka *1. !• Gta4m mlA S*-rm->tron»ft«. 
1 am nurr that hfwmitd roail m»,FVy mdtoaaf tnt.fry and 

dJZ*i 

3 Ladies 

- lw,rap*M,bn4an, rayfaa, bi»-t«a, mi . to mith 
st m^fiyuidloantmr^ryand toast me, Noth - injr IrM 

• tai (iir, 
•ad noth • in* more! ThTprim Jiu 
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Hfllttri) a 

lit Lady (hand* tofcgmo a 1Mb box_cont*tnin£ hills) 

II! «i! 
Well! w.lll 

3 Ladle* 
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lat Lady lotto Met ttr 

Bil - bar - glMMtea, 
Flat* and twlMoaM 

_ iKOTifl, i«!ja! 9mA IojIm Ojm in*dfH,Oyniii'df«d! 

_ 
3rd La4y ®*** ta- ^ 

Sil . tar - glttafeekM, Ftttl* and btO-IOMa1 

IB, 811 . 
Dy- **+ °>" *' d~dI Tl»i00 MCC 

. fflM 
Fla t* and mD 
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prfrrJ 
wokllMf Wi«. rf«r wttl.wf'l) m«*t a • 

r* P WlV. MfWit.tw w*li. well mrt-l a 

i 
vokl! Mf Wi#. 4«r wt u m»*t a M 

vol. Til giiB, 
inrvt a • gain. 

£=2 
?asn. 

rain. 

/ TJk# rAm L+dU» turn to ̂  

MM.Pt«kMPMDum. N|ll |iia.BM,fair-«M u-tfi^ttU n, arty: 
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3/A 

«U an 4i« Bare Who will m guide 

TjrHLffat:T~'~Trf~r~^ 

wokl fia-4aa »how tw the 

m 
Bvcwoklfliln kua? guidr ahow in the way, wokl f!nTJ«» »how tM ID* wia aaa dla Bare Who will an guide1 

a Andante 

kaaa. vie ay Hi Bare wofcj7ta.4aa kiu way, Who will an ffaid^ thaw an the way? =m=^r r r in 
•aa~& B«rf wokl fin-d»o uuf " k»aa, wia aaali* B«rf wokl fin-way, Who will as (fui* ••*>* us thr way! 

Andante 

FT fr If rftly,-| fffffffflfritifiTl 
(Th* Three Ladies return.I 

1st k 2nd L. 

. . , . Drat KaMkrfcw.laag.icfcba, hoH i»lw,Bi.iltarth wA Mf 3rd Lady Ttm Ifit'' in TOUif ud «iit*lll|>idi)uM on your jour - n«y 

DM KmrfcaJaag.aehifci.hoHMd wal—.aa.atfcwlwwafc.aaf Three apir- ila yoang and wise willguide yauAnd on your jmir-ney 

CLiTctf Irljr antrnmrn 
j 

itai. m, m war - mi aa - fa fu-r7aalat folgt •tay be • aid* you. Re- ly on (hem where they may lead. On - ly their counsel 

aa - rar Rai - aa. ala mr • dta an . ra Fib. rar aala, folgt Una Ra. la stay be* tide you Re • ly on them where they may lead. On - ly their counsel 
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mlSW Tuino 

(U> u - i w > .  wwunmhold ill »'»!. »»,nm-»c Miall you heed Three spir* its young and wi&e will guide u*,And on our jour • ney 

• al-'liU. DNlblbchM,liix,ichliB, koU uud wii . N,iB4ckvi • bMUi Mf *hall you heed. Three apir - its young and wist* will guide u» And on our jour - n*y 

J Wfi 

M - si. 9ta Wrr - Aa ki . k-t Nh. MP shls, atay b« • side oa. ly on l,wra w'wr* may lead. WlgTl 
On - ly their counael UMH ibi .m 9i« wir . 4m «q . re Ktih . msiia. foT(t I stay be* aide us. Re* ly on them where they may lead. On* ly ibeircoonjal 

Tanino 

RIB si-ma. BQ M - oaiwofcl! wir ' wol - 12 gats, \ht "woW! BBTwoSnaer shall you heed. So fara you well, we go our way, May for • tuna ba with Dam — _ ^Ti^7*S — — _ _ — _ 

fui ai - ffia. So I* • totwokl! wir ml - Im ipfca, Ml vokll MtwoM.'arf «h»ll yon hrtd. So fara yo<i w»ll, mo go our way, Miy for • fan# bf with 

1st, 2nd,* 3rd L. i._j)j k.j- aj >ra. 
ol . Ka^kn. lAt«U1! lAtMHl 

So fara you well, and go your way,May f* . tuna ba with )(n to • day! So 

• - MMu! ww vol. !••**«,ItttwoU! kfcifcoWwf Wl#.4ar.»tt«( 
OS to-day! So far* you well, we go our way. May for. tuna b» with «a to-day! 

Wla.Jarfafca. So U . Mtwoil! wir *)l li.lar.iiui, r« to-day! So /aw youweH, we <ro ourway,Mjy for *tan» ba^with tta to • day! 
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JPj (SxtunU 

WU-lanehn, 
fare yottwell. 

_T WMsr.atto. _ 
•o fare you well! lExii.) 

••r WltiirMi, 
So farcy ouwel!, 

Mf wUwrMha. 
so tareyouw+11! 

rr r* i-, ^ 
(Exit.) 

