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PREFACE

. The Missourt Journal of Research in Music Education,
published as a Bulletin of the State Department of Education,
is devoted to the needs and interests of the school and college
music teachers of Missouri and the nation. This issue,
Volume II, Number 4, is the ninth to appear in as many

years.

o The members of the Editorial Committee are grateful
to those readers who have written suggestions concerning
the content of past issues and request that criticisms and
suggestions, always welcome and never unheeded, again be
sent to the Editor concerning the content of this issue. We
strive for a reasonable balance between music theory,
history, philosophy or aesthetics, and pedagogy. It is diffi-
‘cult to judge how successful we are without reader response.

Since this publication is not copyrighted, complete articles
or excerpts from articles may be made without securing
permission from the editor or the authors. It is requested
that credit be given to the Missouri Journal of Research in

Music Education.

Copies of this journal are obtainable without charge from
the Missouri State Department of Education.

- THE EDITOR



Research in Music Education: Functions and Constraints
Henry L. Cady*
Ohio State University
NB. This paper, in a slightly different form, was given at the Col-
lege and University division meeting of the Missouri Music Ed-
ucators Association Convention in Columbia, Missouri, 1970.

The generalizations expressed here are basically derived from a
con¢ern about the well-being and the responsibilities of Music Edu-
cation. The information which underlies this concern was acquired
through my own research activities and the research activities of
our colleagues across the nation. Included in that concern is the is-
sue of whether or not we are a profession with a peculiar contri-
bution to make. It is true that there are several definitions of a pro-
fession but all of these definitions have a common denominator. That
common denominator is that a profession has a body of knowledge
which is applied by people. This leads to the concern for a clearer
understanding of what Music Education is, the knowledge that is pe-
culiar to it, and the difficulties as well as the vicissitudes of those
who undertake the process of finding new knowledge peculiar to our
needs. o

The beliefs in what Music Education is, what it should be doing,
and who its relatives are in academe are beliefs which must be con-
sidered. We must consider them because there is evidence of con-
fusion concerning these issues among us. The evidence is readily
found in the qualities of our literary expressions and, especially, in
the qualities of our research reports.

For some reason we are a confused people and our confusion
centers on two basic questions. Before discussing directly the func-
tion of and constraints on research in Music Education, perhaps it
would be well to consider some contentions and disturbing thoughts
related to these two questions. First, there is the question “What is
Music Education?” We have been an endeavor in tax-supported in-
stitutions for over a century, i.e., we have used entrusted funds. The
proof of our effective use of this time and these monies lies partly
in such evidences as in the quality of music used on a demand basis
by the mass media of communication and in the political decisions
about the school curriculum., The persons who run the mass media
were our students. The adults who listen to mass media were our
students. Political decisions affecting music in the schools are made
by persons who were our students. Considering what our former
and present students are revealing in these connections, it seems to
follow that our objectives are confused and our procedures are rela-
*Formerly Head., Music Department, William Jewell College
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tively ineffective. We actually do not know who we are or our role
in academe. We have never calculatedly and collectedly tried to de-
fine our business and ourselves by identifying the central differentia
which distinguishes us and what we are about. In brief, we have
never adequately answered such questions as “what is Music Edu-
cation,” “what-is it for,” and, equally important, “what is a Music
Educator?” Unless we can identify our objectives and what we are,
how can we define the kind of knowledge we need? Unless we can
identify the kind of knowledge we need, how can a body of knowl-
edge evolve? We are facing one large problem web interwoven with
our undifferentiated objectives, our confused procedures, and our
state of ignorance about ourselves.

A second basic question is “what is research in Music Educa-
tion?” This is a qualitative problem requiring for its solution prelimi-
nary identification of characteristics and properties. Research itself is
a process. Research in Music Education, then, is a process but to
.what end or what objective? The variety of topics in the research of
:music education causes one to infer that there is no central concern
_of the music educator and there is no basic objective for which the
:researcher seeks valid knowledge. For example, the problems of how

- to teach have had short shrift from the Music Education researcher.
A case can be made for a person who considers himself to be a doc-
toral candidate in Music Education and who conducts a typical mu-
sicological study or composes music for professional level or adult

“level performances. But is the case good enough? There is the ques-
‘tion of priorities, relevancies, and professional concerns. Because of

_the dearth of knowledge about the teaching-learning process in mu-
sic at any level of education, one is inclined to say that the case is -

' never good enough. In another way, the issue can be emphasized by
asking who will provide the knowledge about the teaching-learning
process in music? Whose specific concern and responsibility is this?
. In addition to this substantive aspect of research in Music Edu-

. cation, there is also.the problem of finding and developing people to

. do this kind of research. The meaning of the word research, the
meaning of the process of inquiry itself is a source of confusion. For
example, in response to a request for titles of research from the pe-
riod 1930-1962. -

- ... 449 titles were reported by faculty respondents as per-
sonal research projects. Among these, only twenty percent

(89 studies) could be considered research. The remainder

were musical compositions and essays, some of the latter

"being on topics removed from the central concerns of Music

Education.'
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We are confused as to what research means in terms of appropriate
methodologies and in terms of our responsibilities to the profession to
provide research which is more than an academic exercise in the
perjurative sense. It follows that we are confused about how to de-
velop researchers who can fulfill these responsibilities.

A third aspect to the present state of research in Music Educa-
tion is the interaction and the intercourse between the researcher
and his colleagues who should be using his findings. At the time this
is being presented, there are few published texts for Music Educa-
tion which include the findings of research in any methodical man-
ner. How to infuse research findings into the work of the music edu-
cator is part of the research problem.

The following discussion is an attempt to analyze these aspects
or problem centers in Music Education research. Before taking these
up one at a time, certain assumptions must be established, such as
the meaning of “function” and “Music Education” as ‘well as the
basic relationship of research to its discipline.

The Function of Research in Music Education

When one speaks of a function, he speaks of a process, an ac-
tion, or a role. It seems that our fundamental problem in Music Edu-
cation is that of deciding what role is appropriate to us. If our role
were delineated or characterized such that a distinguishing charac-
teristic were found, then many ambivalences would disappear. Such
a delineation is a complex task and a laborious one. It is not the pur-
pose here to undertake such a task. For those who are interested in
a detailed semantic analysis of the term “Music Education” it might
be of some use to examine an exercise entitled “Toward a Defini-
tion of Music Education” which appears in the document “A Con-
ference on Research in Music Education.” That exercise concluded
with the following definition:

Music education is the practice of, the participation in,
and the study of the process involved in the' teaching
and learning of music within educational institutions in
order to fulfill three fundamental objectives, namely,
the transmission of the cultural heritage in music, the
acculturation of the individual to his musical environ-
ment as a participant, and the development of the in-
dividual’s aesthetic sensitivity, as these may be achieved
under the incluence of the constraining factors.!

The reaction to this definition has been mixed, not only in terms
of its cognitive values but also in terms of its affective values. The
definition implies that few of us, if any, are meeting our responsi-
bilities. In the general education sense, this definition, when used
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as a model, characterizes us as not succeeding in doing in the schools
what we ought to be doing. There are many reasons for our present
state but first and foremost of these is the peculiar evasion of the
obligation to analyze and define what we are, what our responsibili-
ties are, and what we are about. Of equal importance is our belief
that the calculated guess rather than valid information is an appro-
priate basis for our teaching methodology. The implications of this
belief system for the future of our scholarly inquiry are the princi-
pal concern of these remarks. As a basis for considering this belief
system, this discussion assumes that the definition stated above is
an adequate one.

Another assumption underlying the following discussion must
be expressed. Those of us who are interested in research find our-
selves pigeon-holed by some of our colleagues who prefer their life
neatly organized into simple patterns. For them, it must be stated
again and again that research is a servant to the art. In addition, re-
search on how to teach music and on all those elements in the meth-
ods of teaching the art are not analyses of the art per se. An analy-
sis of how to teach is a service to the teacher of the art. Too, research
is not an end in itself. Research as an end in itself is literally non-
‘sense. Certainly, research is self-perpetuating in a single life span
because it must continue until all questions are answered, if that
fcan ever be. But its primary purpose is not self-perpetuation but
the seeking of answers to questions. In brief, one can find the an-
swer to this riddle by asking the question, “If there were no ques-
tions, would there be research?” As persons concerned with re-
search and how to do it, researchers in Music Education are ser-
;ya*nts to -their colleagues and, ultimately, servants of the art they
Tove.

There are gaps in our information .about how to teach. More
role for Music Education research. The idea of priority is one of
“these dimensions. There are different kinds of priorities such as the
‘gaps in knowledge, the relative usefulness of knowledge, or the ba-
‘sic relationships of efforts to central variables which distinguish the
:professibn's concerns. One can justifiably state that all of these have
been neglected by us. A case in point are the kinds and content of
‘the bibliographies published by the Music Educators National Con-
‘ference which express so well the confusion in our self-concept.
"As one looks at these, he is forced to ask what is the Music
‘Educator doing that the theorist, historian, composer, and per-
_:fo'rmer in music is not doing? How does he justify himself in
academe as being worthy of a particular curriculum if he is not pro-
‘‘ducing uniquely different people and is not researching problems

iy _ jg 1
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appropriate to the needs of these unique people. In short and con-
versely, why not close down all Music Education endeavors in the
United States as mere duplications of what the historians, the theo-
rist, the composer, and the performer are already doing and have
been doing for centuries? ,
There are gaps in our information about how to teach. More
properly, one could say that the little information we have is so scant
that our posture as a discipline and a profession can be challenged.
There is a great quantity of information which student researchers
in Music Education have produced which is worthless as providing
answers to questions about how to teach our musical heritage and
the skills of participation. We do not even know what an aesthetic
experience is in musical art; we have only beliefs arising out of many

personal experiences and no information as to how to teach for aes-

thetic experience. Our situation is grave in the context of the con-
temporary, vigorous changes in education. The gravity of the situa-
tion may be realized if one tries to suggest some change in the pro-
cedures of music teaching based on valid information. There is so
little one could suggest. If the function of the profession’s research
is to provide basic information for that profession, music educators
may justifiably consider their research efforts inadequate. It follows
that this aspect of the role of research in Music Education needs con-
siderable deliberation. The kind of information that is the primary
concern of the researcher in Music Education must be better. under-
stood. In addition, the methods for obtaining this information must
be better understood. In brief, research in Music Education must
provide the profession with basic, valid information about music
students, music teachers, and the interaction between these kinds
of persons within the teaching-learning process in the educational
situation. .

Another dimension to the role of research in Music Education
is the responsibility for the development of researchers. There are
some peculiarities in the process of developing a researcher out of
personnel in the arts which must be accounted for. First, many teach-
ers in the arts seldom consider teaching as a first choice of livelihood.
For the most part, they accept teaching their art because a liveli-
hood using their art in any other way is not possible at the present
time except for a few people. Negatively speaking, one could say that
generally music teachers are diverted performers, composefs, theo-
rists, and historians. It follows that many past researchers in Music
Education have been drawn from these ranks. This is evident as one
considers the content of research performed at any level of sophisti-
cation. Typically, one finds that these people have not been initially
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intellectuals but have been activists who have retrained to function
more adequately as intellectuals. In Bloom’'s terms, these persons
have functioned in the effective and psychomotor domains primarily
and have retrained to function better in the cognitive domain. When
such a person goes into the role of a researcher, he typically brings
with him former attitudes and self-perceptions. Because research per
se is basically a cognitive endeavor, the education of researchers
from personnel in the arts involves a complex of problems evidently
not present in other areas of academe.

A second peculiarity is found when one speaks of developing re-
searchers in that he no longer is discussing the traditional patterns
of courses nor is he speaking of the traditional general examination
for the doctoral candidate. Earlier in this paper there was a reference
to the relatives of Music Education. A short list of these would be
(in the year 1970) psychology, sociology, anthropology, statistical
methods, computer usage, business administration, information sci-
ences, history, philosophy, and the host of hybrid endeavors in teach-
er educatlon to name a few. No musician can encompass all of these
in his education. No doctoral general examination can include all of
these as a de facto requirement that the individual know all of these.
It follows that the meaning of advanced education must go through
a fundamental change. It also follows that the quantity of knowledge
at advanced levels is so great that we had better revise our concepts
of content, intensity, and duration of both undergraduation and grad-
uate education. Further, sooner or later, we will admit that the tra-
ditional concept of a liberally and technically educated individual
must change from how much a person knows to how well he uses the
basic concepts of the various fields of knowledge and the methods for
obtaining minutiae' where such is needed. It could be that the meth-
ods of learning rather than the information of learning will become
the general examination content for the doctoral aspirant.

The distinction between method and content is an appropriate
one here. A teacher is a methodologlsu and only a myopic or inex-
perienced person would content otherwise. His concern for content
is not its acquistion for his own use but his concern is the imparting
of correct content to his students. His primary concern is how to
'teach it to his students. In another way, the researcher is also a
methodolognst He seeks answers to questions but his quest is the
primary concern. His basic need is to know how to go about the cor-
rect way to find an answer to the right question. Thought process
and logic as well as the manipulation of instruments are more impor-
tant to him than the answer to a question or the proof of an hypothe-
sis because having answered a question or found the solution for one

9
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problem he turns to other problems confronting his profession.

Just as there are different kinds of teachers and roles for edu-
cators requiring different kinds of curricula, there will be different
kinds of music educators in research who will proceed through a va-
riety of curricula. In the first place, one can point to the 1958 NSSE
Yearbook, Basic Concepts in Music Education, as a basic contem-
porary philosophical expression in Music Education which one can
consider to be an extensive, fundamental, and systematic effort.® The
philosophical positions expressed in that volume were not by musi-
cians but by sympathetic and interested philosophers. As an endeav-
or, Music Education has not been interested in philosophical inquiry.
It has been an activistic and an intellectually moderate endeavor. As
a result, we have no major systematic philosopher. If we do, he is
hiding his light under a bushel.

By the same token and for the same reasons, we do not have a
single major legitimate historian of Music Education among us. We
need these badly. Without the fundamental logic, the great princi-
ples, and the calm security of wisdom derived from a consideration
of being and its evolution, we will continue to fight holding actions
as other firmly devolped areas of knowledge in academe pressure us
to get out. How can we know where we are without the context of
the past as a reference point? In reality, the past is the only ultimate
reference point man has because all his dreams of the future are mere
_ extrapolations of the past. How can we avoid superficial experimen-
tation without the logic essential to the questioning of assumptions?
How can we know the full quality of a new idea unless we check
against history to determine its possible existence and rejection in
the past? Without a history of who we are in terms of what we have
done, how can we demonstrate our value in the stream of human ex-
istence? There is more than one form of human activity that has
died out because other forms have obtained a greater priority in the
history of this earth. There are those who would say we are so am-
bivalent and ineffective that we have no place in the schooling of the
child as an essential endeavor. The details of our history are so dis-
organized and buried that we show little strength in arguments de-
fending our improvements and the breadth and depth of our effec-
tiveness. We are in need of factual information at a time in the evolu-
tion of man’s social system when the lack of information is a menace
in itself,

When one speaks of research today, most frequently the meth-
ods of the natural scientist and the social scientist come to mind. In
Music Education, the acceptability of the social scientific method has
increased as the social aspects of musical art have been more defini-
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tively recognized. I'he Hesearch Lounierence staicu e casc s i
manner:

Music is a man-made phenomenon and the making of
music is a form of human behavior. Because human be-
havior as well as the products of human behavior are ob-
servable, man and his music are subject to critical ex-
amination from many points of view. These points of
view do not preclude the aesthetic values of music nor
the concern for those values, but they do encourage
scholarly research in areas which are amenable to stu-
dies of human behavior. Such studies would include,
basically, the analysis of the human processes as they
function in the making of music. In Music Education,

they would include the student of music and the teacher
of the student of music as well as the content appro-
priate to the experiences desired for the student of mu-

o sic in the school.! (P. 28)

j _ There are basically two kinds of social scientific procedure --
,':dé'scription and experimentation. In their typical usage, both of these
require forms of self-discipline which the artist finds awkward,
namely, strict verbal and numerical logic and patient replication. The
basic dlfference between the arts and the sciences seems to lie here.
The process of strict logic is inappropriate to the intuitive leaps of the
atrnsts mind. Where such intuition occurs in the scientific mind, these
are checked through steps of strict logic at a later time. Not so in the
arts. Once the product is produced, it is done and there is no point
in returning to the process of logical reconstruction because replica-
tion of his own work is not a problem for the creative artist. His in-
tent is to produce ever anew. For him, face valxdxty is sufficient. His
obJectlve is the discovery of new avenues, new techniques for find-
ing and knowing his own internationalization of reality and for
expressing it. On the other hand, the scientist finds validity in con-
sistency. He discovers consistency by being certain that the same
thing can be done many times. Face validity is at least tentatively
acceptable to him while the meticulous process of strict logic proves
out the well-educated guess.

 Because Music Educators come to the threshold of research by
way of musical art, a very great change is required in those who
would become sophisticated in the methodology of the behavioral
scientist. As has been stated earlier, the majority of the problems
with which the Music Educator copes are behavioral. In order to
find answers to behavioral questions, it is evident that the methods
for analyzing human behavior must be used. These are the methods

11
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of the behavioral scientist. It is in this mode of inquiry that the Mu-
sic Educator has produced a prodigious amount of inadequately per-
formed research. The problems have been behavioral but the meth-
ods have been library searching and the sharing of ‘quasi-educated
guesses. Where the methods of the social scientist have been at-
tempted, they have been used well in a relatively few instances. The
astounding part of this situation is that information about appropri-
ate methods for analyzing behavioral problems has been available
for several decades. We are yet to accept the idea that there are sev-

eral methods of analysis available to us and that each problem has

an appropriate method. A researcher interested in behavioral prob-
lems must at least know that these methods do exist even though he
cannot perform everyone of them without assistance. His educational
program must be directed toward the acquisition of this knowledge.

There is a great lag between our meager sophistication and the
sophistication of other areas of academe. As has been contended here,
we have yet to produce a large group of basic scholars in the tra-
ditional modes of inquiry. In addition, we have yet to realize the
necessity for rethinking institutional organization for research. The
quantity of information needed obviates the usual ad hoc research
enterprise of the scholar who is dedicated enough to add such an
enterprise to his full load. There are some problems which the sin
gle scholar can undertake, if given the appropriate support but there
are many others beyond the energies and time of a single individual.
The processes of research are no longer simple, but complex. These
processes no longer end with the traditional effort of finding, orga~
nizing, and teaching new knowledge within the collegiate setting.
The rest of the process of research is now conceived to include the
responsibility for the use of research findings in the setting for which
the findings were intended. It seems that a program for research
must consider now the gamut of responsibilities from the concep-
tion to the utilization of knowledge. Music Education is ill-prepared
to fulfill such responsibilities.

The semantics concerning these new functions in research, the
dimension of utilization, are still to be firmly established. These new
functions are divided into two basic kinds. One of these broad func-
tions is termed “development.” This is the process by which research
information is (1) transmitted to persons who understand the lan-
guage of research, (2) translated into proper language for a wide
variety of audiences, or (3) transformed into useful practice. By
transformed into useful practice, one means the development of cur-
ricular designs and materials based on research information. It is
evident that the development specialist is a vital concept and is al-
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ready existent in the fields of geography, mathematics, anu scietice.
There are peculiar problems for Music Education in this process
which have been given little consideration. Music Education is com-
prised of two different endeavors or processes — the class and the
performing group. The kind of knowledge, the differences in the im-
plementation of knowledge, and basic difference in the nature of in-
terpersonal relationships between pupil and teacher — all of these
and more present intriguing problems before us which occur in few
other areas of education.