Mf WieterMhn, 
So fon-youw*!!, 

Mf Witters aim. %o fareyoQwell! 

o 
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Information for Study and Class Discussion 

The Quintet from The Magic Flute was chosen as the example 

for investigation by the Laboratory in Musicianship because it 

illustrates in fairly concise fashion the important stylistic elements 

of the Classical period, and also is representative of the most 

mature compositions of Mozart. Although the scene which the 

Quintet embraces is basically comic, its musical treatment is 

serious--that is, Mozart has given it the same care in terms of 

melodic and harmonic development that one finds for example in 

the G minor symphony or in the Requiem Mass. 

In the course of the music of the Quintet may be found examples 

of most of the characteristic styles and types of composition of the 

Classical period. These characteristics will be described in the 

following sections. 

Form 

The over-all form of an operatic scene is necessarily dictated 

by the libretto and by the action which it entails. In this scene there 

are two principal parts: first, the comic dialogue between the 

padlocked Papageno and Tamino, ending in Papageno's release by 

the three Ladies; second, the more serious business of persuading 
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Tamino to undertake the rescue of Pamina--lightened, of course, by 

the comic antics of Papageno. Part I is seventy-seven measures in 

length; the remaining one hundred seventy measures of the scene 

comprise the second section. 

A sketch of thematic material follows: 

Part I. (measures 1-77). 

Measures 1-33, Dialogue between Papageno and Tamino. 

9'̂  ft i { f f F f  I F ^ J  '"rr 

Measures 34-52, Dialogue between Ladies and Papageno. 

jj/fl - i f if p j f if- pJ f if i'V ' luftyp? 
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Measures 53-77, Ensemble. 

r / - yfrf |f |« If . - -
1_ 

< 

—?— > 1  1  '  1 '  i  

Part II. (measures 78-247). 

Measures 78-109, Trio of Ladies (giving the Magic Flute 

to Tamino). 

fct ^j ip -  j i r  & 

Measures 110-132, Ensemble. 
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Measures 133-183, Papageno and Ladies (giving the Magic 

Bells to Papageno). 

m 

Measures 184-203, Ensemble. 

ijh I* 

Measures 204-213, Duet (Tamino and Papageno). 

Recitative leading to next section. 

Measures 214-247 (end), Ensemble (finale). 

Ll i L 
• : " 
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Although all the parts of the Quintet are closely related, each 

of its sections is treated individually with its own appropriate type 

of accompaniment in addition to its own melodic material. Each 

is a complete, small form in itself. Included in the course of the 

example are most of the accompaniment figures characteristic of 

the Classical period: repeated chords (e.g., measures 110-17), 

broken chords--Albert! Bass style (e.g., measures 214-41), 

block chords (e. g., measures 41-4), arpeggio figures (e. g., 

measures 50-61), and many variations of these devices. Through

out the example, the use of counterpoint is limited to short 

obbligato-type figures in the accompaniment. 

Phrases throughout the Quintet are short and almost without 

exception, regular in the tradition of the Classical school. The 

four measure phrase is standard, although Mozart frequently 

extends the phrase in most effective ways. Phrases are usually 

balanced in the ante cedent-consequent manner. 

Rhythm 

The rhythmic scheme of music of the Classical period is, 

compared to both earlier and later eras, quite simple and straight

forward. It tends to be very regular with few changes of meter, 
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little syncopation, and no appreciable use of cross or counter-

rhythmic effects. 

The use of ritardando is more extensive than in the music of 

the Baroque, and some rubato is encountered. Contrast in rhythmic 

movement is principally achieved through employing a variety of 

different figures, such as those discussed in the preceding section, 

not only in accompaniment but also in melodies. 

A device typical of much of the music of the period which is 

found in the example Quintet is the frequent use of rests as a part 

of the melodic--sometimes also of the accompaniment--line. An 

example of this is to be found in the section beginning in measure 

184. 

In general composers of the Classical period subordinated 

rhythm to melody. Mozart1 s music maintains rhythmic interest 

not through any particular complexity of movement but rather 

through the great variety of rhythmic figures used. 
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Tonal Organization. 

The Quintet from The Magic Flute has an extremely simple and 

clear-cut tonal organization. In this it is representative of the music 

of the Classical period. 

The key center of the opera, over-all, is E flat major. 

Mozart has organized the various numbers* in a closely-knit tonal 

scheme around this key. He moves consistently from key to 

related key, and although at some points the tonality moves far from 

E flat, the movement is by logical and traditional modulatory steps. 

The example Quintet is in the next-related key of B flat. 

Within the Quintet, the harmonic plain is one of limited and 

simple movement around the key of B flat. Students should have 

little difficulty in identifying the chords used and the modulations 

•which Mozart makes. An examination of the sections of the composi

tion outlined under "Form," shows that Mozart varied these parts 

not only by the use of contrasting thematic material but also by 

means of modulation. Here however the very limited degree of 

key contrast Mozart allowed himself is again emphasized. For the 

most part, the music alternates between B flat and F, with one 

1. This opera is one of those typical of its period, which is 
made up of a series of separate selections, or "numbers11 each 
closely related to the others but separated from the music preceding 
and following by (as in this case) dialogue, or by recitative. 
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important digression to G minor and to several other related keys 

between measure 133 and measure 180. 

It should be pointed out that this extreme simplicity of key 

structure is not necessarily characteristic of Mozart nor of the 

Classical period. It is, however, representative of the type of key 

relationship utilized and may be considered fairly typical of key 

relationships within the course of a single, short composition. 

When one studies the entire score of such a work as The Magic 

Flute, a considerably wider range of key relationship is discovered. 