In addition to development, there is the second task or function
of dissemination which must be undertaken. In some ways, this is
a teaching function. At the same time, it is a validating process for
research findings — the proof and the pudding idea. There are suc-
cessful techniques for this process but a basic ingredient in dissemi-
nation is the involvement of persons who understand the research
which underlies the developed materials and techniques being dis-
_seminated. It seems crucial that one makes a distinction between the
dissemination of materials derived from research and selling. The
issue here is the possible loss in validity of intention of such a pro-
cess is made the responsibility of laymen. To put it another way, the
validity of research findings on the teaching-learning process is ulti-
mately tested in the utilization of those findings in the teaching-
learning process and in many different situations for that process.
Only the sophisticate in research can make value judgments about
-that validity.

Because this new dimension of implementing what we find to be
valid has been added to research, a basic reorientation of concepts,
people, and programs lies before much of education research. In this,
we are not alone but we have yet to begin preparing programs for
‘people of the kind who can convert the products of our research and
_ encourage our colleagues in the schools to use them.

' The Constraints on Research in Music Education

As one considers the new dimensions to be undertaken and the
personnel to be educated for these undertakings, there are realistic.
‘aspects in the research process which cannot be forgotten. These can
be called the conditions of research or the constraints on the re-
“search process and on the researcher. When one thinks of supporting
.a researcher, educating researchers, and doing research, these con-
straints have meaning.

There are two basic kinds of constraints which affect the re-
search process. The first of these is external to the process but in-
fluences the process. The second is internal, that is, it includes fac-
tors in the process, including the researcher himself.

13
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External Constraints

There are several categories of external constraints each of which
may be dominant at any one time but all of which are present at the
same time. First, there is the economic constraint. An obvious kind
of economic factor is direct funds for support of projects, either lo-
cal or off-campus funds. Less obvious is the general ability of an in-
stitution or school system to support a researcher by having enough
staff to fill committee functions, teach, and perform secretarial tasks
as well as the provision of consulting and hardware services.

Second, there is the restraint of political pressures, real and be-
lieved to be operating. Within his institution, the researcher some-
times stands in a threatening posture as an innovator, a questioner
who raises issues that challenge the professional posture of his col-
leagues, and a recipient of special arrangements in terms of time,
money, and space. Outside the institution, there is his profession
which seems to seek the mean rather than the first or second stan-
dard deviation of innovative practice. There are questions about his
profession he hesitates to investigate. There are hypotheses about
the practice of music in the schools which have potent implications
for collegiate and university relationships with the school systems
these serve, and which one is reluctant to test.

The third external constraint is the factor of demography. One
can define a problem but then may be able to do nothing in the way
of an investigation because the population is not available. The lo-
cation of the researcher may well determine what he can research
and who his subjects can be.

Fourth, there is a complex professional posture of the researcher
in Music Education. In a very real sense, Music Education is a hy-
brid, a joining of the profession of music with the profession of edu-
cation. Neither of these expects certain kinds of research from us.
In so many places, the Music Educator is seen by his colleagues in
education as a musician. Musicians are just not supposed to do such
things as behavioral studies. In the profession of music, there are
those who do not want behavioral studies. In brief, Music Educa-
tion is in some kind of a no-man’s land in a number of institutions
that one can name. This, of course, creates a peculiar posture for the
person who does believe that most of our problems in school music
are not musical but behavioral.

Finally, a formidable external constraint is the system of music
education itself. Generally, the system seems to be organized for the
making of music and the education of the makers of music. There is
little question that the making of music is an appropriate goal for
music education but should it be the primary goal? Is this what is

14
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meant by music for every child? Is not the making of music and the
functioning artist approach to the education of the young more ap-
propriately one of the goals and a means to a larger and more im-
portant goal for music education? If so, the entire system must re-
vise itself, including the purposes of the professional societies which
support the system. A different system would require a different
set of competencies in its practitioners. It would require a different
kind of body knowledge. It would, therefore, require a different
set of priorities in its research.
_ Internal .Constraints

The internal constraints in Music Education research also falt
into several categories. First, there is the investigator himself. Most
researchers in Music Education are people who have undertaken
several types of education. They have retooled, so to speak. They too
have been performers and teachers. In some ways, they have an iden-
tity problem as they stand in their no-man’s land. The researcher
must be a person of persistent curiosity, independent, and relatively
self-sufficient. He must be a gambler, willing to take the chance of
failure and willing to gamble on acceptance by his.peers when he
succeeds ‘only in achieving a good try. Too, there must be within
him the knowledge of the several modes of inquiry even though
he may not be expert in all.

.- The second internal constraint is the nature of a problem the
researcher wants to investigate. Some problems can be stated but
there is no way at the present time to investigate them adequately,
e.g., such problems as native musical ability or the isolation of musi-
cal preference as a social variable. Other problems are interesting
but in a utilitarian sense they are of little immediate value to the
profession and ore hesitates to research them. Still, other problems
"ar'e:seen by an investigator as basic and crucial but the imagina-
tive or uncreative people around him do not understand the import
:of ' what seems to be obvious and is not, or appears to be so esoteric
and inconsequential and is not. ‘

A third constraint is the methodology available. Here one can
-"'cife comparative techniques in teaching or learning. There is always
"that almost uncontrollable variable, the teacher. In brief, the con-
‘founding variables in our area of concern are endless and our meth-
“odology can hardly meet our needs.

Finally, there is the internal constraint of adequate dissemina-
“tion of research information and the utilization of research products.
This may also ‘be considered an external constraint. It is an internal
“constraint because of what it does to the motivation of the research-
er. Many ‘of us live on a two-way street. We have had research re-
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ports rejected and, as reviewers, we have rejected research rennrts

There are few perfect investigations and the acceptable breadth of

variation in quality is a difficult question for any reviewer. Yet.

there must be encouragement for those who pursue research. More
numerous outlets for research findings must be available. Particu-
larly, there must be an incorporation of research findings in the
methodology provided prospective teachers. Somehow, there must
be a greater use of research if a research community is to grow much
more rapidly than it is growing. The researcher is like any other
human being. He wants to feel useful, to have his products used, to

see change in school music as a result of what he has done. The im-

provement of dissemination is not only a benefit to those who will

use new knowledge but an encouragement to those who undertake
the difficult process of obtaining that knowledge.
Conclusions

These remarks about the function and constraints in Music Edu~
cation research have been rather heavily laden with negative con-
notations. But as one examines the tremendous strides being made
by the truly innovative educators in the social and physical sciences,
mathematics, and language, one senses an everwidening gap. The
gap is between the arts and the rest of the educational world.

Music Education is confronted with a complex of challenges. It
has been the intention of this discussion to denote some of these and
to indicate what must be done. It is recognized that these remarks
raise some interesting and probably frustrating questions. For ex-
ample:

1. Can any one institution educate the variety of persons needed?

2. How can Music Education produce such scholars when it does
not now have a faculty, generally, which can provide the neces~
sary guidance?

3. Is it appropriate for researchers on behavioral problems to be nur-
tured in a musical or social scxent1f1c or educational or liberal arts
setting? .

4, What are the prerequisites to the adequate performance of re-
search on problems in Music Education in terms of curricular
experience and an individual’s attitudes?

5. Where does the responsibility lie for the guiding of persons into
research relevant to the needs of Music Eudcation?

6. What are the institutional forms of organization which will be
conducive to the development of researchers of these various
kinds?

7. What forms of institutional support for research can the field of
Music Education expect and demand in academe?
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Needless to say. one could compose a lengthy list ol questions
related 1o the issues iaised in this dscussion. There is a dimension
to the problem that has been inferred and not discussed. namely. the
institutional organization for research. This is a very complex prob-
lem filled with economic. political. and professional issues. But as
one surveys the research scene of Music Education in the United
States. he sees one ingredient that is crucial. Wherever research is
being done. there is a state of good faith. The men who have ac-
cepted research pusitions and their administrative superiors operate
in a state of good faith. When I receive notices of research positions
and before informing my doctoral students and graduates about the
position. I ask myself one question: Do they understand what a re-
searcher is and needs, and will they guarantee him a research base
of operations?

Fortunately. the profession is awakening to the realities of its
stuation. It can be proud of a number of substantial contributions
that have been made and are being made with increasing frequen-
cy. It can rest assured that a leadership in research is evolving as
evidenced by the essentially valuable contributions of the Research
Council in our National Conference. For example. pre-convention
1esearch workshops were being urged by only a handful of persons
ten years ago. They exist today and will certainly continue. These
abtnwhes and the many others that are burgeoning indicate that the
wncems expressed in this discussion are becoming shared by more
and' more of our colleagues. This state of affairs is more than pas-
smglv lmportant It must be an ever present thought that no other
group is going to answer the questions raised here or develop the
‘nécessary body of knowledge but Music Education itself.

o = FOOTNOTES
l)' Henry L. Cady. A Conference on Researchin Music Education. U. S. Office of

Education, Bureau of Research Project 6-1388, The Ohio State University,
© May, 1967, p. 5.. -

2)" Ibid., p. 80.
3),ASee the articles by. Harry S. Broudy and Foster McMurray. An exception to
. this statement may be E. Thayer Gaston: see his article in the same volume.

.' The work of Schwadron in this area, to date, is a useful rephrasing and con-
densation of existing philosophies.

4) 1Ibid., p. 28.

17



The Black Musician in American Society

Tilford Brooks
Washington University

The story of Negro music goes back to Africa where song was
a medium by which the past was recorded. A tremendous oral tra-
dition and literature took the place of the written word and acted
as a reservoir for memories of the past. The custom and habit of
singing and dancing as a means of historical, emotional and intellec-
tual expression survived the awesome “Middle Passage” across the
Atlantic and laid the foundation for the development of black music
in the New World.

The story of the black composer begins considerably after the
advent of the black man to the colonies of the New World. This de-
lay is due in part to the fact that Africans came to the New World
from many different points and tribes on the West Coast of the Afri-
can mainland and spoke a variety of languages. Unable to read and
write, and strangers in a new culture, the black man was not given
any formal education because of the role delegated to him in this
new society — that of a slave. Only when liberal-minded masters
begin to free individual blacks and educate them, did the black man
have an opportunity to turn to the formal composition of music.

The black composer began to make his presence felt musically
in the nineteenth century, not only in America, but all over the
world. In fact, there were black composers in France and Poland as
well as in the Americas.

The black man, through his own distinct musical characteristics
has made an artistic contribution which is a product of his environ-
ment. His race, in a biological sense, has had nothing to do with these
characteristics. They are sociological in nature.

The influence of musical stylistic traits termed black has spread
over many nations wherever the colonies of the New World have
become homes of black people. These expressions in melody and
rhythm have been a compelling force in American music.

The early sporadic efforts at musical composition by people of
African descent is of great historic importance. Earlier black compo-
sers tended to compose in the black idiom because of their sociologi-
cal environment, utilizing material based on black folksongs or which
was folk-like in nature. In contrast, the contemporary black com-
poser is writing in a manner which is no different from any other
composer. He writes music that corresponds to his artistic emotions,
within a framework of harmony, counterpoint, and orchestration that
provides him with the broadest range of expression.
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Neither the white or black communities know very much about
" the contributions of the black man in the field of musical composi-
tion. It is highly significant that the black man has been able to make
these contributions under the most insuperable odds. In spite of his
sociological environment, and in spite of the role delegated to him
by society, the black man has been able to make an important and
significant contribution to the composition of all kinds of musiec.

Little has been done to bring about an awareness of the contri-
butions of the black man in music exclusive of the field of jazz.
While there is an abundance of material about black musicians, it is
scattered. The writer is presently involved in bringing this material
together in a project entitled, “A Historical Study of Selected Twen-
tieth Century Black Composers and Their Role in American Socie-
ty.” This paper is concerned with a portion of this study — “The
Black Musician in American Society.” A brief account of the black
.musician from the days of slavery to the present will be given.

. The eighteenth century slave was rapidly assimilating the culture
of thls country where there were extensive contacts between the
races. The blacks were learning to read and write the language prev-
alent among their masters. As an example, in New Orleans, many
blacks leamed French which was the language of the ruling class. In
" addition, many slaves became useful and skilled artisans. There is a
considerable amount of evidence of the musicanship of the slave,
and of the use made of it in the social and civil life of each com-
munity.

- Eighteenth century advertisements for runaway slaves indicate
that several were able to play musical instruments. Some examples
are:.

Whereas Cambridge, a Negro Man belonging to James
Oliver of Boston doth absent himself sometimes from
his Master: said Negro plays well upon a flute . . . Bos-
ton Evening Post, October 24, 1743.'

‘Runaway on the Monday the 7th of June, a likely
Mulatto man named Francis, of middle stature; . . .
plays on the fife extremely well... Norfolk and Ports-
"mouth Chronical, July 10, 1800."

The second half of the seventeenth century saw the emergence

- of the second generation of blacks who were Virginia-born and Eng.
lish-speaking. Planters then decided that the slaves had become
“sufficiently civilized” to serve in the mansion house as well as in

the field.
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Colonial planters had brought with them from England a love
for entertaining. For their music, the colonists imported from Europe
their favorite instruments which house slaves were permitted to play.
Among these instruments were the fife, the violin, and the chalu-
meau.

The role that slave musicians played in the social and civic life
of the white community has been documented in the travel accounts
of foreigners and visitors from the North. These accounts, limited as
they are, do illustrate the point that black musicians were actively
engaged in the social and civic life of the community. It is not meant
to imply that blacks were engaged only as musicians. They were also
cabinet makers, painters, plasterers, cocpers and were engaged in
many other crafts. In certain communities, in some crafts, there were
more skilled slaves than there were skilled whites.?

While millions of blacks were in slavery in many sections of the
New World, there were many free blacks who were befriended and
encouraged by the whites in their communities to gain an education
and participate in the arts. Many of the blacks were gifted, trained
musicians who were composers and performing artists of outstanding
ability. Their composition in America and around the world.

The free black population increased from five principal sources:
“(1) children born of free colored persons; (2) mulatto children
born of free colored mothers; (3) mulatto children born of white ser-
vants or free women; (4) children of free Negro and Indian paren-
tage; (5) slaves who were set free.”! It is generally agreed that the
chief means by which the free black class was increased was through
manumission.

The amount and kind of social relationship that existed between
the free blacks and the whites were important determining factors
in the degree of acculturation experienced by the blacks. In turn,
the kind of music and music activity developed by free blacks re-
flected the extent to which they had assimilated the music and cul-
ture of the white man. As a result, there were wide variations in the
kind of music absorbed from the white man's culture and the style
of performance of it. With each passing generation, prestige values
among some free blacks were based more and more on white values
which in turn had a great effect on their musical values and musical
styles as well as on the overt musical activities in which these blacks
were engaged.

While free blacks were denied any extensive social contact with
the whites of their community, New Orleans, which produced many
outstanding musicians, was an exception. The free blacks of New
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Orleans, because they were largely of mulatto origin, constituted a
separate or intérmediate stratum in the community. This free mulatto
population was later “augmented by thousands of well-to-do and cul-
tured mulatto refugees from Haiti in 1809 and 1810.°

While free black musicians were to be found in many cities of
this country, especially during the nineteenth century, New Orleans
produced a considerable number of black men who were outstand-
ing in this profession. The music of the free blacks of New Orleans
reflect not only the assimilation of the white man’s culture but also
the kind of training received by many blacks in the music conserva-
tories of Paris, France.

Another important point to be considered is that the nineteenth

century Is the period marked by the great popularity of black-face
minstrelsy as practiced by whites. Many of the free blacks felt a
great compulsion to give the lie to the characterization of the black
" man which these minstrels were popularizing in England as well as
iri the United States." By embracing the music of the cultured white
' man, the blacks set out to prove that they were capable of produc-
_ ing all kinds of music.
There is some evidence concerning the kind of music written
! and performed by free blacks who were trained in the music con-
- .servatories of Paris, France. One of the most notable examples is
the music of Chevalier de Saint-George (1745-1799). Saint George,
" though not born in New Orleans but in Basse-Torre, Guadaloupe,
‘ was a mulatto who received his musical education in Paris. He was
~ a pupil of Leclair on the violin and studied composition with Gossec.
Saint-George is known to have written: Six String Quartets in
" 1773; 10 Concertos for a princip2l violin and small orchestra, from
' 1775 on; Symphonies concertantes for 2 principal violins, sine datum;
Three Sonatas for the clavecin or fortepiano, with accompaniment of
' ‘an obbligato violin in 1781; and Three Sonatas for violin, published
'posthumously

The economic status of free blacks was not the same in all sec-

" tions of the country. In the North, their economic condition was
much less favorable than in the South due to the competition of
" white labor. In addition, Northern free blacks were frequently the
“object of violence on the part of white workers. This kind of treat-
ment occurred especially during periods of economic depression.
" In spite of these almost intolerable conditions, free blacks were
able to become accomplished musicians and composers. Some re-
ceived excellent press notices not only in this country but also
" ‘abroad. In fact several of these performers gave command perfor-
mances before English royalty.
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Noteworthy among the free black performers from the North
were Thomas J. Bowers, tenor; Elizabeth Taylor Greenfield, so-
prano; John T. Douglas, violinist; Benjamin J. Janey, tenor; James
Caseras, pianist and organist; and Peter P. O’Fake, violinist. Among
accomplished performers from the South were John and E. Lambert,
instrumentalists; Maurice J. B. Doublet, violinist; McDonald Repan-
ti, pianist; Henry Corbin, violinist; J. M. Holland, guitarist; Eugene
Convertie, pianist; and Constatin Deberque, conductor,

Minstrelsy, which originated among the blacks as entertainment
for white masters on the slave plantations of the South, came to
the white American stage as a counterfeit imitation of the black
man by white actors. The social attitudes of the whites made the
minstrel caricatures of the black man acceptable to the white pub-
lic. The minstrelsy “fixed the tradition of the Negro as only an ir-
responsible happy-go-lucky, wide-grinning, loud-laughing, shuffling,
banjo-playing, singing, dancing sort of being . . . ¥

Althcugh minstrelsy was of black origin and born of black mu-
sic, the black man did not participate in the minstrel show to any
great extent until after the Civil War. Even then, because of non-
changing social attitudes of whites, the liberation of the black man
from the public conception of his role was still a long way off. Con-
sequently, these black performers utilized almost wholly the pattern
of performances as it had been worked out by the white minstrel
during the preceding 25 years, including blacking their faces.

The black man came into prominence in minstrelsy with the ad-
vent of the -all-black minstrel company. The first successful group
in this category was the Georgia Minstrels which was organized in
1865 by George B. Hicks. This company, with many changes of per-
sonnel, was recognized on three different occasions with a change
in name. After the first reorganization, it was known until 1878 as
Callender’s Original Georgia Minstrels. It was then bought by Jack
Haverly and became known as Haverly’s European Minstrels. Final-
ly in 1882 this company was reorganized as Callender’s Consolidated
Minstrels. Three European tours were undertaken in 1876, in 1880
and 1882 which made them world-famous"

The 1890’s was a period in which black musicians, song and
playwriters felt it incumbent upon them to use stereotype material
which would conform to the predilections of the white man and his
stereotype of the black man. However, the minstrel companies did
provide a valuable training ground for a large number of black
performers, who at this time could not have acquired this training
in any other way.
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Ernest Hogan, black song writer of tnus pertoa, wrole a sung
which catered to the prejudices and social attitudes of whites to-
wards blacks. It was entitled “All Coons Look Alike to Me.” While
this song became very popular, its title became a “byword and an
epithet of derision.”’" Hogan, later in life expressed regret in hav-
ing written it.