Theoretical Outgrowths of This Study 

The theoretical objectives of the Laboratory in Musicianship 

are limited to those which enable the students to understand and 

interpret the music studied in terms of its structural and stylistic 

properties. The emphasis is upon hearing, reading, and analyzing, 

rather than upon the learning of rules and writing of exercises in 

harmony. Thus far in the Laboratory experience, the students 

have become familiar with several different scale patterns, with 

the major keys, with chord structure, and with chordal progressions. 

They understand the basic principles of form, melody writing, 

and phrasing. They know something of cadential patterns. They 
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have developed some skill in the recognition of intervals, both 

through hearing them and seeing them in the score. 

In the study of music of the Classical period, the Laboratory 

experiences in theory may be expected to draw together the 

accumulated knowledge of the students and to apply it in the follow

ing ways: 

- The recognition in the score of phrases, including 

repeated phrases, antecedent and consequent phrases, 

and various types of extended and elided phrases. 

Types of cadences, including perfect, imperfect, half, 

authentic, plagal, and deceptive. The ability to write and 

harmonize these cadences, as well as to recognize them 

through hearing and seeing in the score, may be expected. 

- The analysis of the chordal structure of simple examples 

of homophonic music, such as that provided by the 

example in this study. 

- The recognition of basic principles of part writing as 

exemplified in the Quintet from The Magic Flute. 
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- The learning of the minor keys encountered briefly in 

previous style studies, but now necessarily a part of the 

basic structure of key relationships as used by Mozart 

and his contemporaries. 

Rehearsal Suggestions 

The preparation of the Quintet from The Magic Flute is a 

project in which an entire vocal ensemble may and should partici

pate, although the actual performance would necessarily be done • 

by five selected singers. The exception to this limitation lies in 

the ensemble sections (where all five voices are singing, or, in 

certain cases when the three Ladies are singing) when, if desired, 

the entire ensemble might well join in the performance. The 

singers not assigned solo roles may be placed to the side of the 

stage, or off-stage, the objective being experience rather than 

dramatic verisimilitude. 

In music of the Classical period, a very precise approach 

to pitch and rhythm is required. Note values must be performed 

exactly as written and accurate intonation carefully preserved in 

order that the characteristic clarity and lightness of texture may 

be apparent. For the same reason, the articulation of all passages 
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must be clean and precise. The differentiation between staccato and 

legato singing, for example, is clearly marked in the music of the 

Quintet and must be carefully observed in performance. 

Desirable tone quality to be used in music of the Classical 

period involves a necessity for the same precision and clarity as 

is discussed above. A vocal placement which permits of great 

flexibility, purity of vowel, and sharpness of articulation is required. 

Dark or throaty quality would be out of place as would an excessive 

degree of vibrato. Particularly in young voices, the placement must 

be light and forward in the head. It might be pointed out that such 

a focusing of the tone is necessary for all successful performance 

by young voices and that, for this reason, vocal music of the 

Classical period is a very satisfactory vehicle for high school 

performance, providing ranges do not become too extreme, , 

In regard to range problems to be encountered in the Quintet, 

they may be described as minimal, except for the role of Tamino. 

This role, characteristic of Mozart's tenor roles, has a high 

tessitura, and will be troublesome unless a light, free voice is 

available. The range, which extends from f to g1 is not extreme 

and can be handled with comparative ease by many high school 

tenors. The role of Papageno is easily within the range of the high 

school baritone. The parts of the Three Ladies are suitable for the 
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usual trio of female voices (SSA). In selecting these three voices, 

care should be exercised to obtain the type of light voices which 

will blend well without overbalancing the male voices. 

Special Projects 

Students who have, or are developing through the work of this 

study, an interest in opera may pursue any one of a number of 

projects having to do with the subject. Some examples of these are 

listedbelow: 

- Make a study of the history of opera and its development in 

various countries such as Italy, France, Germany, or 

England. 

Trace the development of opera in the United States. 

- Become familiar with several of the operas of Mozart 

through recordings, scores, and where possible, actual 

attendance at performances for the purpose of developing 

an understanding of Mozart's musical style, characteriza

tions , and plot development. 



- Investigate the production problems which are involved in 

the presentation of opera, including those of set design, 

costuming, staging, lighting, and casting, in addition to 

the musical challenges to be met. 

- Find pictures of famous opera houses in Europe and 

America. Collect opera programs, pictures, and news 

stories concerning opera singers and composers. 

Other projects having to do with this study may focus upon the 

music of Mozart, in general, or upon other specific forms besides 

the opera in which Mozart composed extensively. The study of his 

string quartets or his symphonies would be particularly fruitful. 

1 Evaluation 

The preparation and presentation of the Quintet from The Magic 

Flute constitutes an exceptionally rich evaluational undertaking. 

Included in such a presentation would be the following, to be carried 

out by the students under the direct guidance of the instructor: 

The learning of the music. 

- Selection of the five singers who are to sing the roles. 
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- The staging of the scene. Students having dramatic 

experience may be able to lead in this activity. However, 

the instructor will in most cases find it necessary to use 

his own experience and knowledge of operatic staging to 

assure a satisfactory experience for the students. There 

is little value in a poorly staged production. 

- The preparation of scenery, if any, and the finding or con

struction of the necessary hand properties (such as the 

large padlock for Papageno's mouth). A very satisfactory 

performance for concert purposes may be given with no 

scenery and in conventional modern dress, but the hand 

properties are a necessity. 

- The preparation and presentation of program notes which 

may include the plot of the opera and the circumstances 

under which it was composed, a discussion of the type of 

opera represented by The Magic Flute, and a brief sketch 

of the life and works of Mozart. 

All members of the Laboratory in Musicianship should have 

responsible functions in the production. The variety of tasks 

inherent in the presentation of any type of music drama makes the 



assignment of such responsibilities a necessity, as well as a desir

able means of securing complete participation in the project. 

Written Examination 

Test questions concerning music of the Classical period might 

include the following topics: 

- Important forms perfected during the period. This refers 

to such musical genre as the symphony, sonata, string 

quartet, and solo concerto. 

- The structure of the sonata-allegro form. 

- A general conception of the social and economic conditions 

under which the music of the Classical period was written. 

- Knowledge of the structure of an opera, with emphasis upon 

the musical forces involved, the various types of musical 

numbers used (arias, recitatives, ensembles, choruses), 

and the unique combination of dramatic and musical forms 

present. 

- Ability to construct both major and minor scales with the 

appropriate key signatures. 
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- The construction of antecedent and consequent phrases. 

- The harmonization of short musical phrases with principal 

triads in root position. 

- The construction and harmonization in selected keys of 

various types of cadences, including perfect and imperfect, 

half, authentic, plagal, and deceptive. 

Reference Material for This Style Study 

Bernstein, Martin. An Introduction to Music. 2nd ed. Englewood 
Cliffs, N. J.: Prentice-Hall, Inc., 1951. 

* Chapter XIII, "The Viennese School: Wolfgang 
Amadeus Mozart," pp. 153-73. 

Boyden, David D. The History and Literature of Music 1750 to the 
Present. Berkeley: University of California, 1948. 

"Mozart," pp. 30-3. 

Cannon, Beekman C., Johnson, Alvin H., and Waite, William G. 
The Art of Music. New York: Thomas Y. Crowell Co., 
I960. 

Chapter X, "The Age of Genius, Part I, The 
Classic Era," pp. 287-328. 

Cooper, Martin (ed.). The Concise Encyclopedia of Music and 
Musicians. New York: Hawthorne Books, Inc., 1958. 

"History of Music - the Age of Haydn and Mozart," 
pp. 214-15. 

Dent, Edward Joseph. Mozart's Operas. 2d ed.. London: Oxford 
University Press, 1947. 

* Included in Preparatory Assignments for Students in this 
style study. 
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Finney, Theodore M. History of Music. Rev. ed. New York: 
Harcourt, Brace & World, Inc. , 1951. 

Chapter 26, "Haydn and Mozart," pp. 384-406. 

Grout, Donald J. A Short History of Opera. New York: Columbia 
University Press, 1947. 

Chapter 17, "Mozart," pp. 275-97. 

Harman, Alec and Mellers, Wilfrid. Man and His Music. New 
York: Oxford University Press, 1962. 

"Mozart," pp. 612-30. 

Lang, Paul Henry. Music in Western Civilization. New York: 
W. W. Norton, 1941. 

Chapter 13, "The Classic Era," pp. 618-74. 

Miller, Hugh M. History of Music. New York: Barnes & Noble, 
Inc., I960. 

* Part IV, "The Classical Period," pp. 113-31. 

Oldman, C. B. "Mozart," Vol. V of Grove's Dictionary of Music 
and Musicians. 5th ed. Edited by Eric Blom. New York: 
St. Martin's Press, 1955. 

pp. 923-83. 

Sanborn, Pitts. "Mozart," International Cyclopedia of Music and 
Musicians. Edited by Oscar Thompson. 7th ed. Rev. 
Edited by Nicolas Slonimski. New York: Dodd, Mead & Co., 
1956. 

pp. 1182-97. 

Weinstock, Herbert, and Brockway, Wallace. The World of Opera. 
New York: Pantheon Books, 1962. 

** "Mozart,11 pp. 83-101. 

Wold, Milo, and Cykler, Edmund. An Introduction to Music and 
Art in the Western World. Dubuque, Iowa: Wm. C. Brown 
Co., 1958. 

Chapter 9, "Rococo and Classic," pp. 168-96. 

Included in Preparatory Assignments for Students in this 
style study. 

** Recommended as supplemental reading for students. 
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2. Choral Music of the Classical Period 

Although it is possible to refer to Ludwig van Beethoven as 

belonging to either the Classical or Romantic period, it is more to 

the point to recognize him as belonging to both periods, embracing 

in his life and music the essential qualities of each. Grout 

summarizes it in this way, "Historically . . . Beethoven's work is 

built on the achievements of the Classical period. Through external 

circumstances and the force of his own genius he transformed this 

heritage and became the source of much that was characteristic of 

the Romantic period. But he himself is neither Classic nor 

Romantic; he is Beethoven, and his figure towers like a colossus 

astride the two centuries.11* 

For the purpose of the investigations of the Laboratory in 

Musicianship, it seems proper to include the study of Beethoven 

in the general category of Classicism because in this way the dual 

nature of music--the continual fluctuation between ethos and pathos, 

to use Sachs1 terminology--is demonstrated. It is shown that the 

difference between Classicism and Romanticism is nothing more 

than a matter of emphasis--the emphasis on the one hand upon 

1. Donald J. Grout, A History of Western Music (New York: 
W. W. Norton, I960), pp. 471-72. 



301 

form and stability and on the other upon the individual expression of 

feeling, emotion, and idea. 