In contrast to the kind of song written by Hogan, there were
many other black songwriters of this period who used the minstrel
merely as a vehicle to get their songs before the public.

The Negro spiritual, a plantation contemporary of the comic
“jig-song and dance,” was contrary to the stock conception of the
black man'’s character and status, and therefore, was ignored by most
whites. However, this indifference to the Negro spiritual was not
confined to whites only. There are many blacks of this period,
especially the educated, who attempted to ignore the spiritual as
though it no longer existed. The institution of slavery had been so
degrading to them and their ancestors, they preferred having nothing

“to do with anything that reminded them of the past. These blacks
refused to sing spirituals, and subsequently these black folk songs
were driven out of the church worship as the black church became
more sophlstlcated

It was not until college groups in the 1870's such as the Fisk
Jubllee Singers of Nashville, Tennessee, and the Hampton Institute
Choir of Hampton, Virginia, began to sing the spirituals on their
concert tours did the spiritual gain acceptance by whites and blacks
alike. Thus, some of the most characteristics products of black music
were salvaged. -

, While the black musician was becoming a vital force in min-
strelsy for the first time in the period following the Civil War, and
college musical. groups were helping to promote black music by
'mcludmg the spiritual in their concert repertoire, many black mu-
sicians were still very active in music in the European tradition as
performers and composers. Not only were blacks continuing to go
abroad for musical training, but some were receiving training in the
conservatories of this country. Thus, they were exposed to the Eu-
ropean music literature available during this period.

.. . Among the black musicians who were significant as concert per-

formers were Anna Madah and Emma Louise Hyers, sopranos; Wal-
lace King, tenor; John Luca, bass-baritone; Nellie E. Brown, so-
" prano; Flora Baston, soprano; Madame Marie Selika, soprano; Fred-
erlck P. Whlte. pianist; William H. Bush, organist; M. Hamilton
Hodges, baritone; Sidney Woodward, tenor; and Rachel Walker, so-
prano.
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Around the turn of the century, jazz began to evolve in the
city of New Orleans. One of its major sources was the black brass
bands of this city. New Orleans Jazz developed from the fusion
of African and European musical elements and the creativity of
black musicians. However, the first bands to gain employment in
cities like Chicago and New York were all-white Dixieland jazz
bands from New Orleans.

In another example of the imitators of New Orleans jazz being
accepted in advance of the originators, who were black, occurred
when the Original Dixieland Jass |‘sic] Band made the first all-jazz
recording in 1917. '

Paul Whiteman made jazz semi-respectable by giving a jazz con-
cert in 1924 at Aeolian Hall, New York City, a stronghold of music
in the European symphonic tradition. This was his major contribu-
tion to the development of an art form through which he gained ac-
cess to fame through the imitation of the black man’s music.

In the 1930’s, white bands prospered by playing “swing,” a form
of jazz. Meanwhile, all-black bands played ‘“one-nighters” with poor
accommodations and low pay. Yet, many of the white bands of this
period owed much of their success to black arrangers. :

The exploitation of the black musician through his music did not
end with the demise of “swing.” Black musicians who became dis-
enchanted with the commercialism of jazz as practiced by so many
white bands of the late 1930’s decided to strike out anew and
evolved a jazz form in the early 1940's known as bebop. But as soon
as the white musician became indoctrinated in this new idiom, his-
tory repeated itself. Once again the music of the black man was imi-
tated and used as a vehicle of financial success by whites.

Many black jazz musicians, seeing no change in the attitudes of
whites towards them as performers, decided to go to Europe and
live. There they received the recognition which continually escaped
them in this country.

While the black musician in jazz has suffered rejection in many
ways, the art form itself had also been rejected by many people.
However, presently, there appears to be a phenomena which as yet
is somewhat enigmatic. As rhythm and blues and rock and roll gain
ascendency in terms of money and general popularity, jazz, which
is becoming almost a lost art form in many circles, is gaining in re-
spectability. This “new” respectability of jazz is evidenced in many
ways. More and more music educators are stressing jazz through
the formation of stage bands in schools throughout the country. Also,
the Young Artists groups are adding jazz ensembles to give con-
.certs in the schools.
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The black musician has been systematically denied employment
invarious kinds of orchestras in this country. The symphony or-
chestras, both major and minor, those orchestras employed by Broad-
* way shows in New York City, and the orchestras operated by tele-
vision networks have been reluctant to hire the black musician.

The overt exclusion of blacks by whites from these orchestras
is only one facet of the problem. The social attitudes of whites have
manifest themselves in many ways and have helped to keep the va-
rious orchstras almost lily-white.

Indirectly, blacks have been excluded from symphony orchestras
because of the length of time needed to be trained as a symphony
instrumentalist. A symphony instrumentalist must start training at
an early age with an excellent teacher and a good instrument. Most
blacks have not had this advantage because of social and economic

... reasons.

In addition, there are so few jobs available to black musicians
in the concert field there is little incentive to study instruments like
the violini, oboe or ‘bassoon. Many blacks who are potentially able to
pléy’ in symphony orchestras do not continue studying because they
see no opportunities in this area.
~ When the black child attends a symphony concert, he has no
figure to emulate. There is no black person on stage with whom he
can identify. Consequently, he is not motivated to become a sym-
phony musician.

~ Also, it is difficult for the black musician to get the necessary
experience so that he can apply for the important jobs. A white mu-
sician whilé working his way up to an orchestra like the New York
Philharmonic can. make his way through the minor orchestras.
Chances for the black musicians to do this are limited.

However, this situation has changed somewhat, but much too
slowly. The Chicago Symphony Orchestra does maintain a first-
rate training orchestra which has several blacks enrolled. In St.
Louis, the Gateway Symphony Orchestra, a community orchestra,
has ten black performers among its membership. Benjamin Stein-
berg, conductor of the Symphony of the New World in New York
is not only training many black musicians but has already placed
a few of his players in professionai orchestras. In addition, black mu-
sicians perform with the orchestras at Tanglewood, Massachusetts,
and Interlochen, Michigan.

Equally frustrating has been the lack of job opportunities for
black conductors. Until recently, the door had been completely
closed to those blacks who aspired to become conductors of concert
orchestras in the United States.
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Black conductors Dean Dixon, Everett Lee, and George Byrd
were forced to go to Europe to pursue their careers. Each of these
men have been able to secure permanent positions as conductors
of orchestras on the continent.

There has been a breakthrough for the black conductor in the
very recent past. Henry Lewis was appointed music director of the
Newark-based New Jersey Symphony; George Frazier guest-con-
ducted Beethoven’s Ninth Symphony with the Detroit Symphony last
season (1968-69); and Dr. Paul Freeman who was associate con-
ductor of the Dallas Symphony Orchestra for two years and has
been appointed conductor-in-residence with the Detroit Symphony
Orchestra.

The black concert instrumentalist has not gained as much ac-
ceptance on the American concert stage as the black singer. This
may be, as stated earlier, because so few blacks have been able to
get an early start with competent instruction.

Although they are few in number, black concert instrumenta-
lists have demonstrated exceptional ability. Among them are Andre
Watts, pianist; Kermit Moore, cellist; Sanford Allen, violinist; Har-
old Jones, flutist; and Selwart Clarke, violist. Natalie Hinderas be-
came the first black pianist to join the roster of a major management
— Columbia Artists. Two other highly gifted pianists, Armenta
Adams and Eugene Haynes, are now with major concert manage-
ments. ;

The black musician’s experience as a member of the musician’s
union has been little different from the experience of blacks in the
labor movement in general. The American Federation of Musicians
which was organized in 1896, did not establish the .pattern of Jim
Crowism in the labor movement, but it appears to have done all
that it possibly could to perpetuate this practice. As late as 1960,
the AFM probably had more segregated locals throughout the United
States than any union except the Railway Clerks." As was the prac-
tice with other unions, the AFM at first organized blacks into au-
xiliary locals. It was not until 1940 that the twelve remaining black
auxiliaries were granted equal status with the white locals.

Since 1962, several black and white locals have merged. How-
ever, opposition against such a move is growing among black union
members as they become aware of the experiences of those black
locals that have merged. It has become apparent that integration by
itself will not solve problems such as the employment of the black
musician. As long as the minds of many white members are shackled
with the same social attitudes that were prevalent in 1860, the merg-
ing of black and white locals will achieve little in the way of bet-
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tering the black musician’s position. The fact remains that the Ameri-
can Federation of Musicians has done very little to help implement
"a fair hiring policy by employers of musicians. When it should be
asserting itself in a role of leadership, is has remained silent. A
change in policy is long overdue.

In tracing the role of the black musician in American society,
two factors have remained constant regardless of the period or cen-
tury being examined. The social attitudes of white America have
caused whites to deter, if possible, the development of the black
man’s musical ability. On the other hand, the black musician has
been able to make outstanding musical contributions under the most
insuperable conditions. ‘
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Selected Conditions Associated With the Mobility of
Missouri Secondary Public School Music Teachers

William H. Bodanske
Springfield, Mo. Public Schools

This article has been constructed to generally describe the find-
ings and procedures which are reported in my study, “Selected Con-
ditions Associated with the Mobility of Secondary Public School
Music Educators in Missouri,”' completed in 1969 at the University
of Missouri-Columbia. Each year a number of Missouri secondary
music educators leave the profession or move to a new teaching lo-
cation. This mobility and an interest in the status of music teachers
_in Missouri and the climate of music education stimulated the study.
Simply, the study was designed to investigate the occupational
" mobility of specified secondary public school music teachers in the
state of Missouri during a five year period, the school years 1963-64
through 1967-68. The population of the study was established from
! ‘names of teachers or supervisors of secondary music found in either,
* or both, the Missouri Public School Directory or Missouri Music and
* "Art Teachers List.

In carrying out the major purposes of the study the information
‘ was organized into three main parts:

(1)° A description of the mobility of secondary publie school
' rnusic teachers for the five year period, by school years, from 1932-

64 through 1967-68.

: (2) Reports of occupations of a representative number of for-
. mmer Missouri secondary music teachers and their value judgments
" as to reasons for entering and leaving the music teaching field in
Missouri.

(3) Survey results pertaining to the conditions and climate of
music throughout Missouri and personal opinions on teaching from
;- responses of Missouri secondary public school educators during
1967-68.

For purposes of brevity, this digest integrates the results of the
i. questionnaire study of former Missouri secondary public school mu-
. sic teachers with the results of a survey of Missouri music teachers
. active during the school year 1967-68.

«  The total number of music educators in each school year varied
’ from the low of 908 in 1965-66, to the high of 941 in 1967-68.

. The mean tenure, or average number of years served in the
. .same system, was higher for women than for men in every year of
. -the study. However, a trend toward an increase in tenure for men
and a decrease among women appeared to be developing with 6.3
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years for the women and 6.27 for the men in 1967-68.

The number of men teachers was less in 1967-68 than in any
year of the study. A noticeable trend of decreasing numbers of men
in the field was a finding with an accompanying increase in nums-
bers of women entering the profession.

The total number of teachers with twenty or more years ex-
perience teaching in Missouri did not vary substantially from year
to year; however, by examining the data by school size a distinct
trend was observed. In 1963-64, only 52% of the men with 20 or
more years of service were teaching in large systems. In each suc-
ceeding year the per cent increased to a high of 909 in 1967-68.
The trend among women was similar from a low of 66.6% in 1963-64
to a high of 89.2% in 1967-68. The per cent of the total teaching
force with twenty or more years consecutive service in the same
school system in Missouri ranged from a high of 5.89 in 1965-66
to a low of 4.8% in the last year of the study.

The number of educators changing school positions but remain-
ing in Missouri secondary music teaching (horizontal mobility) did
not exceed a total of 57 moves in any year of the study. The per
*ent of men active in horizontal mobility diminished consistently
throughout the study from 6.21% in 1963-64 to 5.59% in 1967-68.
Women showed an irregular pattern. In no year did over 6.2% of the
.otal teaching force engage in horizontal mobility.

In the hope of revealing patterns in the movements of these
.eachers, horizontal mobility was traced by a mapping procedure.
Although over 83% of the changes found teachers moving to a
arger school system or a higher school classification no clearly de-
‘ined pattern of geographic movement was immediately evident.’

The incidence of out-mobility (leaving the field) was observed
imong both men and women. The total population evidenced a com-
slete turnover, number-wise, in slightly over five years; women,
n less than five years and men in less than six years. Over 20%
f the women left the field in every year of the study with an av-
rrage for men of over 17% for all years researched. .

In examining the tenure figures by each individual school it
’ecame apparent that the number of men first-year teachers com-
srised more than 20% of all men teaching in every year of the study,
r a ratio of slightly over three men with more than one years’ ex-
serience consecutively in the same school system to those beginning
vork in a new school. The number of women first-year teachers
wxceeded 25% in every year. A first-year teacher is here defined
iIs a music educator whose consecutive experience in a reporting
ichool district was not more than one year.
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In all five years of the study the Southwest District ranked first
or second in the number of first-year men music teachers and in
four of the five years ranked first or second in the total number of
first-year women educators. In the Southeast District the number
of first-year men teachers was sufficient to rank it first or second
in four of the five years of the study.

_ Thirty-one per cent of the changes in job locations were made
during or at the close of the first year of employment in a school
district. Of the changes in employment, 23%. occured during the
second year of tenure, 13% in the third year, 4% during or at the
close of the fifth year of tenure.

The per cent of beginning teachers (no prior teaching experi-
ence in Missouri during the five-year period of the study) showed
an increase in each year for men, from a low of 13.82% in 1963-64
to-a high in 1967-68 of 18.26%. Figures on beginning teachers among
women showed an increase to a high in 1966-67 of 26.74%, then a
decrease of 22.4% in 1967-68. For the total teaching population of
beginning teachers an index of 17.4% in 1964-65 increased to 19.28%
. in 1965-66, 20.62% in 1966-67, then decreased to 19.87% in 1967-68.

: The ‘most striking figures are those which indicate that approxi-
mately 5% more of the men in the teaching population in 1967-68,
were beginning teachers than in 1964-65. Recalling the fact that the
number. of men teachers diminished throughout the study there is

- indication that if it is desirable that men remain in the field in num-
bers some further research is to be desired in the area of casual
- factors in separation.

* Statistics and information available to the study tended to in-
~dicate that a high incidence of mobility had occurred among the
secondary musie¢ educators of Missouri during the five-year period.
An average of only 5% of the sample had been horizontally mobile
while an average of nearly 19% had separated from Missouri public
secondary school music teaching. There was a loss of 696 music
educators from 1963-64 through 1966-67, a four-year period. Evi-
dence that a lesser number of experienced men teachers were re-
maining in the profession was apparent from the increase in men
apprentice teachers .in each succeeding year. The increase in the
per cent of women teachers, with a realization that more than one
in five women left the field each year, would indicate cause for con-
cern. - .

‘Data from questionnaire responses of former teachers (those
who had left the field sometime during the five-year period of the
study) and teachers of secondary music in Missouri during 1967-
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38, provided further dimensions for the study. Responses from a
group of former teachers totaled 219, or 133 ‘men and 86 women. The
teaching population for the school year 1967-68 included 575 men
and 366 women for a total of 941 Missouri secondary public school
music educators. Teachers included in the final questionnaire sam-
ple numbered 482 men and 278 women or 760 respondees, compris-
ing 80.7% of the total population polled.

Age. The mean age for former teachers was 35.2 years for men
and 36.5 for women with a mean for the population of 35.7 years.
For active teachers responding the mean age was 36.1 for men, 37.8
for women, and 36.6 for the active teacher group.

Place of Birth. Of the former teachers over four in ten (42.7%)
were born outside of Missouri. Over 50% of this sub-population were
born in states immediately adjacent to Missouri and less than 6%
were born in the far eastern or western states. In the active teacher
group almost 36% of the total (men 38%%, women 32%) were born
outside of Missouri. Seven were born outside the continental United
States.

Marital Status. Over 83% of the men former teachers and 84%
of those men actively teaching were married. Nearly 79% of the
women former teachers and 75% of the active group were married.
The per cent of married respondees was 81% for both groups.

Children. The average number of children from reports of mar-
ried former teachers was 1.55 for men, 1.65 for women, and 1.6 for
the total population. Of the active teachers the average was 1.77 for
men, 1.38 for women and 1.65 for the total group.

Vocations of Former Teacher Group. The vocation showing the
greatest involvement of men at the time of the study was public
school music teaching in states other than Missouri. Both men and
women who remained in music teaching tended to locate in mid-
western states. Iowa, Oklahoma, Illinois, Ohio, and Indiana led the
list. Only New York, New Jersey, and California were listed as
teaching locations outside the mid-western and southern states. The
most popular profession of men who had left the field of music
education was private business. The third most frequently mentioned
was the armed forces. Among women, homemaking ranked first in
occupations, elementary school music teaching ranked second with
public school teaching in fields other than music as the third most
mentioned. The majority of women who left secondary music teach-
ing in Missouri who did not follow a homemaking career remained
in the profession of education.
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‘College or University Training. In the former teacher group
49% of the men and nearly 32% of the women had completed mas-
ters degrees. Of the total degrees listed by former teachers, 71%
of the bachelors and 55.8% of the masters had been awarded by
Missouri institutions. Information from the active teacher group in-
dicated that 47% of the men had masters degrees and three men
reported doctoral degrees. Of the women 21% had masters degrees.
From the total active group, .37.5% had masters degrees. Three
men and one woman had not completed a bachelors degree.

College Major and Minor Fields. Both former teachers and the
active teacher group placed music high among their college discip-
lines with 93% of the former teachers and 96% of the active group
indicating that music was a part of their major college program.

 Teaching Background. Men former music educators, in listing
their teaching experience, averaged 6.75 years in Missouri, while
44% had taught in other states for an average of 3.98 years. Over
207 of those men responding were teaching public school music in
another state. Women former music teachers had taught in Mis-
souri an average of 6.68 years while 38% of this number had taught
in another state. Nearly 11% of the women were teaching music
at the time they responded which resulted in a finding that more
than 15% of the total former teacher popultaion responding were
teachmg music in states other than Missouri at the time of the study.
Of the number who had separated during the study, 7% had re-
turned to the Missouri secondary public school teaching profession.
The active music educators in 1967-68 reported their teaching ex-
perience which averaged a mean for the entire group of 9.05 years
teaching within the state. Men averaged 9.28 years and women 8.69
years. One finding was that although the average number of years
of experience was progressively less for men in schools of lower
enrollment and classification compared to those in larger systems,
a similar trend did not develop among women. In small schools
women averaged over 9 years experienice which almost equalled the
figure for the large schools. Women in medium-sized schools aver-
aged less than 7 years. Among the men music educators active in
1967¥68, 31% reported having taught in another state with an av-
erage for this sample of 4.37 years of out-state teaching experience.
Over 26% of the women had taught in another state averaging 3.78
years of out-state experience. Over 30% of the teacher group re-
sponding had taught in other states for an average of 4.32 years.
Teachers in small schools and in Class A schools had more experi-
ence, as an average, teaching outside Missouri than those in the
large and AAA systems.
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. Teacher Assignments. Figures from teachers reporting their
school assignments and pupil load during 1967-68 indicated that
men, in general, were assigned smaller classes than women and
that less than 7% of the men reported teaching classes or supervis-
ing a study hall in addition to their music duties. The majority of
the men were involved in the instrumental field. Over 17% of the
women taught music classes and at least one other subject field or
supervised a study hall. Music assignments were generally in the
field of vocal or general music. The number of students assigned to
women in public school secondary music was over twice the num-
ber assigned to men, It was not unusual for women in smaller schools
to teach over 300 students a week.