With the study of the music of Beethoven, it is possible not 

only to bring the study to a fitting conclusion in terms of formal 

and theoretical considerations, but also to complete the cycle of 

stylistic studies undertaken in the course of the Laboratory 

experience. 

It should be noted that there is implied here no lack of recogni

tion of the importance of the music of the nineteenth and twentieth 

centuries, particularly to young students. It is, rather, that in 

the time available for study in the course of a single school year, 

some delimitation is necessary. From the standpoint of the over

all objectives of the course as they are outlined in Chapter II of this 

study, the most practiced plan of action has been found to be an 

intensive study of a few musical styles and forms over a limited 

range of time, rather than a broader but more superficial study of 

a larger number of styles covering the complete range of music 

history. 

The selection of an example of vocal music representative of 

the compositions of Beethoven is not an easy task. In the first 

place most of the significant works by this master,are instrumental 
J 

compositions. In the second place, the majority of vocal or choral 
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compositions are of such difficulty in terms of performcince technic, 

tonal and dynamic requirements, and demands of range and 

tessitura as to make their performance by high school voices 

impractical and unwise. Beethoven tends to use voices instrumen-

tally--that is, to assign melodic lines which in range, volume, and 

configuration would be more suited to orchestral playing than to 

singing. Prime examples of this are the vocal parts of the Miss a 

Solemnis and the Ninth (Choral) Symphony which make maximum 

demands upon the most mature and highly-trained voices. 

The Elegaic Song (Elegy), Opus 118, which was selected for 

study here, resolves these difficulties in very satisfactory fashion. 

While definitely a minor work, it is representative of the best of 

Beethoven's choral work without being excessively demanding on 

the voices. It is worthy of wider acquaintance among modern 

performers and audiences. 

Directing Student Investigations of the Beethoven "Elegy" 

Musical Example for Rehearsal and Study: 

Beethoven, Elegy (Eligischer Gesang, Opus 118) 

Score: Arthur Jordan Choral Series, No.42, 
Edward B. Marks, publisher, 
Organ Accompaniment (String parts 
on rental from the publisher). 
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Recording: Concert Hall Society Recording 
No. 1084, 
Randolph Singers and Gullet 
Quartet. 

Objectives 

- To introduce students to the music of Beethoven. 

- To help the students compare and understand the differences 

between music of the Classical and Romantic periods. 

To summarize and consolidate the experiences in theory, 

music history, style, and form which the students have 

had as participants in the Laboratory in Musicianship. 

Preparatory Assignments for Students 

Reading* 

Bernstein, An Introduction to Music 
Chapter XIV, "The Viennese School: Beethoven,11 

pp. 174-208. 

Wold and Cykler, An Introduction to Music and Art in the 
Western World 
Chapter 10, "Romantic," pp. 197-200; 211-16. 

1. Full publication information is given in the Reference 
Material at the conclusion of this style study. 
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Listening and Score Study 

Beethoven, Symphony No. 5 in C Minor 
Recording: Bruno Walter, New York Philharmonic 

Orchestra, 
Columbia Recording CL-918. 

Study Score: Kalmus Miniature Orchestra 
Score No. 5. 

Line Score: Bockmon and Starr, Scored for 
Listening, pp. 114-29. 

Beethoven, Miss a Solemnis in D 
Recording: Leonard Bernstein, New York Phil

harmonic Orchestra, 
Columbia Recording M2L-270 

(Monaural) or M2S-619 (Stereo). 
Study Score (Piano Vocal): G. Schirmer 



elegy 
Elegischer Gesang 

Words by unknown author 
English version by Roger Maren 

UJDWIG VAN BEETHOVEN, Op.llB 
Organ score arranged bf Herbert Zipper 

Slow ind soft (J .so) 
ZmHgmm undftjl 

ORGAN 
or 

HARMONIUM 

m 

Copyright 1951 by Edward B. Marks Music Corporation 
(Used by Permission) 
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for this Ust bless-ing 
*» M 

^ t f Mr r 
for this last bless-ing 
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yon gen 
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wait - ed. 
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you gen - tly 
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Information for Study and Class Discussion 

•'A new intensity in music is apparent with the advent of Beet

hoven. To the general harmonic-melodic style of the Viennese 

Classicists, he adds a wider range of expressive dynamics, far 

more remote modulations, and much sharper dissonances. His 

varied use of explosive dynamics (sf), often combined with sharp 

dissonance and syncopations, superimpose on the style of his 

predecessors a very personal quality. This statement intended 

to describe in general terms the characteristic qualities of the 

music of Beethoven could well have been written as an accurate 

and complete description of the selected example. The following 

discussions will demonstrate the validity of this statement as the 

form, rhythmic structure, and tonal organization pf the music are 

analyzed. 

Form 

The formal organization of the Beethoven Elegy is a three-

part song form with an extended instrumental introduction and a 

coda. The Elegy was written to be performed either by a vocal 

1. David D. Boyden, The History and Literature of Music 1750 
to the Present (Berkeley, California: University of California, 
1959), p. 36. 
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quartet accompanied by a string quartet or by a larger chorus o£ 

voices with a larger string ensemble. In the case of high school 

voices, the use of a vocal ensemble with the string quartet is very 

practical. 

The accompaniment in the edition used in this study is tran

scribed for organ, although piano may be effectively used. 

The thematic material of the introduction is drawn from the 

"A" part of the song. It demonstrates Beethoven's capacity for 

development in which he characteristically evolves extended 

passages from short, epigrammatic motives. In this case the 

thematic material used comprises the first two measures of the 

voice parts: 

The introduction is twenty-one measures in length. Part "A" of the 

main body of the song is twelve measures long (from measure 22 

through measure 33). The contrasting, or "B" section of the 

three-part form begins in measure 33 and continues for twenty-five 

measures through measure 57. A four-measure instrumental 

bridge carries the composition back to the repetition of the "A" 
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section. This repetition is not note-for-note but is clearly built upon 

the material of part "A." It ends after fourteen measures (measure 

75) and is followed by the ten measure Coda. 

The music of the Elegy is basically homophonic in texture, but 

there is also much contrapuntal writing to be found. This is true, 

particularly in the instrumental introduction and in the middle ("B") 

section. One of the contrapuntal devices used most effectively in 

the middle section is that of imitation. Here the short motive: 

is imitated and developed by each voice, much in the same manner 

as that used by Josquin three hundred years earlier. 

It will be noted that in each instance of revolt against poly

phony, as in that of the early Baroque against Renaissance vocal 

polyphony, and that of the Rococo (pre-Classic) against the instru

mental polyphony of Bach, the art of contrapuntal writing does not 

long remain in disfavor. The example from Mozart in the previous 

study showed almost no contrapuntal writing (although it would be 

inaccurate to say that Mozart did not use counterpoint; he was a 

highly-skilled contrapuntalist as his Requiem Mass demonstrates). 
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Beethoven, the expander and developer of Classic forms, made 

frequent use of counterpoint in his compositions with the result 

that the texture of his music is generally fuller and more complex 

than that of Mozart or Haydn. 

The phrasing, even in the homophonic sections as in part 

"A" is not as regular as that found in The Magic Flute Quintet. 

The first phrase (measures 21 through 25) is five measures in 

length by virtue of an instrumental repetition of the first half. The 

second phrase is expanded to seven measures through repetition and 

development. The regular four-measure phrase so typical of the 

music of the earlier Classicists is almost the exception in the work 

of Beethoven. Another important feature is the use of the accompani

ment as an integral part in the melodic structure, not only in 

interludes and introductions, but also within phrases as in the 

aforementioned first phrase of part "A. " 

Melodic contrast between parts "A" and "B" is quite marked. 

The melody of part "A" is conjunct: 

Measures 21, 22. 

« 
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whereas the melodic motive upon which part "B" is based is disjunct, 

featuring wide intervallic leaps: 

Measures 33, 34. 

w r  . v  i f  f  

Rhythm 

The Elegy is essentially legato in character. It is in three-

four meter throughout, and the tempo is slow (langsam). The 

editor's marking of oi = 60 is very satisfactory. 

The rhythmic evenness of the introduction, part "A,11 and 

Coda is varied by two interesting patterns which are important 

melodically as well as rhythmically. The first is the use of dotted 

quarter and eighth notes, particularly in the Introduction (as 

measures 1 and 3) and the first phrase of part "A." The second 

is the pattern ;J J which is the basis for the second half of 

part "A" and for the Coda. This use of a short rhythmicr motive as 

the basis for a musical passage is a typical Beethoven device. The 

best-known example of this is the opening of the Fifth Symphony 
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in which a four note rhythmic motive is the germ from which an entire 

symphonic movement is developed. 

The middle section of the song is, by way of contrast, even 

more flowing rhythmically than part "A. " Beethoven here makes a 

sort of reversed in contrasts in which the more conjunct melody of 

part "A" has greater rhythmic interest than the comparatively angular 

melody of part "B.11 

As this example of the music of Beethoven demonstrates, the 

types of rhythmic devices tend to be more varied and subtle than 

those of Mozart or Haydn. Rhythmic interest is less confined to 

accompaniment patterns and is present in both melodic and harmonic 

parts. 

Tonal Organization 

The Elegy is in the key of E major. Beethoven's concept of 

key relationships was a much broader one than that of his predecessors, 

permitting him to move farther afield much more directly than did 

Haydn or Mozart, and to make modulations quite foreign to the 

music of Bach. The interesting part of this composition so far as 

tonal relationships are concerned is the middle section. 

Part "A" ends on a diminished seventh char d. The key signa

ture changes to C major, although at no time in the music is this key 
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suggested. Beethoven apparently used this neutral signature to allow 

,the freedom he desired in modulation during the succeeding seven 

measures of music. These measures have previously been com-
• 

pared in their imitative character to the polyphony of the Renaissance. 

.This comparison, however, does not extend to the tonality of the 

music. The section begins with the suggestion of d minor, on what 

would be in Renaissance terms, "a. point of imitation.11 The tenor 

voice follows two measures later with the same figure in g minor, 

while the alto voice enters alter an identical length of time, in c 

minor. The soprano, entering after only a single measure, outlines 

the seventh chord on F. This chord, one beat before the key signa

ture changes to A major, moves abruptly to the dominant seventh 

of A major. 

The A major tonality is well established in the succeeding 

homophonic measures (40-43), but at that point a modulatory section 

begins similar to that beginning at measure 33. This time the 

chords of a minor and d minor lead to a diminished seventh chord 

which in turn goes to a section in the key of B major (measures 

48 through 55). At this point the B major chord becomes the 

dominant seventh of the original key of E major, leading to the 

return of part "A11 in measure 52. The tonality throughout the 

remainder of the composition remains firmly in this key. 
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The striking modulatory freedom found in the section analyzed 

above is typical of the music of Beethoven, particularly in what is 

usually called his third or "late" period. The music was written 

in 1814, and thereby belongs to the beginning of this period. 