Most-Liked Aspects of Music Teaching. Certain items of the
questionnaire were designed as check list responses to selected ques-
tions. The former teacher group checked “Relationships with chil-
dren,” “Feeling derived of giving service to society,” and “Com-
munity-school music performance,” as the first three choices. Under
items labeled “Other” nearly all replies could be classified under
service to society and personal satisfaction categories. The first
three choices for teachers active in 1967-68 were “Relationships with
children,” “Professional associations,” and “Community service
through performance.” Teachers in large schools mentioned profes-
sional associations more often than those in other medium or small
systems.

Reasons for Entering the Music Teaching Profession. Former
teachers indicated “love of music — interest in music,” so often
as items entered in the “Other” category that only “a desire to be of
service to society” was checked more frequently. The service motive
appeared quite strong in responses by former teachers. Encourage-
ment from college instructors was ranked high as a contributing
influence. Nearly 14% of the women indicated teaching was an
interlude to a homemaking career. It was significant that only 2%
of the men declared that they had entered the field as an interim
vocation. Over 15% of the men indicated that members of their
family were teachers and had influenced their decision.

Checked most frequently by the active teacher group was “a

desire to be of service to society.” Next were “love of music” and
“encouragement from college teachers.” A “love of music” category
was created after examining the numerous comments listed under
“Other.” Only 29 women indicated that they had entered the field
as an interlude to a homemaking career. It is interesting to note
that all women who reported entering the field as an interlude to
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a homemaking career were located in AAA and large school sys-
tems,

First Choice of a Voeation, Over 90% of the men former teach-
ers and 92% of the women declared that music teaching was their
first choice among professions. In reports from active music edu-
cators, 82% of the men and nearly 87% of the women indicated that
music teaching was their first choice as a career.

Most Disliked Aspects of Teaching. Men former teachers checked
“salary” most often among dislikes with women designating it sec-
ond to “poor facilities.” The number of women former teachers who
indicated “classes too large” placed it third. Men did not appear
to be as concerned with the problem of large classes and only sev-
enteen listed it among their dislikes. “Administrators’ attitudes”
ranked second as a dislike among men and fourth among women.
“Poor physical facilities” and ‘“too many extra-class activities”
ranked third and fourth among the dislikes of men former teachers.
A number of individuals felt administrators took their work for
granted and twelve persons mentioned specific dislikes for the Mis-
souri State High School Activities Association’s policies. Men
showed a much greater concern with tenure than did women.

" ‘Among teachers active in 1967-68, the six most mentioned dis-
likes included four in the area of school facilities: “inadequate bud-
get,” “lack of adequate school-owned instruments,” “lack of ade-
quate physical facilities,” “too many extra-class activities,” “lack
of adequate method books,” and “marching band.” It is significant
that “little student interest” was among the items least checked.
Women in the AAA and large school systems were the only group
to check “inadequate salary” in numbers sufficient for it to be in-
cluded among the first five, “Marching band” was the fifth most
disliked item among men in AAA and large school systems.

Reasons for Leaving the Music Teaching Profession in Missouri.
In this category men former teachers most frequently checked “sala-
ry considerations” and “better working conditions in another state.”
Leaving “to assume home responsibilities” was the leading reason
given by women. Among those who indicated the one most con-
trolling factor influencing their decision, “monetary considerations”
was ranked first by men. “Administrators’ attitudes,’ “military
service,” and “lack of opportunities for advancement,” followed in
ordér. Women listed “family responsibilities” as the most influential
factor followed by a “desire to teach in another field” and “better
working conditions in another state.” Only 6% of the women indi-
cated: salary was the most important factor in their decision.
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Reasons for Considering Leaving Missouri Music Teaching. Over
36% of the music educators active in 1967-68, indicated that they
were considered leaving the vocation (the per cent for both men
and women was 36). Although the greatest number of teachers con-
sidering leaving the field were in the large schools only 32% of
this group were considering changing, which was less than in the
medium (43%) or small (42%) systems. Reasons given in order of
frequency by men were: “salary considerations,” “opportunities for
advancement limited within the field,” “music teaching requires too
much time outside regular school hours,” and “better working con-
ditions in another state.” The four most frequently given by women
were: “to assume home responsibilities,” “music teaching requires
too much time outside of regular school hours,” “salary considera-
tions,” and “retiring from the teaching profession within five years.”

Highest Salary. The former teachers who responded reported
their highest salary as music educators in Missouri and the salary
in their present employment by means of a check list with catego-
ries ranging from “below $3,000” through “$12,000 and up.” The
median salary while teaching in Missouri for both men and women
was in the $5,000 to $5,999 range. After separation two former teach-
ers reported salaries in excess of $30,000 annually with eleven others
checking the “$12,000 and up” category. The median income for
men changed to $8,000 to $8,999. For women the median showed no
change. A number of women as homemakers were included in the
computation and by removing them from the evaluation the median
for women changed to $6,000 to $6,999. For teachers active in 1967-
68, the median was in the $6,000 to $6,999 range. Over 319% of the
men reported their salary was in the $7,000 to $7,999 category while
37% of the women indicated their salary was between $6,000 and
$6,999. :

Subsidiary Income. Over 50% of the men and 547 of the wom-
en in the former teacher group reported additional income. Of forty
who identified their additional source of revenue, 67% included ac-
tivities related to the field of music. In the active teacher group
589, of the men received remuneration from other sources to sup-
plement their teaching salary. Among the women nearly 23°¢ re-
ported subsidiary income. Teachers in large school systems most
often listed outside income. In reports of the per cent of total in-
come obtained through outside employment the average was 14%
among those reporting. The most: popular sources of extra income
were those relating to music, such as private lessons, church musie,
and professional engagements.
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Membership in Professional Organizations. Sixty-tive per cent
of the former teachers reporting were members of a professional or-
ganization associated with their vocation in 1968. Over 80% of the
former teachers had been members of the Missouri Music Educators
Association and over 70% indicated they had been members of the
Music Educators National Conference. Membership in the MMEA
was reported by 66 of the men and 55% of the women music
teachers active in 1968. Over 59% of the men and 48% of the wom-
en declared they had been members of the MENC.

Problem Areas in Missouri Music Education. Numerous com-
ments from both sample groups resulted in a lengthy listing of prob-
lem areas in music education in Missouri. A simple enumeration
without comment is given here with a recommendation that the
reader consult the original dissertation for a more complete treat-
ment. Salary was most often mentioned followed by lack of facili-
ties, lack of instruments and/or music texts and materials, inade-
quate budgets, time requirements for music outside of class, poor
scheduling practices, insufficient credit for music courses, lack of
understanding as to the purposes of music education by administra-
tors and the public, poor elementary music programs, lack of se-
quential curriculum, music festival organization, Missouri State
Activities Association policies and procedures in music education,
marching bands, insufficient orchestra programs, and a need ex-

‘pressed for courses in the Allied Arts, music appreciation, and the-
L

ory. -
Evaluation of the Music Program in Missouri Based on Experi-
ence in other States. Music educators in 1968 included 65 men and
42 women who reported experience teaching in other states in ad-
dition to Missouri. Over 31% of the men and 22% of the women
felt. the Missouri program was superior. Nearly 55% of the men
:and 77% of the women described the program in Missouri as in-
ferior. The majority of these educators had been employed in the
.mid-western area. Both in and out-mobility involved a large num-
ber of states adjacent to Missouri. Iowa, Kansas, Illinois, Oklahoma,
and Texas were given particular credit for their music programs.
It should be noted, however, that only twenty-two states were rep-
resented including only three in the far west and one from the
northeast. =~
- Summary. From the comments of Missouri music educators
and former teachers there appears to be a need for development of
clearer statements of the purposes and processes of public school
music in Missouri. A possible reexamination of the state-wide poli-
37
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jes of the Missouri State Activities Assocation as they apply to
wusic education might be desirable. The need for enlightened lead-
rship in solving the problems of the profession is apparent. Whether
e Missouri State High School Activities Association is the body
> provide this leadership was a question posed often in responses
f educators. The loss of many music instructors from the profes-
ion has been documented and suggestions for improvement of the
limate of music education provided by those involved. The dis-
artation (from which this article was summarized) is multi-dimen-
onal and it is hoped it will prove to be a useful tool in problem-
>lving. Particular appreciation is extended to the music educators
t Missouri and the former teachers who provided the data neces-
iry to complete this research.

FOOTNOTES

1. Bodanske, Wm. ‘‘Selected Conditlons Assoclated with Mobility of Sec-
ondary School Music Educators in Missouri.’’ University Microtilms #70-6561
Ed. D. dissertation. University of Missouri, 1969.
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A Selectea LISt OF AT JVIYd ¢l 16t

Eugene C. Cramer
Park College

A Nore ro Users

As a repertoire source, the following list of songs which limits
itself to songs in French is intended to complement and to some
extent supplement the related portions of the two standard works
in this area — Music for Voices by Sergius Kagen and The Sing-
er’s Repertoire by Berton Coffin.

_ The guidelines for the formation of this list were first, that
the song have a general appeal which is both immediate and lasting;
second, that the song is useable both as a studio or teaching piece
and as a repertoire piece; third, that the technical demands of the
song both linguistical and musical would present a challenge to but
yet not discourage the serious young singer; and finally that the
song be available in a readily accessible modern edition.

. The basic listing is alphabetical by composer. The songs of each
composer are listed alphabetically by title with the poet given in
parentheses next to the title. Each appearance of the title is then
listed according to compass from the highest to the lowest. Each
main entry contains the following information in this order: first,
the siglum for the volume in which the song is found (see “Anno-
tated Guide to the Publications Consulted”); second, the page of the
song in that volume; third, the compass of the song using C-B for
the octave below middle ¢, c-b for the octave above middle ¢, and
c'-b' for the next octave above middle ¢, etc,; fourth, the tempo in-
dication of the song; and fifth, information concerning the English
translation of the text.

. In addition, several supplemental indices or guides are provided.
There is an index of the songs by title, an index of the poets repre-
sented, a guide to the compass of each song, a guide to the cycles rep-
resented either complete or in part, and a general guide to the
tempos of the songs in the list. It is hoped that these indices and
guides will be useful in program building. Attention should also
be called to the annotated guide to the publications consulted which
precedes the listing itself. Note that each annotation is followed by
a list of the songs from that publication included in the basic list.

It is the hope of the author-compiler that this list will be valu-
able and welcome teaching aid for anyone involved in the vocal art.
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ANNOTATED GUIDE TO THE
PUBLICATIONS CONSULTED

Siglum (for reference purposes)

Barber Coll. Songs Barber, Samuel. Coliected Songs. New York:
G. Schirmer, Inc.

A collection of the twenty-eight songs Samuel Barber had written be-
fore 1955 including the Hermit Songs. The volume {8 available for high
and low voice. A literal translation of the songs not in English 15 included.

1,2, 3.

Les nuiis d'été Berlioz, (Hector). Les nutts d’été, a cycle of
six songs for voice and ptano. New York:
International Music Company.
A cycle of six songs which can be performed separately and which
is available for high and low voice. The English translations by Waldo

Lyman are literal and are pr ted in a doubl 1 (one French,
one English) line by line format.
4,5,6,17,8,9.
Britten Folk Songs Britten, Benjamin. Folk Song Arrangements,

Volume 2, France. London: Boosey and
Hawkes Limited.

A specialized collection of eight chansons populaires with ‘‘modern’’
accompaniments by Britten. The volume is available for high and medium
voice. English translations by Iris Rogers suitable for singing are in-
cluded and are placed under the original text throughout.

12, 13, 14, 15,

Fauré Album 1| Fauré, Gabriel. Album of Twenty Songs, Vol. 1.
New York: Edward B. Marks Music Corpo-
ration.

A collection of twenty songs for Mezzo-Sopranoor Baritone. No English
translations are included.

43, 52, 54,
Fauré Album 1 Faure’, Gabriel. Album of TwentySongs, Vol. II.
New York: Edward B. Marks Music Corpo-
ration.

A specialized collection of twenty songs for Soprano or Tenor. No
English translations are included.
42, 44, 48, 46, 47, 49, 50, 55, 56,'57, 58, 59.

Art Songs for School Glenn, Mabelle and Alfred Spouse, eds. Art

and Studio Songs for School and Studio (First Year).
Bryn Mawr, Pennsylvania: Oliver Ditson
Company / Theodore Presser Company.

A general collection of twenty-five songs (including arrangements
of folk songs) by seventeen composers. The collection 18 available for
medium high and medium low voice. The collection contains a general
statement on the contents of the volume, a statement on teaching proce-
dure, an outline of singing theory, a statement on diction and notes on the
songs. The general tone of the collection is didactic. English translations
for singing are included and are presented ABOVE the original text.

87.

French Art Songs Glenn, Mabelle and Bernard U. Taylor, eds.
French Art Songs for School and Studio.
Bryn Mawr, Pennsylvania: Oliver Ditson

Company / Theodore Presser Company.

A specialized collection of twenty French songs by sixteen composers.
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The volume 18 available for medium high and medium low voice. The
volume contains a general statement concerning the contents, a guide to
learning songs, a guide to French pronunciation and notes on the songs

1 d in the vol The English translations are suitable for singing
and are placed ABOVE the original French text throughout.
38, 68, 71. ’
Modern French Songs Hale, Phillp. Modern French Songs. Vol. 1

Bemberg to Franck. Bryn Mawr, Pennsyl-
vania: Oliver Ditson Company / Theodore
. Presser Company.
A specialized collection of thirty French songs by seventeen compos-
ers available for high and low voice. The volume contains a short history
of French song as well as short biographical sketches of the composers
represented. The English translations are suitable for singing and are
placed ABOVE the original French text throughout.
9, 11, 41, 48, 56, 60, 62.

The Art Song Howland, Alice and Poldi Zeitlin, eds. The Art
Song. Music for Millions Series, Volume 25.
New York: Consolidated Music Publishers,
Ine.
A general collection of fifty-five songs from all the major repertoires
available only for medium voice but useable also for high voice. The
English translations for those songs not originally in English are literal

and are pr ted in 2 doubl 1 format.
4, 18, 29, 32, 35.
Chausson (Kagen) Kagen, Sergius, ed. Chausson, 20 Songs for

Voice and Ptano. New York: International
Music Company.

A specialized collection available for high and low voice. The English
translations by Edith Braun are literal and are presented in a double
column line by line format.

19, 20, 21, 22, 23, 24, 25, 26, 27, 28.

Debussy (Kagen) Kagen, Sergius, ed. Debussy, 43 Songs for
Voice and Piano. New York: International
. Music Company.

A spectalized collection consisting primarily of song cycles available
for high and medium or low vofce. The English translations are literal
and are pr ted in a doubl 1 1fne by line format.

29, 30, 31, 32, 33, 34.

Duparc 1 (Kagen) Kagen, Sergius, ed. Duparc, 11 Songs for Voice
and Ptano. New York: International Music
Company.

A specialized collection available only for high voice. The English
translations by Edith Braun are literal and are presented in a doubie
column line by line format.

36, 37, 38, 39, 40, 41.

Dupare II (Kagen) Kagen, Sergius, ed. Dupare, 12 Songs for Voice
and Plano. New York: International Music
Company.

A specialized collection available for medium and low voice. The
English translations by Edith Braun are literal and are presented in a
double column line by line format.

38, 37, 38, 39, 40, 41.

Fauré (Kagen) Kagen, Serglus, ed. Faurd, 30 Songs for Voice
and Ptano. New York: International Music
Company.

A specialized collection avatilable for high, medium, and low voice. The
English translations by Edith Braun and Waldo Lyman are literal and are
pr ted in a doubl 1 line by line format.

42, 43, 44, 48, 48, 50, 51, 52, 83, 56.

Hahn (Kagen) Kagen, Sergius, ed. Hahn, 12 Songs for Voice
and Ptano. New York: International Music
Company.
41
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A spectalized collection available for high and low voice. The English
translations are literal and are presented in double column line by line
format.

68, 69, 70, 71, 72.

40 French Songs Kagen, Sergius, ed. 40 French Songs, 2 Vols.
New York: International Music Company.
Available for high, medium and low voice, thisis a specialized collec-
tion of songs in French which emphasizes the contributions of what might
be called the.‘'minor’’ composers of French song. The English transla-
tions are literal and are pr ted in a doubl 1 line by line format.
1 4,9, 18, 63, 64, 65, 66, 69, 75, 80, 1086.
11 10, 16, 17, 61, 68, 71, 173, 74, 75, 18.

Liszt Twelve Songs Liszt, Frans, Twelve Songs with Piano Accom-
pantment. New York: G. Schirmer, Inc.

A specialized collection of songs in German and French by Liszt
available for high and low voice. English translations for singing are in-
cluded and are presented under the original text.

75, 76.

Airs Chantés Poulene, Francis. Afrs chantds pour soprano
. d'aprés des podmes de Jean Morfas. Paris:
Rouart-Lerolle & Cie. / Editions Salabert.
A cycle of four songs which can be performed separately available
only for high voice. Even though the title indicates a soprano voice, tenors
hould not feet luded. In addition to the original French, translations
suftable for singing are given for both English and German and are pre-
sented under the original.
84, 85, 86, 87.

Tel jour, telle nuit Poulenc, Francls. Tel jour, telle nuif, neuf
mélodies sur des pobmes de Paul Eluard.
Paris: Durand & Cle.
A cycle of nine songs which can be performed separately available
only for high voice (either male or female). No translations are given.
88, 89, 90, 91, 92, 93, 94, 95, 96.

Ravel Douze Chants Ravel, Maurice. Douze Chants avec accompt
de piano. Paris: Durand & Cie.

A specialized collection of twelve songs by Ravel avallable for high
and medium voice. English translations suitable for singing are provided
and are placed under the original French text.

917, 98, 100, 101, 102, 103.

Riegger Bergerettes Riegger, Wallingford. Two Bergerettes. New
York: Peer International Corporation.
Two French bergerettes to which Riegger has added an accompani-
ment. No English translations are included. The songs are available only
{n one key (medjum).
104, 108.

Ant. Mod. Fr. Song Spicker, Max, ed. Anthology of Modern French
Song. New York: G. Schirmer, Inc.
Available for high or low voice this is a speclalized collection of
thirty-nine songs by ‘‘modern’’ French composers. The English transla-
tions by Henry G. Chapman and others are designed for singing and the
English text is placed under the French text throughout.
11, 16, 21, 26, 29, 32, 35, 38, §5, 56, 62, 80, 81, 83.

Great Art Songs Taylor, Bernard, ed. Great Art Songs of Three

Centuries. New York: G. Schirmer, Inc.

Available for high and low voice, this {s a general collection of fifty-

nine songs by twenty-nine composers covering the Italian, German,

French, Spanish and Russian repertoires from the 17th through the 20th

centurtes. The English translations by a variety of persons are suitable

for singing and are placed under the original text throughout. (Only the
English text ts given for songs originally in Russian.)

4, 26, 33, 44, 52, 61, 69. Y BEST COPY A
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Weckerlin Bergerettes Weckerlin, J. B., ed. Bergerettes, (Pastoral
Ditties) Twenty Romances and Songs of the
Eighteenth Century. New York: G. Schirmer,
Inc.
A specialized collection of twenty fairly simple folk-like songs, most-
1y anonymous, from the 18th century. The English translations by Sigmund
Spaeth are designed for singing and are presented under the original text
throughout.
79, 82, 107, 108, 109, 110, 111, 112,

Seven Cent. Solo Song Woodside, James, ed. Seven Centuries of Solo
Song. 6 vols. Boston: Boston Music Compa-
ny.

Available for high and low voice this is a general collection of sixty-
two songs from all repertoires covering the 13th to the 20th century. The
collection includes an extensive monograph on the Euvolution of the Avt
Song which is continuous through the six volumes. English translations
suitable for singing are provided and are placed ABOVE the original
text.

m M.

Vi 29, 37.

Fifty Art Songs ’ Fifty Art Songs from the Modern Repertoire.
New York: G. Schirmer, Inc.

A general collection of songs in English, French, ltalian, German and
Spanish by thirty-eight composers all of whom were composing in the
early years of the 20th century. English translations for stnging are in-

luded and are pr ted under the original text.

44, 47, 68, 73, 99.

Sel. French Art Songs Selected French Art Songs. New York: Marks
Music Corporation.

Available in only one range (high or medium) this is a specialized
collection of thirteen songs. The English translations by Olga Paul are
suitable for singing and are given under the original French text through-
out.

32, 61, 71, 119,

BARBER, SAMUEL (1910- )
1. Le Clocher chante (Rilke)
a. Barber Coll. Songs, high, p. 87-70; d-b flat’; non troppo allegro;
titeral Eng. trans. p. 58.
b. Barber Coll. Songs, low, p. 87-70; c-a flat’; non troppo allegro;
literal Eng. trans. p. 58.
2. Puisque tout passe (Rilke)
a. Barber Coll. Songs, high, p. 59-60; f-g’; moderato; literal Eng.
trans. p. 58.
b. Barber Coll. Songs, low, p. 59-60; d-e’; moderato; literal Eng.
trans. p. 58.
3. Tombeau dans un pare (Rilke)
a. Barber Coll. Songs, high, p. 65-66; d-g’; lento e sereno; literal Eng.
trans. p. 58.
b. Barber Coll. Songs, low, p. 65-66; B-e'; lento e sereno; literal Eng.
trans. p. §8.

BERLIOZ, HECTOR (1803-1869)-
4. L'Absence (Gautter)
a. Les nuits d’été, high, p. 23-25; ¢ sharp-f sharp’; adaglo; literal
Eng. trans. p. 3. :
b. 40 French Songs I, high, p. 7-10; c sharp-f sharp’; adagio; literal
Eng. trans. p. IV. .
c. Great Art Songs, high, p. 150-153; c sharp-f sharp’; adagio; Eng.
trans. for singing underlaid.
The Art Song, p. 100-103; B-e’; adagio; literal Eng. trans. p. 12.
. 40 French Songs I, medium, p. 7-10; B-e’; adagio; literal Eng. trans.
p. IV.
f. Great Art Songs, low, p. 130-153; B flat-e flat’; adagio; Eng. trans.
for singing underlaid.
g. Les nuits d'¢té, low, p. 23-25; B flat-e flat’; adagio; literal Eng.
trans. p. 3.
h. 40 French Songs 1, low, p. 7-9; B flat-e flat’; adagio; literal Eng.

MAILABLE trans. p. IV.

sa
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. Au cimetidre (Clair de lune) (Gauthier)

a. Les nuits d'&té, high, p. 26-32; e-g’; andantino non troppo lento;

literal Eng. trans. p. 3.
b. Les nuits d'été, low, p. 26-32; c-e flat’; andantino non troppo lento;
literal Eng. trans. p. 3.

. L'Ile inconnue (Gautier)

a. Les nuits d’été, high, p. 33-40; d flat-g'; allegro spiritoso; literal
Eng. trans. p. 3.

b. Les nuits d'été, low, p. 33-40; B flat-e’; allegro spiritoso; literal
Eng. trans. p. 3.

. Le spectre de la rose (Gautier)

a. Les nuits d¢’&t&, high, p. 9-15; c-a flat’; adagio un poco lento e
dolce assai; literal Eng. trans. p. 2.

b. Les nuits d’été, low, p. 9-15; A-1'; adagio un poco lento e dolce
assal; literal Eng. trans. p. 2.

. Sur les lagunes (Lamento) (Gautier)

a. Les nuits d'€é, high, p. 16-22; (G flat) d flat-a flat’; andantino;
iteral Eng. trans. p. 2. .
b. Les nuits d'&té, low, p. 16-22; (F flat) C flat-g flat’; andantino;

literal Eng. trans. p. 2.

. Villanelle (Gautier)

a. Les nuits d’6t§, high, p. 4-8; e-f sharp’; allegretto; literal Eng.
trans. p. 2.

b. 40 French Songs 1, high, p. 11-15; e-fsharp’; allegretto; literal Eng.
trans. p. IV,

c. Modern French Songs, high, p. 7-12; e-f sharp’; allegretto; Eng.
trans. for singing underlatd.

d. Les nuits d’6té, low, p. 4-8; c-d'; allegretto; literal Eng. trans. p. 2.

e. Modern French Songs, low, p. 7-12; c-d’; allegretto; Eng. trans. for
singing underlaid.

1. 40 French Songs I, medium,p. 11-15; c-d’; allegretto; literal Eng.
trans. p. 1V, ’

g. 40 French Songs 1, low, p. 10-14; c-d’; allegretto; literal Eng. trans.
p. IV.

BIZET, GEORGES (1838-1875)

10.

11.

Chanson d’avril (Bouilhet)

a. 40 French Songs II, high, p. 6-11; e-g'; andantino espressivo; literal
Eng. trans. p. 6.

b. 40 French Songs II, medium, p. 6-11; 4- l' andantino espressivo;
literal Eng. trans. p. IV.

Vietlle chanson (Millevoye)

a. Modern French Songs, high, p. 13-18; e flat-a’; andantino; Eng. trans.
for singing underlatd.

b. Ant. Mod. Fr. Song, high, p. 66-71; e flat-a’; andantino; Eng. trans.
for singing underlaid.

c. Ant. Mod. Fr. Song, low, p. 66-71; c-fsharp’; andantino; Eng. trans.
for singing underlaid.

d. Modern French Songs, low, p. 13-18; Bflat-e’; andantino; Eng. trans.
fnr singing underlaid.

BRITTEN, BENJAMIN (1913- )

12.

13.

15.

La belte est au jardin d’amour (anonymous)

a. Britten Folk Songs, high, p. 24-26; {-d’; andantino; Eng. trans. for
singing underlaid.

b. Britten Folk Songs. medium, p. 24-26; {-d’; andantino; Eng. trans.
for singing underlaid.

11 est quelqu'un sur terre (anonyinous)

a. Britten Folk Songs, high, p. 27-31; {-f’; grave; Eng. trans. for sing-
ing underlaid.

b. Britten Folk Songs, medium, p. 27-31; d-d’; grave; Eng. trans. for
singing underlaid. :

. La nodl passée (anonymous)

a. Britten Folk Songs, high, p. 4-9; t-g’; allegretto con molto ritmo;
Eng. trans. for singing underlaid.

b. Britten Folk Songs, medium, p. 4-9; d-e’; allegretto con molto
ritmo; Eng. trans. for singing underlaid.

Le rof s’en va-t’en chasse (anonymous)

a. Britten Folk Songs, high, p. 20-23; e flat-e flat'; vivace; Eng. trans.

for singing underlaid.
b. Britten Folk Songs, medium, p. 20-23; e flat-e flat’; vivace; Eng.

trans. for singing underlaid.
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BRUNEAU, ALFRED (1857-1934)

16.

L'heureux vagabond (Mendes)

a. 40 French Songs II, high, p. 24-27; e flat-g’; largament; literal Eng.
trans. p. 24.

b. Ant. Mod. Fr. Song, high, p. 20-23; e flat-g’; largamente; Eng. trans.«
for singing underlaid.

c. 40 French Songs 1I, medium, p. 23-26; d flat-1’; largament; literal
Eng. trans. p. V.

d. The Art Song, p. 124-126; d flat-f'; largament; literal Eng. trans.
p. 14.

e. Ant. Mod. Fr. Song, low, p. 20-23; Bflat-d’; largamente; Eng. trans.
for singing underiaid. )

f. 40 French Songs II, low, p. 17-20; B flat-d’; largament; literal Eng.
trans. p. V.

17. Le sabot de frene (Mendds)

a. 40 French Songs 1I, high, p. 18-23; d-e’; gaiment; literal Eng. trans.

p. 18.

b. 40 French Songs I, medium, p. 18-22; B flat-c’; gaiment; literal

Eng. trans. p. V.

c. 40 French Songs II, low, p. 12-168; B-flat-c'; gaiment; literal Eng.

trans. p. IV.

CHABRIER, EMMANUEL (1841-1894)

18.

Viilanelle des petits canards (G€rard)
a. 40 French Songs I, high, p. 16-20; ¢ sharp-f sharp’; allegretto con
moto; literal Eng. trans. p. V.
b. 40 French Songs I, medium, p. 16-20; ¢ sharp-f sharp’; allegretto
con moto; literal Eng. trans. p. V.
40 French Songs I, low, p. 15-19; B-e’; allegretto con moto; literal
Eng. trans. p. V.

¢

CHAUSSON, ERNST (1855-1899)

19.

20.

21.

Amour d’Antan (Bouchor)

a. Chausson (Kagen), high, p. 8-11; d-f sharp’; pas trop lent; literal
Eng. trans. p. IV.

b. Chausson (Kagen), low, p. 8-11, B flat-d’; pas trop lent, literal Eng.
trans. p. IV.

Chanson d’Ophelia (Bouchor)

a. Chausson (Kagen), high, p. 48-49; c-e'; lent; literal Eng. trans.
p. VL. -

b. Chausson (Kagen), low, p. 47-48; B flat-d’; lent; literal Eng. trans.
p. VL :

Le charme (Silvestre)

a. Chausson (Kagen), high, p. 12-13; d-g’; moderato con moto; literal
Eng. trans. p. IV.

~ b. Ant. Mod. Fr. Song, high, p. 90-91; d-g’; moderato con moto; Eng.

22,

23.

24.

25,

trans. for singing underlatd.

¢. Chausson (Kagen), low, p. 12-13; B flat-e flat’; moderato con moto;
literal Eng. trans. p. IV,

d. Ant. Mod. Fr. Song, low, p. 90-91, B flat-e ftat’; moderato con moto;
Eng. trans. for singing underlaid.

Le colibri (Leconte de Lisle)

a. Chausson (Kagen), high, p. 44-47; f-g flat’; pas vite; literal Eng.
trans. p. VI.

b. Chausson (Kagen), low, p. 43-46; d sharp-e’; pas vite; literal Eng. ’

trans. p. VL.

Les heures (Mauclair)

a. Chausson (Kagen), high, p. 41-43; e-e'; lent et résign§; literal
Eng. trans. p. VL.

b. Chausson (Kagen), low, p. 40-42; d-d’; lent et r&signé; literal Eng.
trans. p. VI.

Nanny (Leconte de Lisle)

a. Chausson (Kagen), high, p. 5-7; B-g’; lentement; literal Eng. trans.
p. IV.

b. Chausson (Kagen), low, p. 5-7; A-f’; lentement; literal Eng. trans.
p. IV.

Nocturne (Bouchor)

a. Chausson (Kagen), high, p. 1-4; e-g sharp’; modéré; literal Eng.
trans. p. IV.

b. Chausson (Kagen), low, p. 1-4; c-e’; modéré; literal Eng. trans.
p. IV.
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27.

Les papillons (Gautier)

a. Chausson (Kagen), high, p. 20-23; c-f’; vif; literal Eng. trans. p. V.

b. Great Art Songs, high, p. 157-160; ¢-f’; vivace; Eng. trans. for sing-
ing undertaid.

¢. Ant. Mod. Fr. Song, high, p. 72-78; ¢-f’; vivo; Eng. trans. for sing-
ing underlaid.

d. Chausson (Kagen), low, p. 19-22; B flat-e flat’; vif; literal Eng.
trans. p. V.

e. Great Art Songs, low, p. 157-160; B flat-e flat’; vivace; Eng. trans.
for singing underlaid.

f. Ant. Mod. Fr. Song, low, p. 72-75; B flat- e flat’; vivo; Eng. trans.
for singing underlaid.

Printemps triste (Bouchor)

a. Chausson (Kagen), high, p. 14-19; c-g’; tr¥s lent; literal Eng. trans.
p. IV.

b. Chausson (Kagen), low, p. 14-18; A-e’; trbs lent; literal Eng. trans.
p. IV.

Sé&rénade italienne (Bourget)

a. Chausson (Kagen), high, p. 36-40; c-e’; moderato; literal Eng. trans.
p. VL.

b. Chausson (Kagen), low, p. 35-39; B flat-d’; moderato; literal Eng.
trans. p. VL.

DEBUSSY, CLAUDE (1862-1918)

29.

30.

31

32.

3.

Beau solr (Bourget)

a. Debussy (Kagen), high, p. 5-7; c-f sharp’; andnnte ma non troppo;
literal Eng. trans. p. L.

b. Seven Cent. Solo Song, Vol. VI, high, p. 22-24; ¢-f sharp ; andante
ma non troppo; Eng. trans. for singing above French text.

c. Ant. Mod. Fr. Song, high, p. 3-5; c-f sharp'; andante ma non troppo;
Eng. trans. for singing underlaid.

d. Seven Cent. Solo Song, Vol. VI, low, p. 22-24; B flat-e’; andante ma
non troppo; Eng. trans. for singing above French text.

e. Ant. Mod. Fr. Song, low, p. 3-5; B flat-e’; andante ma non troppo;
Eng. trans, for singing underlaid.

t. The Art Song, p. 1237-129; A flat-d’; andante ma non troppo; literal
Eng. trans. p. 14.

g. Debussy (Kagen), low nnd medium, p. 5-7; A flat-d’; andante ma non
troppo; literal Eng. trans. p. I.

Fantoches (Verlaine)

a. Debussy (Kagen), high, p. 124-127; d-a‘’; allegretto scherzando;
literal Eng. trans. p. VIL

b. Debussy (Kagen), low and medium, p. 124-127; c-g’; allegretto
scherzando; literal Eng. trans. p. VIL

Green (Verlaine)

a. Debussy (Kagen), high, p. 84-87; C flat-a flat’; joyeusement animé;
literal Eng. trans. p. V.

b. Debussy (Kagen), low and medium, p. 84-87; A flat-f’; joyeusement
anim¢; literal Eng. trans. p. V.

Mandoline (Verlaine)

a. Sel. Fr. Art Songs, high or medium, p. 6-9; c-g’; allegretto; Eng.
trans. for singing underlaid.

b. Debussy (Kagen), high, p. 11-14; c-g’; allegretto; literal Eng. trans.
p. L .

¢. Ant. Mod. Fr. Song, high, p. 6-9; c-g’; allegretto; Eng. trans. for
singing underlaid.

d. Ant. Mod. Fr. Song, low, p. 6-9; A-e’; allegretto; Eng. trans. for
singing underlaid.

e. Debussy (Kagen), low and medium, p. 11-14; A flat-e flat’; allegret-
literal Eng. trans. p. 1.

f. The Art Song, p. 130-133; A flat-e flat’; allegretto; literal Eng.
trans. p. 15. .

Nuit d’é€tolles (Banville)

a. Debussy (Kagen), high, p. 1-4; d-g'; allegro; literal Eng. trans.
p. L .

b. Great Art Songs, high, p. 182-185; d-g'; allegro; Eng. trans. for
singing underlaid.

c. Debussy (Kagen), low and medium, p. 1-4; ¢-f'; allegro literal Eng.
trans. p. L.

4. Great Art Songs, low, p. 182-185; c-{'; allegro; Eng. trans. for sing-
ing underlaid.
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AVAILABLE

3.

Spleen (Verlaine)

a. Debussy (Kagen), high, p. 88-90; d fiat-b flat’; lent; literal Eng.
trans. p. V.

b. Debussy (Kagen), low and medium, p. 88-90; A flat-1’; lent; literal
Eng. trans. p. V.

DELIBES, LEO (1836-1891)
: 35.

Bonjour, Suzon! (Musset)
a. Ant. Mod. Fr. Song, high, p. 80-85; c-f’; aliegretto vivo; Eng. trans.

for singing underlaid.
b. Ant. Mod. Fr. Song, low, p. 80-85; B flat-e flat’; allegretto vivo;

Eng. trans. for singing undertaid.
¢. The Art Song, p. 104-106; B flat-e flat’; allegretto vivo; literal Eng.

trans. p. 12.

DUPARC, HENRI (1848-1933)

36.

317,

38.

39.

40.

41,

Chanson triste (Lahor)

a. Duparc 1 (Kagen), high, p. 43-47; d flat-a’; lent; literal Eng. trans.
p. 43.

b. Ant. Mod. Fr. Song, high, p. 38-43; d flat-a’; lento affettuoso; Eng.
trans. for singing underlaid.

¢. Duparc I (Kagen), medium, p. 43-38,; B flat- t sharp’; lent; literal
Eng. trans. p. 43.

d. Ant. Mod. Fr. Song, low, p. 38-43; B flat-f sharp’; lento affettuoso;
Eng. trans. for singing underiaid.

e. Duparc Il (Kagen), low, p. 42-46; a flat-e’; lent; literal Eng. trans.
p. 42. .

Lamento (Gautier)

a. Duparc ! (Kagen), high, p. 31-34, d-f*; trds lent; literal Eng. trans.
p. 3l.

b. Seven Cent. Solo Song, Vol. VI, high, p. 12-13; d-f’; lento molto;
Eng. trans. for singing above the French text.

¢. Duparc U (Kagen), medium, p. 31-34; c-e flat’; trds lent; literal
Eng. trans.p. 31.

4. Seven Cent. Solo Song, Vol. V1, low, p. 12-13; c-e flat’; lento molto;
Eng. trans. for singing above the French text.

e. Duparc Il (Kagen), low, p. 30-33; B flat-d flat’; trés lent; literal
Eng. trans. p. 30.

Le manoir de Rosemonde (Bonnitres)

a. Duparc 1 (Kagen), high, p. 27-30; d-a flat’; assez vif et avec force;
iteral Eng. trans. p. 27.

b. French Art Songs, medium high, p. 58-61; d-a flat’; allegro assal
et con fuoco; Eng. trans. for singing above French text.

¢. Duparc Il (Kagen), medium, p. 26-30; B-I'; assez vif et avec force;
literal Eng. trans. p. 28.

d. French Art Songs, medtum low, p. 58-81; B-f’; allegro assai et con
fuoco; Eng. trans. for singing above French text.

e. Duparc 11 (Kagen), low, p. 26-29; B flat-e’; assez vif et avec force;
{iteral Eng. trans. p. 26.

Phidyl€ (Leconte de Lisle)

a. Duparc 1 (Kagen), high, p. 4-12; e flat-a flat’; lent et calme; literal
Ehg. trans. p. 4.

b. Duparc 11 (Kagen), medium, p. 2-10; ¢ sharp-fsharp’; lent et calme;
literal Eng. trans. p. 2.