Dynamics 

The wide range of dynamics called for in this score is further 

evidence of the departure by Beethoven from the models of his 

Classical predecessors. Although the over-all volume level is 

indicated as soft, there are numerous crescendos to forte. There 

are also demands for very sudden swells from piano to forte, with 

immediate returns to the piano level. These indications occur in 

measures 67 through 73. The effect is one of intense emotion. 

Theoretical Outgrowths of this Study 

As was stated under Objectives in this style study, the prin

cipal theoretical outgrowths are intended to be in the direction of 

consolidation and review rather than the presentation of new 

material. While such new factors as the modulatory practices of 

Beethoven will come under discussion, the students will not, in most 

cases, be prepared to make use of these technics. 
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The following skills and learnings should be manifested as the 

students investigate this music: 

- Each student should read accurately at sight his part in the 

Elegy. 

- He should easily follow the sco..e to the Beethoven Fifth 

Symphony as a recording is played, noting instrumentation, 

rhythmic and melodic patterns, broad outlines of form, 

key changes, and important harmonic progressions. 

- He should be able to analyze the harmonic progressions 

found in the Elegy. 

- The student should demonstrate skill in the accurate hearing 

and singing of intervals, chords, rhythmic, and melodic 

patterns. 

- He should be able to identify from the score the key and 

mode (major or minor) of any composition written during 

the Baroque, Classical, and Romantic periods. 

- He should be able to extract and identify the mode in which 

a given selection of Renaissance or Medieval music is 

written. 
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- The student should be able to use, in either major or minor, 

principal triads and dominant seventh chords in the har

monization of simple melodies. He should understand the 

rudiments of voice leading and part writing. The principle 

of chord inversion should be utilized in these harmoniza

tions. " 

Rehearsal Suggestions 

The preparation of the Elegy for public performance involves 

few difficulties or problems of an unusual nature. A certain number 

of difficult intervals, as for example the tenor part in measure 28 

where the diminished fifth occurs, should be noted carefully for 

any intonation problems. Hearing the chord change involved--in this 

case from the E major triad to the diminished seventh chord on E 

sharp--will help resolve this difficulty for the tenors, and also for 

the basses, who must sing the major sixth from G sharp up to E 

sharp. Correct intonation in singing the diminished seventh chord 

is often a problem in general until the sound of this chord is firmly 

fixed in the singer's mind and its structure Tinder stood. 

It will be noted that many of the phrase endings in this com

position are feminine--that is ending on a weak beat of the measure. 

Examples of this are to be found in measures 22 and 25. This type 
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of phrase ending poses not only a problem in phrasing but also one 

in dynamics. The next to the last note, being on the strong beat, 

will receive its normal accent, while the last note must be per

formed clearly yet without undue accent. The effect desired is one 

of diminuendo as follows: 

While the dynamic curve of the phrase must be clearly evident, 

care must be exercised not to allow the final consonants of "-ing" 

to be either unduly accented or to disappear. 

The use of a string quartet for the accompaniment of this 

selection is desirable, although either organ or piano is acceptable. 

In rehearsal, the singers must become aware of the importance 

of the accompaniment and must regard it as a part of the whole 

texture of the composition, as essential to the total effectiveness 

of the performance as the voice parts. 

"For this last bless - ing," 

Evaluation 

The Demonstration-Recital, which has been used throughout 

this study as a device for public performance, as a means of 
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sti.mulati.iig student enthusiasm, and as a means of evaluation, can 

again be employed as the culmination of this investigation of the 

music of Beethoven. In addition to the performance of the Elegy by 

the vocal ensemble, the demonstration may include the following: 

- A biographical sketch of the life of Ludwig van Beethoven. 

This type of report is particularly valid and important 

in this case because the composer's life and activities 

show the changing pattern of artistic life, and the 

composer's social and economic status in the society of 

the late eighteenth and early nineteenth centuries. 

- A panel discussion comparing the concepts of classicism 

and romanticism. 

- Program notes including information about the circumstances 

under which the Elegy was written. 

Written Examination 

In addition to essay questions deckling with characteristics of 

classicism and romanticism, as well as with the life and works of 

Beethoven, the student may be expected to discuss such subjects 

as the following: 



325 

- Small forms used by Classical composers, such as the two-

part (AB or binary), three-part (ABA or ternary) and 

rondo. The function of introductions and codas, as 

illustrated in the Elegy should be understood. 

- Important innovations in instrumentation in the orchestra 

made by Beethoven. 

- A comparison of the phrasing, dynamics, and rhythmic 

practices used by Mozart and by Beethoven, as illustrated 

in the examples used in these style studies. 

- The freedom of key relationships employed by Beethoven 

in his music, giving examples from the score of the 

Elegy. 

Theory Examination 

The section of this style study devoted to "Theoretical Out

growths" lists a number of areas of theoretical knowledge and skill 

which the student should have acquired in the course of his Labora

tory experiences. Each of these areas of musical achievement 

should be demonstrated in the examination covering this final study. 

They may be summarized as follows: 

o 
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- Increasing skill and independence in performing unfamiliar 

music at sight. 

- Orientation in following an instrumented score. 

- Analysis through score reading of harmonic progressions. 

- Aural recognition of intervals, major and minor triads, 

seventh chords, and diminished seventh chords. 

- The ability to sing accurately intervals, major and minor 

triads, seventh chords, and diminished seventh chords. 

- Recognition through score study of the modal or tonal 

organization of music representative of each of the several 

historical periods investigated. 

- The ability to reproduce accurately, both orally and in 

writing, rhythmic and melodic passages heard. 