"¢, Duparc II (Kagen), low, p. 2-10; B-e’; lent et calme; literal Eng.

trans. p. 2.

Sérénade florentine (Lahor)

a. Duparc I (Kagen), high, p. 21-23; -g’; assez lent; literal Eng. trans.
p. 21.

b. Duparc II (Kagen), medium, p. 20-22; e flat-f’; assez lent; literal
Eng. trans. p. 20.

¢. Duparc Il (Kagen), low, p. 20-22; d flat-e flat’; assez lent; literal
Eng. trans. p. 20.

Soupir (Prudhomme)

a. Duparc I (Kagen), high, p. 53-56; e-a flat’; lent; literal Eng. trans.
p. 53.

b. Modern French Songs, high, p. 108-111; e-a flat’; lento; Eng. trans.
for singing above French text.

1
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c. Dupare I (Kagen), medium, p. 54-57; ¢ sharp-f’; lent; literal Eng.
trans. p. 54.

d. Duparc 11 (Kagen), low, p. 52-85; B-e flat'; lent; ltteral Eng. trans.
p. 52.

e. Modern French Songs, low, p. 108-111; B-e flat’; lento; Eng. trans.
for singing above French text.

FAURé, GABRIEL (1845-1924)

42.

43.

44.

48.

46.

47.

48,

49,

50.

Adteu (Grandmougin)

a. Faurd (Kagen), high, p. 79-81; {-f’; moderato; literal Eng. trans.
p. 79.

b. Faurd Album 11, p. 24-26; 1-1'; no Eng. trans. included.

c. Fauré (Kagen), medium, p. 78-80; e-e'; moderato; literal Eng.
trans. p. 78.

d. Fauré (Kagen), low, p. 78-80; d-d’; moderato; literal Eng. trans.
p. 78.

Au bord de 1'eay (Prudhomme)

a. Fauré (Kagen), high, p. 22-25; c sharp-f sharp’; andante quasi
allegretto; literal Eng. trans. p. 22.

b. Fauré (Kagen), medium, p. 21-24; c-f'; andante quasi allegretto;
literal Eng. trans. p. 21.

¢. Fauré Album 1, p. 78-81; c-1’; andante quasi allegretto; no Eng.
trans. included.

d. Faur€ (Kagen), low, p. 21-24; B flat-e flat’; andante quast allegretto;
Mteral Eng. trans. p. 21.

Aurore (Silvestre)

a. Fauré (Kagen), high, p. 13-18; d-g’; andante; litera} Eng. trans.
p. 13.

b. Faur€ Album 11, p. 47-50; d-g’; andante; no Eng. trans. included.

c. Great Art Songs, high, p. 169-173; d-g’; andante; Eng. trans. for
singing underlaid.

d. Great Art Songs, low, p. 169-173; c-f'; andante; Eng. trans. for
singing underlaid.

e. Fifty Art Songs, p. €9-72; c-f'; andante; Eng. trans. for singing
underlaid.

t. Fauré (Kagen), medium, p. 12-13; c-f'; andante; literal Eng. trans.
p. 12.

g. Faur€ (Kagen), low, p. 12-15; B-e’; andante; literal Eng. trans.
p. 12.

Chanson d’amour (Silvestre)

a. Fauré Album i1, p. 37-40; g-f sharp’; allegro moderato; no Eng.
trans. included.

Clair de lune (Verlaine)

a. Fauré (Kagen), high, p. 89-93; g-g’; andantino quasi allegretto;
literal Eng. trans. p. 89.

b. Fauré Album 11,.p. 76-80; g-g'; andantino quasi allegretto; no Eng.
trans. included.

¢. Modern French Songs, high, p. 112-116; g-g'; andantino quasi al-
legretto; Eng. trans. for singing above French text.

d. Faur€ (Kagen), medium, p. 88-92; f-f’; andantino quasi allegretto;
literal Eng. trans. p. 88.

e. Modern French Songs, low, p. 112-1186; d sharp-d sharp’; andantino
quasi allegretto; Eng. trans. for singing above French text.

. Fauré (Kagen), low, p. 88-92; d-d'; andantino quasi allegretto;
literal Eng. trans. p. 88.

En pridre (Borddse)
a. Fauré Album 11, p. 66-70; {-1’; moderato; no Eng. trans. included.
b. Fifty Art Songs, p. 65-69; f-1’; moderato; Eng. trans. for singing

inciuded.

En sourdine (Verlaine)

a. Faur€ (Kagen), high, p. 17-21; d sharp-f sharp’; andante moderato;
literal Eng. trans. p. 17.

b. Fauré (Kagen), medium, p. 16-20; c-e flat’; andante moderato;
titeral Eng. trans. p. 16.

c. Fauré (Kagen), low, p. 16-20; c-e flat’; andante moderato; literal
Eng. trans. p. 16.

La tée aux chansons (Silvestre)

a. Faur€ Album II, p. 41-46; {-f'; allegretto vivo; no Eng. trans. in-
cluded.

Fleur jetde (Silvestre)

a. Faur€ (Kagen), high, p. 94-97; d flat-a’; allegro energico; literal
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Eng. trans. p. 94.
b. Faur€ Album II, p. 51-54; d flat-a’; allegro energico; no Eng. trans.
included,
¢. Fauré (Kagen), medium, p. 93-97; B flat-f sharp’; allegro energico;
Hteral Eng. trans. p. 93,
d. Faurd (Kagen), low, p. 93-97; A flat-e’; allegro energico; literal
Eng. trans. p. 93.
81. Green (Verlaine)
a. Faur€ (Kagen), high, p. 57-59; e flat-a flat’; andante con moto;
literal Eng. trans. p. 57.
b. Faurd (Kagen), medium, p. 56-58; d flat-g flat’; andante con moto;
literal Eng. trans. p. 56.
¢. Faur (Kagen), low, p. 56-58; B-e’; andante con moto; literal Eng.
trans. p. 56.
32. Ici-bas (Prudhomme)
a. Faur€ (Kagen), high, p. 41-43; f sharp-g’; andantino; literal Eng.
trans. p. 41.
b. Great Art Songs, high, p. 179-181; f sharp-g’; andantino; Eng.
trans. for singing underlaid.
c. Fauré Album I, p. 86-88; f-f sharp’; adagio; no Eng. trans. included.
d. Faur€ (Kagen), medium, p. 40-42; {-f sharp’; andantino; literal Eng.
trans. p. 40.
e. Faurf (Kagen), low, p. 40-42; d sharp-e’; andantino; literal Eng.
- trans. p. 40.
f. Great Art Songs, low, p. 179-181; d sharp-e’; andantino; Eng. trans.
for singing underlaid.
53. Mandoline (Verlaine)
a. Faur€ (Kagen), high, p. 84-88; e flat-{’; allegretto moderato; literal
Eng. trans. p. 84.
b. Fauré (Kagen), medium, p. 83-87; d-e’; allegretto moderato; literal
Eng. trans. p. 83.
c. Fauré (Kagen), low, p. 83-87; c-d’; allegretto moderato; literal Eng.
trans. p. 83.
84. Le papillon et 1a fleur (Hugo)
a. Fauré Album I, p. 1-4; c-f’; allegro non troppo; no Eng. trans. in-
cluded.
55. Rencontre (Grandmougin)
a. Fauré Album II, p. 16-19; e flat-a flat’; andante; no Eng. trans.
included. )
b. Ant. Mod. Fr. Song, high, p. 113-117; e flat-a flat’; andante; Eng.
" trans. for singing underlaid.
c. Ant, Mod. Fr. Song, low, p. 113-117; ¢ sharp-f sharp’; andante; Eng.
trans. for singing underlaid.
56. Les roses d'Ispahan (Leconte de Lisle)
a. Fauré (Kagen), high, p. 60-64; e-g sharp’; andantino; no Eng. trans.
included.
b. Fauré Album II, p. 61-65; e-g sharp’; andantino; no Eng. trans. in-
cluded
c¢. Modern French Songs, high, p. 121-125; e-g sharp’; andantino;
Eng. trans. for singing above French text.
d. Ant. Mod. Fr. Song, high, p. 103-107; e-g sharp’; andantino; Eng.
trans. for singing underlaid.
e. Faurd (Kagen), medium, p. 59-63; d-f sharp’; andantino; literal
Eng. trans. p. 59.
f. Ant. Mod. Fr. Song, low, p. 103-107; d-f sharp’; andantino; Eng.
. trans. for singing underlaid.
g. Faur€ (Kagen), low, p.59-63; c-e’; andantino; literal Eng. trans.
p:.59. .
h. Modern French Songs, low, p. 121-125; c-e’; andantino; Eng.
trans. for singing above French text.
87. Le secret (Silvestre)
a. Fauré Album 11, p. 35-36; f-g’; adagio; no Eng. trans. included.
$8. Toujours (Grandmougin)
a. Faur€ Album II, p. 20-23; f-a flat’; allegro con fuoco; no Eng. trans.
included.
59. Le voyageur (Silvestre)
a. Fauré Album II, p. 8-11; e-g’; allegro moderato; no Eng. trans.
included.

FERRARI, GUSTAVE (1872-1948)
60. J’ai tant de choses ) vous dire (Lamquet)
a. Modern French Songs, high, p. 126-129; e-g sharp’; allegretto;
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Eng. trans. for singing above French text.

b. Modern French Songs, low, p. 126-129; c-e’; allegretto; Eng. trans.
for stnging above French text.

61. Le miroir (Haraucourt)

a. Sel. Fr. Art Songs, p. 20-21; e-f'; tranquillo e legato; Eng. trans.
for singing underlaid.

b. 40 French Songs II, high, p. 35-36; e-f'; assez lent; literal Eng.
trans. p. 35.

c. Great Art Songs, high, p. 167-188; e-f'; tranquillo e legato; Eng.
trans. for singing underlaid.

d. 40 French Songs 11, medium, p. 34-35; c sharp- d’; assez lent;
literal Eng. trans. p. VL.

e. 40 French Songs I1, low, p. 28-29; c sharp-d’; asses lent; literal
Eng. trans. p. V.

f. Great Art Songs, low, p. 167-168; ¢ sharp-d’; tranquillo e legato;
Eng. trans. for singing underlaid.

FRANCK, CESAR (1822-1890)
62. Le marfage des roses {David)
a. Ant. Mod. Fr. Song, high, p. 92-97; e-f sharp’; poco allegretto; Eng.
trans. for singing underlaid.
b. Modern French Songs, high, p. 135-140; e-f sharp’; poco allegretto;
Eng. trans. for singing above French text.
¢. Ant. Mod. Fr. Song, low, p. 92-97; d-e’; poco sllegretto; Eng. trans.
for singing underlaid.
d. Modern French Songs, low, p. 135-140; c-d’; poco allegretto; Eng.
trans. for sinzing above French text.
63. Nocturne (Fourcaud)
a. 40 French Songs I, high, p. 51-55; f sharp-f sharp’; lentement;
literal Eng. trans. p. VII.
b. 40 French Songs I, medium, p. 49-53; d sharp-d sharp’; lentement;
literal Eng. trans. p. VIL.
¢. 40 French Songs I, low, p. 48-32; c sharp-c sharp’; lentement;
Hiteral Eng. trans. p. VII.
64. La procession (Brizeux)
a. 40 French Songs I, high, p. 46-50; e-g sharp’; assez lent et solennel;
literal Eng. trans. p. VII.
b. 40 French Songs I, medtum, p. 44-48; d-f sharp’; assez lent et solen-
nel; literal Eng. trans. p. VIIL.
¢. 40 French Songs 1, low, p. 43-47; c-e’; assez. lent et solennel; literal
Eng. trans. p. VII.

GEORGES, ALEXANDRE (1850-1938)
65. Hymne au soleil (Richepin) .
a. 40 French Songs I, high, p. 56-59; e-a’; largo; literal Eng. trans.
p. VIL.
b. 40 French Songs 1, medium, p. 54-57; ¢ sharp-f sharp’; largo,
literal Eng. trans. p. VII.
¢. 40 French' Songs I, low, p. 33-36; c-f’; largo; literal Eng. trans.
p. VIIL
66. La plute (Richepin)
a. 40 French Songs 1, high, p. 60-62; e-e’; allegro moderato; literal
Eng. trans. p. VII.
b. 40 French Songs I, medium, p. 58-80; e-e’; allegro moderato; literal
Eng. trans. p. VII.
¢. 40 French Songs I, low, p. 57-59; d-d’; allegro moderato; literal Eng.
trans. p. VII.

GODARD, BENJAMIN (1849-1895)
67. Chanson de Florian or Florian’s Song (Florian)
a. Art Songs for School and Studio, medium high, p. 62-64; d-f sharp’;
allegretto; Eng. trans. for singing above French text.
b. Art Songs for School and Studio, medium low, p. 62-64; B-d’; al-
legretto; Eng. trans. for singing above French text.

HAHN, REYNALDO (1874-1947)
68. L’'heure exquise (Verlaine)
a. French Art Songs, medium high, p. 32-34; d-f sharp’; molto dolce e
tranquillo; Eng. trans. for singing above French text.
b. 40 French Songs II, high, p. 37-39; d flat-f’; infiniment doux et
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calme; literal Eng. trans. p. 37.

. Hahn (Kagen), high, p. 40-42; d flat-f’; infiniment doux et calme;

literal Eng. trans. p. 40.

. Fifty Art Songs, p. 92-94; 4 flat-’; tr: tllo e dolce possible; Eng.

trans. for singing underlatd.
Hahn (Kagen), low, p. 40-42; B-d sharp’; infiniment doux et calme;

.itteral Eng. trans. p. 40.

French Art Songs, medium low, p. 32-34; B-d sharp’; molto dolce
e tranquillo; Eng. trans. for singing above French text.

40 French Songs II, medium, p. 36-38; B-d sharp’; infiniment doux
et caime; literal Eng. trans. p. VI.

40 French Songs I, low, p. 36-38; B-d sharp’; infiniment doux et
calme; literal Eng. trans. p. VI.

69. Offrande (Verlaine).

b.

c.

£
h.

40 French Songs Il, high, p. 40-42; e fiat-e flat’; pas trop lent;
litera! Eng. trans. p. 40.

Hahn (Kagen), high, p. 21-23; e flat-e flat’; pas trop lent; literal
Eng. trans. p. 21.

Sel. Fr. Art Songs, p. 3-3; d-d’; moderato; Eng. trans. for singing
underiaid.

. 40 French Songs II, medium, p. 39-41; d-d’; pas trop lent; literal

Eng. trans. p. VI.

. Great Art Songs, high, p. 193-196; d-d’; pas trop lent; Eng. trans.

for singing underlatd.

. Hahn (Kagen), low, p. 21-23; c-c’; pas trop lent; literal Eng. trans.

p. 21.

40 French Songs II, low, p. 39-41; c-c’; pas trop lent; literal Eng.
trans. p. VI.

Great Art Songs, low, p. 193-186; B flat-b flat; pas trop lent; Eng.
trans. for singing underlaid.

70. Quand je fus pris au pavillon (Charies d’Orleans)

b.

Hahn (Kagen), high, p. 28-29; fsharp-fsharp’; vite, trds 1{gérement;
literal Eng. trans. p. 28.
Hahn (Kagen), low, p. 28-29; e flat-e flat’; vite, trds legfriment;
literal Eng. trans. o. 28.

. 71. 81 mes vers avaient des aites (Hugo)

2.
b.
e.
4.
e.

1.
'3
h.

Sel. Fr. Art SBongs, p. 38-37; c sharp-g sharp’; andante moderato;
Eng. trans. for singing underlaid.

40 French Songs II, high, p. 43-48; c sharp-g sharp’; andante
moderato; literal Eng. trans. p. 43.

Hahn (Kagen), high, p. 43-4%; ¢ sharp-g sharp’; andante moderato;
literal Eng. trans. p. 43.

French Art Songs, medium high, p. 6-8; c sharp-g sharp’; andante
moderato; Eng. trans. for singing above French text.

40 French Songs II, medium, p. 42-44; B-fsharp’; andante moderato;
literal Eng. trans. p. VI.

Hahn (Kagen), low, p. 43-45; A-e’; andante moderato; literal Eng.
trans. p. 43.

French Art Songs, medium low, p. 8-8; A-e’; andante moderato;
Eng. trana. for singing above French text.

40 French Songs II, low, p. 42-44; A-e’'; andante moderato; literal
Eng. trans. p. V1.

72. Trois jours de vendange (Daudet)

b.

Hahn (Kagen), high, p. 30-34; B-e flat’; franc et rythm¢; literal
Eng. trans. p. 30.
Hahn (Kagen), low, p. 30-34; A-d flat’; franc et rythmé; literal
Eng. trans. p. 30.

HUE, GEORGES (1858-1948)
73. J'ai pleur€ en réve (Nerval)

b,

c.

Fifty Art Songs, p. 89-91; f-g’; lento ed intimo; Eng. trans. for
singing underlaid.

40 French Songs I, high, p. 80-51; f-g-; lento; literal Eng. trans.
p. 80. .

40 French Songs II, medium, p. 49-50; e flat-f’; lento; literal Eng.
trans. p. VIL

40 French Songs 11, low, p. 48-49; d flat-e flat’; lento; literal £ng.
trans. p. VII. .

D’INDY, VINCENT (1851-1931)
74. Madrigal (Bonnieres)
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2. 40 French Songs 11, high, p. 63-66; e-e'; modéré; literal Eng. trans.
p. 63.

b. 40 French Songs I, medium, p. 36-58; c-c’; modéré; lteral Eng.
trans. p. VII.

c. 40 French Songs II, low, p. 34-58; c-¢’; modéré; literal Eng. trans.
p. VI

LISZT, FRANZ (1811-1886)
75. Oh! Quand je dors (Hugo)
a. French Songs 1, high, p. 75-80; d sharp-a’; andante, literal Eng.
trans. p. IX.
b. Liszt Twelve Songs, high, p. 38-42; d sharp-a’; andante, Eng. trans.
for singing underlaid.
¢. Liszt Twelve Songs, low, p. 38-42; B-{’; andante; Eng. trans. for
singing underlatid.
d. 40 French Songs I, medium, p. 59-64; B-f’; andante; literal Eng.
trans. p. VIIIL
e. 40 French Songs II, low, p. 57-62; B-{’; andante; lltenl Eng. trans.
p. VIII.
76. 5'1l est un charmant garon (Hugo)
a. Liset Twelve Songs, high, p. 43-46; e flat-f’; allegretto con moto
e grarioso; Eng. trans. for singing underlaid.
b. Liszt Twelve Songs, low, p. 43-46; d flat-e flat’; allegretto con
moto e grazioso; Eng. trans. for singing underlaid.

MARTIN], JEAN PAUL EGIDE (1741-1818)
. Plaisir d'amour (anonymous)
a. Seven Cent. Solo Song IIl, high, p. 28-32; c-f’; moderato grazioso;
Eng. trans. for singing above French text.
b. Seven Cent. Solo Song III, low, p. 28-32; B flat-e flat’; moderato
grazioso; Eng. trans. for singing above French text.

MASSENET, JULES (1842-1912)
78. Crépuscule (Silvestre)
a. 40 French Songs I, high, p. 67-68; d-e’; allegretto; literal Eng.
trans. p. 67.
b. 40 French Songs II, medium, p. 63-66; d-e’; allegretto; literal
Eng. trans. p. VIII. -
¢. 40 French Songs II, low, p. 63-64; B-c sharp’; allegretto; literal
Eng. trans. p. VIII.

MONSIGNY, PIERRE (1720-1817)
79. O ma tendre musette (La Harpe)
a. Weckerlin Bergerettes, p. 10-11, g sharp-e’; andante; Eng. trans.
for singing p. 11 (verse 1 only underlaid).

PALADILHE, EMILE (1844-1926)
80. Psych€ (Corneille)
a. 40 French Songs 1, high, p. 81-83; c-g’ (a flat’); andante quast
andantino; literal Eng. trans. p. IX.
b. Ant. Mod. Fr. Song, high, p. 149-151; B flat-f’ (g flat’); andante
quasi andantino; Eng. trans. for singing underlatd.
¢. Ant. Mod. Fr. Song, low, p. 149-151; B flat-f’ (g flat’); andante
quasi andantino; Eng. trans. for singing underlatd.
d. 40 French Songs I, medium, p. 76-78; B flat-f’ (g flat’); andante
quasi andantino; literal Eng. trans. p. IX.
e. 40 French Songs I, low, p. 76-77; A-e’ (1'); andante quast andantino;
literal Eng. trans. p. IX.
81. Les trois pridres (Essarts)
a. Ant. Mod. Fr. Song, high, p. 146-148; d flat-a flat’; andante; Eng.
trans. for singing underlaid.
b. Ant. Mod. Fr. Song, low, p. 146-148; B flat-f’; andante; Eng. trans.
for singing underlaid. .

PERGOLESI, GIOVANNI (1710-1736)
82. Que ne suis-je la fougdre (Riboutté)
a. Weckerlin Bergerettes, p. 12-13; fsharp-e flat’; andante; Eng. trans.
for singing p. 13, (verse 1 only underlatd).
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PIERNE, GABRIEL (1863-1937)

A Lucette (Gauthier-Villars)

a. Ant. Mod. Fr. Song, high, p. 44-49; e-g’; andante; Eng. trans. for
singing underlatd.

b. Ant. Mod. Fr. Song, low, p. 44-49; d-f’; andante; Eng. trans. for
singing underlaid.

POULENC, FRANCIS (1899-1963)

84,

8s.

87.

90.

.81,

23.

94,

96.

Alr champ8tre (Moréas)

a. Alrs chantés, p. 8-11; ¢ sharp-b’; vite; Eng. and German trans. for
singing underlaid.

Alr grave (Moréas)

a. Alrs chantds, p. 12-14; e-a flat’; andante con moto; Eng. and German
trans. for singing underlaid.

Afr romantique (Moréas)

a. Airs chantés, p. 2-7; c-e’; extrémement antmé; Eng. and German
trans. for singing underlaid.

Afr vif (Moréas)

a. Alrs chantfs, p. 15-19; d-a flat’; prestotrds gal; Eng. and German
trans. for singing underlaid.

A toutes brides (Eluara)

a. Tel jour, telle nuit, p. 10-11; B flat-g’; prestissimo; no Eng. trans.
included.

Bonne journfe (Eluard)

a. Tel jour, telle nuit, p. 1-3; B-a flat'; calme; no Eng. trans. in-
cluded. .

Figure de force briilante et farouche (Eluard)

a. Tel jour, telle nuit, p. 17-19; d-a’; presto, trds violent; no Eng.
trans. included.

Le front comme un drapeau perdu (élunrd)

a. Tel jour, telle nuit, p. 6-8; d flat-g’; trbs animé’ no Eng. trans.
included.

Je n'al envie que de t'aimer (éluard)

a. Tel jour, telle nuit, p. 14-16; d flat-g flat’; trds allant et trds
souple; no Eng. trans. included.

Nous avons fait 1a nuit (Eluard)

a. Tel jour, telle nuit, p. 20-23; c-g’; trds modéré, sans trather
pourtant; no Eng. trans. included.

Une herbe pauvre (Eluard)

a. Tel jour, telle nuit, p. 12-13; e-g'; clair, doux et lent; no Eng. trans.
included.

Une roulotte couverte en tuiles (l-fluard)

2. Tel jour, telle nuit, p. 9; B-c sharp’; trds lent et sinistre; no Eng.
trans. included.

Une ruine coquille vide (Eluard)

a. Tel jour, telle nuit, p. 4-5; d-g’; trés calme et irréel; no Eng.
trans. included.

" RAVEL, MAURICE (1875-1937)

97

100.

101

)PY AVAILARLE

. Chanson de 1a mari€e (anonymous)
a. Ravel Douze chants, voix lev€es, p. 5-9; g-e flat'; modéré; Eng.
trans. for singing underlaid.
b. Ravel Douze chants, voix moyennes, p. 5-9; g-e flat’; modété'; Eng.
trans. for singing underlafd.
. Chanson des cuellleuses de lentisques (anonymous)
a. Ravel Dougze Chants, voix élevées' p. 14-16; a-e’; lent; Eng. trans.
for singing underlaid.
b. Ravel Douze chants, voix moyennes, p. 14-16; a-e’; lent; Eng. trans.
for singing underlaid.
Chanson espagnole (anonymous) .
a. Fifty Art Songs, p. 57-61; d-b flat’; andantino; Eng. and Spanish
trans. for singing underlatd.
. Li-bas, vers l’égllse (anonymous)
a. Ravel Douze Chants, voix &levées, p. 10-11; g sharp-e’; andante;
Eng. trans. for singing underlaid.
b. Ravel Douze Chants, voix moyennes, p. 10-11; g sharp-e’; andante;
Eng. trans. for singing underlatd.
. Quel galant m’est comparable (anonymous)
a. Ravel Douze Chants, voix élevé'es, p. 12-13; d-f'; allegro; Eng.
trans. for singing underlaid.
b. Ravel Douze Chants, voix moyennes, p. 12-13; d-{’; allegro; Eng.
trans. for singing underlaid.
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102. Sainte (Mallarmé)
s. Ravel Douze Chants, voix flevées, p. 1-4; d-a'; liturgiquement;
Eng. trans. for singing underlaid.
b. Ravel Douze Chants, voix moyennes, p. 1-4; c-g’; liturgiquement;
Eng. trans. for singing underiaid.
108. Tout gal (anonymous)
s. Ravel Douze Chants, voix &levées, p. 17-19; g-f’; allegro; Eng.
trans. for singing underiaid.
b. Ravel Douze Chants, voix moyennes, p. 17-19; g-f’; allegro; Eng.
trans. for singing underlaid.

RIEGGER, WALLINGFORD (1885-1961)
104. Charmant bocage (anonymous)
a. Rtegger Bergerettes, p. 1; d flat-e flat’; allegretto semplice; no
Eng. trans. included.
108. Tot, dont les yeux (anonymous)
a. Riegger Bergerettes, p. 2; e-¢’; moderato; no Eng. trans. included.

SAINT-SAENS, CAMILLE (1835-1921)
108. Almons-nous (Banville)

a. 40 French Songs I, high, p. 84-87; g flat-a flat’: asgez lent; literal
Eng. trans. p. IX.

b. 40 French Songs I, medium, p. 79-82; d-e’; assez lent; literal Eng.
trans. p. IX.

¢. 40 French Songs I, low, p. 78-81; d flat-e flat’; assez lent; literal
Eng. trans. p. IX.

WECKERLIN, JEAN-BAPTISTE-THEODORE (1821-1910)
107. Aminte (anonymous)
a. Weckerlin Bergerettes, p. 19-81; c¢-d’; moderato; Eng. trans. for
singing underlaid.
108. Chaque chose a2 son temps (anonymous)
8. Weckerlin Bergerettes, p. 48-49; c-c’; andantino quasi allegretto;
Eng. trans. for singing underlaid.
109. Je conmais un berger discret (anonymous)
a. Weckerlin Bergerettes, p. 44-45; e flat-f'; un poco andantino; Eng.
trans. for singing underlaid.
110. Jeune fillette (anonymous)
2. Weckerlin Bergerettes, p. 22-24; g-e’; con moto; Eng. trans. for
singing underlaid.
111. Lisette (anonymous)
a. Weckerlin Bergerettes, p. 50-51; f sharp-g’; con moto; Eng. trans.
for singing underlaid.
112. Maman, dites-mol (anonymous)
2. Weckerlin Bergerettes, p. 23-29; e flat-f sharp’; un poco allegretto;
Eng. trans. for singing underlaid.

WIDOR, CHARLES-MARIE (1844-1937)
113. Contemplation (Hugo)
a. Sel. Fr. Art Songs, p. 14-16; d-g’; lento; Eng. trans. for singing
underlatd.
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Bonne journée (Poulenc) .......... P 89
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Il est quelqu'un sur terre (Britten) . .......................... 13
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Je connais un berger discret (Weckerlin) . . ... .................. 109
Je n’ai envie que de t'aimer (Poulenc) . . . . ... .................. 92
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La pluje (Georges) . . ............ e
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Le charme (Chausson) . .............co00.: e e
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Nous avons fait le nuit (Poulenc). . ......... TSN
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Papilion et la fleur, Le (Faurd) .. ............... e e
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Puisque tout passe (Barber). . ... ........ ... 000 e e,
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Rol s’en va-t’en chasse, Le (Britten). . . . ... ..........¢ v ennn
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Sérénade ttallenne (Chausson) ......... e e -
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Spectre de larose, Le(Berlioz) . . .. ... ... ... .. ..
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Spleen (DebusBY) . . .. ...t i ittt e e 34

Sur les lagunes (BerHOZ). . . . .. .. v vttt i e 8
Toi, dont les yeux (Riegger). . ... et e e e 105
Tombeau dans unparc (Barber) . . . ... ........ 0 vt n.n 3
Toujours (Fauré)............. S 58
Tout gaf (Ravel). . . . ... ... ittt ittt 103
Trois jours de vendange (Hahn) .. ........................... 72
Trois pridres. Les (Paladilhe) . . .. ................vvun. ... 81
Une herbe pauvre (Poulenc) . . . .. .. ... ... it inmnn . 94
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Des Essarts, Emmanuel -Adolphe Langlois (1839-1809)
: 81.
Fiuard, Paul (1895-1952)
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" Hugo, Victor (1802-1885)
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Lahor, Jean (resl name: Henri Cazalis) (1840-1909)
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60.

Leconte de Lisle, Charles-Marie-René (1818-1894)
22, 24, 39, 58.

Mallarmé, Stéphane (1842-1898)
100.
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23.
Mendds, Catulle (1842-1909)
18, 17.
Millevoye, Charles H. (1782-1816)
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85,
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Ribouttd, Charles-Henri (1808-1840)
82,
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A GUIDE TO THE COMPASS OF THE SONGS LISTED

An octave or less
12, 13, 15, 23, 42, 45, 46, 47, 49, 63, 66, 69, 70, 74, 79, 82, 97, 98, 99,
100, 103, 108, 108, 110.

Greater than an octave but not greater than a tenth
2, 8, 9, 10, 14, 16, 17, 19, 20, 22, 28, 28, 37, 39, 40, 48, 52, 83, 56, 87,
88, 89, 60, 61, €62, 84, 67, 68, 73, 76, 78, 83, 85, 86, 94, 95, 101, 104, 106,
107, 109, 111, 112,

Greater than a tenth but not greater than a twelfth
3, 4, 6, 9, 11, 18, 21, 26, 27, 29, 30, 32, 33, 35, 39, 41, 43, 44, 51, 54,
58, 63, 71, 72, 73, 77, 81, 87, 00, 01, 92, 93, 96, 102, 118.

Greater than a twelfth
1, 7, 24, 31, 34, 36, 50, 80, 84, 88, 89.

A GUIDE TO THE SONG CYCLES INCLUDED

Partial
Barber, Samuel Mélodies passagdres
1,8, 3.
Debussy, Claude F@tes gulantes
30.
Debussy, Claude Ariettes oublides
31, 34.
Faurd, Gabriel Poeme d'un jour
85, 58.
Georges, Alexandre Le Chansons de Miarka
6s, 66.
Complete
Berlioz, Hector Les nuits d'ét&
4,5,6,17,8,09.
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Poulenc, Francis Afrs chantds
84, 83, 88, 87.

Poulenc, Francis Tel jour, telle nutt
88, 89, 90, 91, 92, 93, 94, 95, 96.

Ravel, Maurice Cing mélodies populaires grecques
817, 88, 100, 101, 108.

A GENERAL GUIDE TO THE
TEMPOS OF THE SONGS LISTED

Note: The general nature of the ciassifications in this guide is intentional. The
purpose was not to index the actual tempo indication of the song because that
varies somewhat from publication to publication but to give the relative tempo
of the song 28 an aid to the user in building a program. The assignment of a
particular song to a particular classificationisinsome cases entirely arbitrary.

Slow
3, 4,8 17 8, 13, 16, 19, 20, 28, 24, 27, 34, 36, 37, 39, 40, 41, 87, 61,

63, 64, 65, 68, 73, 83, 94, 935, 98, 100, 102, 106, 113.

Moderate
2, 10, 11, 12, 21, 23, 25, 28, 29, 42, 43, 44, 43, 486, 47, 48, 51, 52, 55,

56, 59, 60, 62, 68, 69, 71, 74, 75, 717, 18, 79, 80, 81, B2, 83, 89, 93, 96,
97, 99, 104, 105, 107, 109, 112.

Fast
1, 6, 9, 14, 18, 17, 18, 26, 30, 31, 32, 33, 35, 38, 49, 50, 33, 54, 98, 67,

10, 72, 76, 84, 86, 87, 88, 90, 91, 92, 101, 103, 108, 110, 111,
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The Evolution of Symphonic Instrumentation of the
Nineteenth Century

Don Verne Joseph
Drury College

Progressive music of the seventeenth and eighteenth centuries,
for the most part, was not instrumental, but predominantly operatic
and was centered in Italy. In the following century the emphasis
shifted to the symphonic movement in Germany that lasted into the
twentieth century. '

The Italian opera overture is the predecessor to the Classical
symphony as its elements of style and structure were developed into
that form by a succession of composers including Gluck, Stamitz
and C. P. E. Bach. G. B. Sammartini is generally credited with
starting the movement which presented operatic overtures (called
sinfonias, although they were not symphonies in the full connotation
of the word) in the concert hall. . These were usually three-move-
ment works to which Sammartini added the Minuet that eventually,
with the other movements, became the traditional four-movement
Classical period symphony.

Jean Phillippe Rameau was one of the first composers to give
each instrument a distinct part of its own, although he was more
noted for operatic composition. “He introduced interesting and un-
expected passages on the flutes, oboes, and bassoons and thus opened
the path to the coloristic treatment of the modern orchestra.”!

The Development of Orchestral Instruments in the
Nineteenth Century

As we consider the scoring practices of various composers, it
seems evident that programs in the technical art of composition
and the growth and development of musical instruments are insepa-
rable. The modern period of orchestration, with the accompanying
problems of instrumentation, has its beginning with the works of
Haydn and Mozart.

Concurrently, the improvements in performing media, the in-
vention of new instruments and their subsequent improvements,
have enhanced the instrumentation of the symphony orchestra as
well as serving as aids to composers, arrangers and instrumental per-
formers throughout history. It seems logical to mention some of
the “discoveries” at this point, rather than during the text inasmuch
as the use of these improved instruments varied so greatly. Just as
~ve know that little of Mozart’s music was published during his life-
ime, the invention of a new instrument did not necessarily assure
ts immediate acceptance and use by the orchestra, conductor or
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composer. The following information comprises a partial accounting
of the developments which have led us to our present symphonic
instrumentation, and which was so vital to the nineteenth century.
The string section, which is the foundation of the orchestra, was
rather complete at a date before the Classical period. This was due
primarily to the great Italian violin makers: Amati (1596-1684),
Stradivari (1644-1737), and Guarneri (1698-1744). The shape of
the violin changed toward the end of the eighteenth century as mu-
sicians sought more brilliancy and power. The bridge was then
raised and more highly arched. The viola was originally smaller than
the present model due to its subordinate position in the music of
the eighteenth century. The violoncello began its career as a bass
viola da bracio; however, the modern pattern.of the violoncello must
have originated in the middle of the seventeenth century. The dou-
ble bass existed in Germany as early as the sixteenth century, and
has generally retained the viol system of tuning in fourths. It is in-
teresting to note that the first string orchestras, in the seventeenth
‘century, included both violin and viols, but before the end of the
;century had settled down to a group of violin types: first violin,
_second violin, tenor violin, and basses, the string “quartet” em-
{ployed by Scarlatti, Bach and all their successors. The bow was
longer in developing and it was not until the end of the eighteenth
‘century that the French master, Tourte, brought it to its present
state. '
_ The one-keyed flute of the eighteenth century, the instrument
“for which Bach, Handel, Haydn and Mozart wrote, had a range from
'd’ to a” which was completely chromatic except for the high F. Im-
provements were made by: Nolan, who invented the ring-key in
1808; Nicholson, who enlarged the fingerholes; Gordon, who changed
the position of the holes and employed Nolan’s ring-key (1820-
'1830); and by the German flutist, Theobald Booehm, who finalized
all improvements to that date (1831), and in 1846, created the cy-
lindrical flute with the parabolic head.
- The two-keyed oboe, known from Haydn through early Bee-
thoven, was made in three pieces, of boxwood, ebony or ivory, with
keys of brass or silver. Like the flute, six fingerholes provided the
natural D scale. The funnel-shaped bell became cylindrical at the
beginning of the nineteenth century. Cupped keys with stuffed
‘pads, pillar-mounts and the ring-keys and rod-axles of Boehm'’s
1832 flute began to spread to other woodwind instruments about
1840. Schubert, Weber and Beethoven and their contemporaries cov-
er the period when the oboe was gaining its keys: from the eigh-
teenth century two-key model to the complete chromatic model with
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the octave key and low B-natural on the ball joint. There was a
tendency as early as the late eighteenth century to distinguish be-
tween a French and a German type: the French preferring the thin,
sensitive and refined tone quality to the more robust, heavier Ger-
man instrument. The conservatoire oboe was brought to its final de-
velopment and completion by Triebert’s successor Loree and Gillet
(1880) . '

The five-keyed clarinet, the standard type towards the end of
the eighteenth century, is the instrument which began the establish-
ment of the clarinet(s) in the orchestra. It is the instrument that
Mozart composed a concerto for during the Mannheim era, and was
composed of six pieces: (1) the ebony mouthpiece (2) barrel (3)
upper-middle-piece (4) lower middlepiece (5) lower piece, and
(6) the bell. Ivan Muller created the modern clariaet with its thir-
teen keys about 1800. This was the most influential model, although
an instrument with nineteen keys was exhibited and used by J. F.
Simiot (and Muller) of France. Men responsible for further im-
provements include Klose, who adapted Boehmn’s flute ring-key
mechanism system to the clarinet in 1832, and Buffet, who perfected
the present 17 key-6 ring system in 1846. ‘

Bassoons with six keys and fourteen note-holes were prevalent
before 1800 and utilized in the scoring of Haydn and Mozart. In
1831, Johann Heckel began the improvements that would culminate
in the finished product, the Heckel-Almenrader (German bassoon)
in 1880.