- Rudimentary skill in four-part writing, involving the 

harmonization of simple melodies using principal triads 

and seventh chords. 
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Reference Material for This Style Study 

Bernstein, Martin. An Introduction to Music. 2nd ed. Englewood 
Cliffs, N. J.: Prentice-Hall, Inc., 1951. 

* Chapter XIV, "The Viennese School: Ludwig van 
Beethoven,11 pp. 174-208. 

Boyden, David D. The History and Literature of Music 1750 to the 
Present. Berkeley: University of California, 1948. 

** "Beethoven,11 pp. 36-9. 

Cannon, Beekman C. , Johnson, Alvin H., and Waite, William G. 
The Art of Music. New York: Thomas Y. Crowell Co., 
I960. 

"Beethoven," pp. 328-40. 

Cooper, Martin (ed.). The Concise Encyclopedia of Music and 
Musicians. New York: Hawthorne Books, Inc., 1958). 

"History of Music - The Age of Beethoven," 
pp. 215-16. 

Ferguson, Donald N. A History of Musical Thought. 3rd ed. New 
York: Appleton-Century-Crofts, Inc., 1959. 

Chapter XXII, "The Sonata and the Revolution -
Beethoven," pp. 363-82. 

Finney, Theodore M. History of Music. Rev. ed. New York: 
Harcourt, Brace and World, Inc., 1951. 

** Chapter 27, "Beethoven," pp. 407-26. 

Grout, Donald J. A History of Western Music. New York: W. W. 
Norton, I960. 

** Chapter XV, "Ludwig van Beethoven," pp. 470-91. 

Harman, Alec and Mellers, Wilfrid. Man and His Music. New 
York: Oxford University Press, 1962. 

"Beethoven," pp. 631-58. 

Included in Preparatory Assignments for Students in this 
style study. 

Recommended as supplemental reading for students. 



328 

Howerton, George. Technique and Style in Choral Singing. New 
York: Carl Fischer, 1957. 

Chapter XIV, "The Romantic Movement," 
pp. 149-65. 

Lang, Paul Henry. Music in Western Civilization. New York: 
W. W. Norton, 1941. 

Chapter 15, "The Confluence of Classicism and 
Romanticism," pp. 734-76. 

Leonard, Richard Anthony. The Stream of Music. Rev. ed. Garden 
City, N. Y.: Doubleday and Company, 1962. 

"Beethoven," pp. 121-57. 

McNaught, William. "Beethoven," Vol. I of Grove's Dictionary 
of Music and Musicians. 5th ed. Edited by Eric Blom. 
New York: St. Martin's Press, 1955. 

pp. 530-95. 

Schauffler, Robert Haven. "Beethoven, " International Cyclopedia 
of Music and Musicians. Edited by Oscar Thompson. 7th 
ed. Edited by Nicolas Slonimski. New York: Dodd, Mead & 
Co., 1956. 

pp. 147-59. 

Wold, Milo and Cykler, Edmund. An Introduction to Music and Art 
in the Western World. Dubuque, Iowa: Wm. C. Brown Co., 
1958. 

Chapter X, "Romantic," pp. 197-216. 



CHAPTER Vn 

CONCLUSION 

This study has developed a new type of high school course 

offering designed to satisfy the need for more academic content 

in the music curriculum. It has suggested ways of giving the 

talented music student more comprehensive musical experiences 

than are currently available to him in most high schools. 

In formulating this plan the problem arose as to how the 

stated objectives could best be served. The first impulse was to 

develop units of study involving specific procedures for conduct

ing rehear sails, and teaching theory and music literature. 

This plan was rejected as being unnecessarily limiting, both 

in terms of the broad concept of the desired result, and in terms of 

the usability of the plan by different teachers under a variety of 

circumstances. In consequence, as little discussion as possible 

concerning method of teaching and presentation of material has been 

included. This type of planning is the prerogative, indeed, the 

responsibility of the individual instructor who must develop 

concrete teaching procedures in terms of his own background, 

329 
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interests, and personality, as well as with reference to the needs 

of the particular group of students involved. 

A broader, more creative, and original approach was deemed 

necessary for this study. The plan evolved was based on collecting 

and organizing selected information indicative of the type of material 

which could be prepared by a resourceful teacher interested in 

directing a laboratory-type experience as described in Chapter II. 

The eight style studies contained in the preceding chapters were 

developed with this purpose in mind. 

It should be stressed that the style studies included in this 

dissertation are intended to provide ideas concerning content for 

the type of laboratory course proposed. Once the technics of con

ducting laboratory investigations of musical styles are established, 

it is to be expected that their application to numerous other types 

of music literature can follow with comparative ease. 

This plan for an integrated course in musicianship was 

evolved with the knowledge that it requires of anyone attempting to 

use it a willingness to accept new concepts of the high school music 

curriculum. The curriculum has in the past set a premium upon 

public performance per se, with too little attention being paid to 

the actual musical growth of the student. A concept of the curriculum 

is necessary which not only stresses the importance of performance 
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as a culminating activity but also encourages the fullest possible 

musical development of the individual student. This concept will 

recognize that improved performance is the direct result of 

deeper musical insights gciined by the student through investigations 

of the kind and quality possible in the Laboratory in Musicianship. 

If-properly carried out, the proposals presented in this study 

will be challenging and rewarding for both the teacher and his 

students. The plan is recommended to music teachers and ~ 

administrators as a means of dealing realistically with one of the 

current issues in music education. 
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