There are several steps in the evolution of horns after they be-
gan to appear in orchestral scores shortly after 1700. The natural
horn (1625-1750) had no valves and was used for coloristic effects
(hunting calls). The hand horn (1750-1820) utilized the “corno a
mano” technique. A chromatic scale could be executed by using
hand manipulation in the technical style mentioned previously.
Crooks were employed in both the natural and hand horns, usually
in the keys of G, F, E , D and C, although crooks used for trumpets
predate the horns. The two-valve horn (1820) was simply a quick
way to change crooks. That is, when one valve was depressed — the
other crook was then put into operation. The three-valved horn
(1832-1850) was a fully chromatic horn and utilized the rotary valve
invented by Joseph Reidl, although there were still some instru-
ments using the piston valve. The double horn, as used today, was
first manufactured by Kruspe in 1899,

After the trumpet guilds dissipated, several developments were
influential in the production of the chromatic instrument. The Demi-
lune model (late 18th century) was similar to the horn and utilized
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a hand-stopping technique to partially fill the gaps in the chromatic
scale and the natural harmonic series, The keyed trumpet with four
brass keys, was introduced in Vienna by Weidinger. Haydn'’s well-
known concerto was written for this instrument manufactured by
Riedl of the same city, and for forty years, enjoyed a limited suc-
cess. The superior keyed bugle preceded the Stolzel-Blumel experi-
ments which produced the piston valve in 1813-1818. While the trum-
pet valve experimentations were taking place, the cornet-a-piston
evolved ‘and enjoyed great popularity in the military bands as well
as being used by Berlioz in his Fantastic Symphony in 1830. Wil-
helm Wieprecht, a Prussian bandmaster made the first improvement
in the piston valve in 1835, and the Frenchman, Perinet brought out
the valve, which with minor modifications, is the piston valve which
is universally in use today.

The trombones, although not used in a symphonic work until
1807 (Beethoven’s 5th Symphony) reached their permanent shape
earlier than any of the present-day orchestral instruments. The slide
principle can be traced to the fifteenth century; however, its coun-
terpart being called Sackbut. The extra valve, called the trigger,
we are familiar with today, was developed by Adolphe Sax, accord-
ing -to Berlioz, and his invention led to both the bass trombone and
the Bb-F tenor trombone;

* The French serpentist, Frichot, is generally credited with the
invention -of the tuba (1800). Wieprecht’s invention, the “Berliner
Pumpventil” of 1835, made the first serious improvement; helicon
models were invented by Stowasser in 1849; about the same time
Wagner called for a line of tubas to be manufactured for his operatic
scores, and Phasey developed the first bombardon in 1879. The sou-
saphone was developed in 1897 by the Conn corporation (USA).

' The percussion section was slow in its development in the or-
chestra, the kettledrums being the only members until Haydn scored
for the Turkish instruments (triangle, cymbals and bass drum) in
his Military Symphony (1794). Twenty-nine years later Beethoven
used the same combination of instruments in the finale to his ninth
symphony. Until this point, and even later as well, the kettledrums
were expected to produce only the tonic and dominant tonalities in
hundreds of works.

. Misceﬂgineous instruments of all types and keys will be dis-
¢u§sed later in the paper as they relate to the composers and com-
pbisfions. These include basset horns, sarrusophones, color clarinets
?(Ab, Eb, alto, bass), English horn, contra-bassoon, piccolo, saxo-
phones and all types of percussion.
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Berlioz’' “Grand Treatise on Instrumentation” was published in
1844, and provides a most informative history of the developments
in wind instruments to date. An interesting fact is that at this time
when the orchestral instrumentation was near completion, the wind
band, as we know it today, was just coming into existence.

The Development of Orchestration in the
Nineteenth Century

“Of the symphonic composers who succeeded Scarlatti, one of
the most conspicuous was Johann Stamitz (1717-1757).”% His or-
chestral scores required flutes, oboes, bassoons and horns in pairs.
[n addition to these Stamitz and his sons, Karl and Anton, were
among the first to utilize the clarinet in the orchestra, although it
was not considered a standard member until much later. However,
hey did write several concerti for the clarinet which at this time
vas a five-keyed instrument. Perhaps his greatest contribution to
nusic at this time was his conductorship of the orchestra at Mann-
1eim, considered to be the finest in Europe. This orchestra developed
nany dramatic resources and effects including: (1) synchronized
itring bowings, (2) uniform quality of tone, (3) unprecedented
rontrol of dynamics, including sudden changes from pianissimo to
ortissimo, (4) sustained crescendos, and (5) the combination of
lexible, varied musical effects that hastened the adoption of the
sianoforte, rather than the older harpsichord. The full orchestra
vas large, numbering about forty players including a string section
f 20 violins, 4 violi, 4 celli and 4 bassi.? _

The final phase of orchestration prior to the masterworks of
Jaydn and Mozart is represented in the symphonies of C. P. E.
3ach. These are scored for the usual group of strings as well as 2
lutes, 2 oboes, 1 or 2 bassoons and 2 horns. His third (Sinfonia
II) displays the use of the string trill as a unifying device. Ele-
nents of later classical symphonies are also found in this work:
1) vigorous running passages, (2) cadencing, (3) the “sigh” and
4) the emphasis on “storm and stress” through wild, angular me-
odic lines in the strings, particularly. “The strings (of Bach’s four
infonias) give melodic activity and figuration while the winds pro-
ide harmony and body.”?

During the Classical period the string section became the foun-
ation of the orchestra. The common scoring practice at this time
ave a great majority of passages to the strings, utilizing the winds
or reinforcing, supporting the melody with sustained chords and
oubling the strings. The leading symphonic writer of this era, Jo-
eph Haydn, wrote numerous works in the large forms (104 sym-
honies — 83 string quartets). The orchestra he wrote for was small
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compared to the Mannheim orchestra of 1756, and numbered about
twenty-five players, including: strings, flute, oboes (2), bassoons
(2), horns (2), and a harpsichord, with trumpets and kettledrums
occasionally added for specific works. His first symphonies utilized
the continuo, although no one actually knows when this practice
stopped due to his conducting the orchestra from some keyboard —
often improvising the continuo part.

His symphonies are varied both in style and in the use of in-
strumentation. “Le Midi” (No. 7 in C), is scored for first and sec-
ond violins concertante as well as the full orchestra. This points up
his early training in the use of the older concerto grosso form. No.
31 (With the Horn Signal) shows elaborate parts for four horns
(soloistic fanfares, use of dialogue and filler parts in all four move-
ments). There are also unusually ornate and decorative solo pas-
sages for flute, violin and violoncello.

~ “La Passione” (No. 49) is scored in F minor in all four move-
ments. The instrumentation is also on the dark, somber side in-
cluding oboes, horns, bassoons, strings and continuo. Landon and
Truscott both feel there is justification in the fact that Haydn used
a bassoon with the continuo, although none is indicated in the score.
This work could be regarded as a meditation on the Passion of
Christ, although like many of Haydn's works, the descriptive titles
‘belong to the publisher rather than the composer. Haydn achieves
‘an excellent effect (mvt III) by use of oboes in unison with the
first violins which is “echoed” in the full string section. This sym-
phony marks the end of Haydn’s use of the continuo for all practical
purposes, although Symphony No. 102 calls for the solo cello and
basso continuo.

One of the Paris symphonies (No. 85) utilizes the solo flute,
"which seems to be a frequent occurrence in a great many of his
“works and especially in his later works. In the third movement his
use of bassoon is strangely scored in the upper register as a rein-
forcement of the upper parts — the lower octave of its compass
“being almost entirely neglected.’ This use of the bassoon, in a ma-
jority of his last works, shows a tendency toward parts in the alto
and tenor range rather than as a foundation instrument for winds.

Symphonies composed between 1785-1788 (Nos, 85-92) show the
‘result of more than twenty-five years of practical experience with
the orchestra. By that time he had largely abandoned the thin two-
part writing for strings that marks all his early works.® Haydn uses
the viola to greater advantage than before by writing more inde-
pendent tenor parts. occasional divisi and double-stopping.
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The London symphonies are Haydn’s crowning achievement
and demonstrate more brilliant orchestration and perhaps more dar-
ing instrumentation than previous works in this form. The “Sur-
prise” symphony (No. 94) has the famous subito fortissimo chord
(loud crash on a weak beat) during the slow movement. Symphony
No. 97/1 utilizes an intricate section of three-part counterpoint in
the woodwinds:
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The last set (6) of the London symphonies mark the culmina-
ion of an era of perhaps the greatest symphonist, certainly the most
sroductive, of all time. During this period Haydn definitely estab-
ishes the separation of trumpet and horn, and the bassoons and
elli from the contrabassi (No. 99/1). In the “Military” symphony
(No. 100) he utilizes the so-called Turkish instruments (triangle,
'ymbals and bass drum) along with the regular kettledrums in his
mly symphonic work which calls for the large percussion section.
1is symphony No. 101 “mimics” the sound of a ticking clock in the
low movement. His next symphony (No. 102) is distinctive for his
irst use of muted trumpets (II/meas. 56), which adds through the
ise of the long, sustained note (¢’) — during which time the or-
hestra is silent, a new color in the orchestration and a new dimen-
ion to the instrumentation. No. 102 is also unique in that it is the
mnly one of the last six symphonies of Haydn that does not contain
arts for the clarinets. The unorthodox use of the timpani roll in
he first measure sets symphony No. 103 apart as the “Drum Roll.”
"he finale of No. 104 begins with the opening theme being supported
)y a sustained pedal in the horns and celli — a rare occurrence m
he music of Haydn.

Other effective uses of instrumentation in his last works in-
lude the use of trumpets and kettledrums in the slow movements
long with the other movements, which is contrary to Haydn's early
rractice. Trumpets are also divorced from the horn-type parts which
all for the incessant doublings at the octave, and are given separate
\arts that are more characteristic of the instrument. His use of clari-
et (in only six of 104 symphonies) is not too effective as he pre-
ers to stay with the flute, oboe and bassoon for melodic and solois-
ic work. Perhaps it is as Gray says, “One always feels the Clarinet
in Haydn's symphonies) to be an unwelcome intruder in the family
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circle — the beautiful strange newcomer who brings trouble in the
household.”” In his solo writing for individual strings and wood-
winds he shows periodically his love for single instruments, and
through this style of composition, Haydn emancipated the wood-
winds (excepting the clarinet) and helped toward the establishment
of the basic woodwind choir.

. As Truscott says, “No later symphonists have improved upon
Haydn’s position; no one can do more than equal him; even Bee-
thoven, in some ways, scarcely surpassed him.”®

Mozart's first symphony (1794) was for the same instrumenta-

tion as Haydn’s first: two oboes, two horns and strings with the
strings assuming most of the melodic work. However, as Carse tells
us, “in laying out his string parts, Mozart, even in his very early
works, secured greater fullness than Haydn did by making more
independent use of the tenor instrument (viola) .”® He wrote for
three- and four-part string sections very early in his career, while
Haydn was still using the basic two- and three-part writing, and
achieved a richer quality in the inner voices through a freer use of
double-stopping and divisi viola.
+ - It was during his visit to Mannheim (1777) that Mozart is said
to have heard the refinements of orchestral playing for the first
fime. It was also the first time he had heard the clarinet and through
his acquaintance with Anton Stadler (for whom he wrote the con-
certo and quintet), there followed almost immediately a greater use
of that instrument. His “Paris” symphony, that followed his wvisit,
was written in 1778 and was scored for his largest orchestra to that
date: flutes, oboes, clarinets, bassoons, horns, trumpets, drums and
strings. This is the start of the full “Classical” orchestra which is
taking its final shape. Mozart also scored the winds in various com-
binations: flute and oboe, clarinet and bassoons, oboe and bassoon,
oboe and horn, clarinet and flute — all heard melodically and har-
monically as well as in larger six-eight part groupings, and often in
quick alternation with the strings.

Mozart's symphony in G minor (No. 40) illustrates three ele-
ments of the use of instrumentation: The use of divisi violi in the
opening measure and its use as a device which perhaps led to the
minor sixth leap in the melodic line;
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woodwinds are used in the three-note motive at the recapitulation
of the first movement (meas. 260-265, 268-274);
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the clarinet is scored on the subordinate theme of the fourth move-
ment (meas. 85-101);
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The above solo excerpt demonstrates his knowledge of the clarion
register of the clarinet. He avoids the extreme altissimo range
throughout the passage as well as purposely keeping the melody
ibove the “break” thus avoiding the upper chalumeau (throat)
‘ones that are weak and less musical.

Historians are inclined to attach labels to composers — some-
imes referring to Mozart as an early Beethoven, Beethoven’s first
symphonies being “Haydnish,” or Haydn being Beethovian in his
.ater symphonies. However, one fact is rather certain -~ all started
their symphonic careers by carrying on the tradition (and prac-
tices) of a predecessor.

Beethoven inherited from the eighteenth century standard
‘orms, various wind and string combinations and colorations, a par-
ial group of brasses and a rather complete string section. However,
t was Beethoven who finally stabilized the woodwind section to a
ninimum of two instruments each in all of his symphonies. The in-
strumentation for Symphonies I, II, IV, VII and VIII is the same
ind listed below:

Flutes (2) Timpani (2)
Oboes (2) * Violin I
Clarinets (2) Violin II
Bassoons (2) Viola
Horns (2) Violoncello
Trumpets (2) Double Bass
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through several innovations starting with the “Eroica” (No. 3). Not
only was this work the longest symphony to date, but it was the
first utilization of three horns in a symphony. The finale to the
Fifth Symphony called for piccolo and contrabassoon with the for-
mer being used for soloistic work (meas. 73, 134, 142, 244, 329). The
contrabassoon gives strength to. the bass line.

The hesitant employment of trombones in a symphoniec work
is somewhat of a mystery inasmuch as they had been used in many
opera orchestras before the nineteenth century: Monteverdi’s “Or-
feo,” Gluck’s “Alceste,” Gossec’s “Sabina,” and Mozart’s “Don Gio-
vanni.,” Composers of religious works had also utilized the trom-
bones for several centuries: Gabrieli’s “Sacrae Symphoniae,”
throughout the Baroque period, and finally to Haydn who scored
three trombones in his oratorio, “The Creation.” However, it re-
mained for Beethoven to establish the trombones as members of
the symphony orchestra brass section when he scored them for the
same finale (Fifth Symphony). He utilized the alto, tenor and bass
trombones to augment the full tutti of the first note of the move-
ment as the third movement does not pause, but rather moves con-
tinuously with a tremendous eight measure crescendo into the tri-
umphant finale. The bass instrument is placed on a solid bass pat-
tern here while the upper instruments are voiced in thirds and
sixths through measure fifty. They are used as “fillers” with the
horns (meas. 58 and 86), and the upper trombones are scored in
unison with the bassoons (meas, 112-118). Although the score calls
for a bass trombone, the range is well within a tenor trombone as
the lowest note is the first line G. With the exception mentioned
above, there is very little melodic writing for the trombones; how-
ever, performers on this instrument will be grateful to Beethoven
for their inclusion into the world of symphonic literature.

The Sixth Symphony, in addition to being the first program
symphony, also calls for the use of two trombones (and trumpets)
in the fourth and finale movements. They are again used in thirds,
si‘x'ths and in octaves in a sustaining-type of part. The piccolo is
scored in the fourth movement. In the second movement (“By the
Brook”) Beethoven uses the flute, oboe and clarinet to “mimic”
the sound of the nightingale, quail and the cuckoo.

In the Ninth Symphony Beethoven orchestrates the trombone
section (mvts.: II and IV), piccolo (finale), and the establishment
of’ the full horn section through his employment of four players.
The trombones are used with the human voices in the fourth move-
ment: the. bass instrument with the men’s voices along with cellos
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and double basses, while the alto trombone is used with the alto
voice. The tenor also joins the activity as textures thicken in both
chorus and orchestra. As a strange parallel or coincidence, Beetho-
ven writes for the extra percussion (triangle, cymbals and bass
drum) as well as the timpani just as Haydn did in one of his last
symphonies (No. 100). As a final innovation he utilizes the human
voice in the form of a solo baritone and solo tenor as well as the
full chorus. :

Beethoven’s handling of the clarinet is notable. He uses the
clarinets as tutti instruments in the First Symphony; he begins to
combine them with bassoons in essential material in the Second;
and in the Third (“Eroico”) a solo clarinet is scored in melodic
phrases as well as on essential harmonies, His trombone parts hold
no distinction, although he did introduce them. His trumpet parts
are no more progressive than earlier composers, while the horns
and horn section grew to full bloom—from the First Symphony with
no stopped notes to the fourth horn solo in the slow movement of
the Ninth Symphony.

Through Beethoven and his contemporaries, and late works of
Haydn and Mozart, “skeleton orchestration” (thinly scored works)
disappears due to a greater use of solo instruments and their ac-
companiment groups, the addition of new instruments (trombones),
the enlargement of established sections of the orchestra, the expan-
sion of wind and string combinations and the more complex texture
of the full tutti.

_ Another major improvement at this time was the continuing
development of the violoncello as a solo instrument. The “Classicists”
started it, Beethoven (in his “Eroica”) gave the instrument a giant
boost and Schubert extended the upper range and utilized it with
other strings in much melodic writing. His secondary theme (No.
8/1), while not in the upper register, provides an exemplary pas-

sage:

The instrumentation during Schubert’s nine symphonies did not
change appreciably from Beethoven’s, but his use of it did in several
ways: (1) the use of solo clarinet and oboe proves his knowledge of
their best lyrical range and quality, (2) string melodies are accom-
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sive string tone, (3) the trumpet is pulled further from the horn
and becomes more closely aligned with the trombone, and (4) his
employment of the trombone section displays more facility and har-
monic exploitation than his contemporaries. It is unfortunate that
his “Unfinished” symphony was not performed immediately (1822),
rather than in 1865, so that the early composers could have bene-
fitted from Schubert’s expert and mature scoring technique.

“The nineteenth century owes much to Berlioz regarding the
use of instruments for their particular tonal quality, and his am-
bitious and imaginative compositions have greatly influenced later
composers such as Liszt, Wagner and Strauss.”'" His use of “color”
instruments in the orchestra is bold and creative and reflected in
the orchestra necessary for the performance of his “Fantastic Sym-

phony” (1830):

" Flutes (2) : Alto Trombone

" Piccolo Tenor Trombones (2)

Oboes (2) Tubas (2)

English Horn Kettledrums (4)

Eb Clarinet Chimes (C & G)

C Clarinets (2) Snare Drum

Bassoons (4) . Cymbals (hand & suspended)
"Horns (4)-5 crooks Bass Drum

Piston Cornets (G, Bb, & Eb) Harps (2)

Trumpets (2)-3 crooks Traditional Strings

For this large group (37) of winds and percussions, Berlioz called
for a minimum string section of sixty players, distributed 15-15-10-
11-9 The size of ‘this orchestra contrasts greatly to the Esterhazy
orchestra of Haydn’s which seldom numbered more than 20-30
players. It is difficult to accurately depict “firsts” when discussing
- Berlioz’ highly innovative use of instrumentation and scoring tech-
,tixques, but the following, all from the “Fantastic Symphony,” are
among the first in use in major symphonies:
) (1) Eb Clarinet (“Dream of the Witches Sabbath”)
~ (2) English Horn' (“Scene aux champs” — opening solo)
" (3) The use of Cornets (military instruments)
(4) Four Bassoons (and other multiple winds)
" (5) Two Tubas
(6) Two Harps (“The Ball”)
" " (7) Four Kettledrums — 4 note chords (“Scene aux champs”)
. (8) Two Chimes (“Dream of the Witches Sabbath”)
'(9) Double Basses — playing in four parts.

i

-‘,i : 71

ne A



fennell” tells us that Berlioz was the first composer to indicate in
lis scores the sticks with which he expected the player to produce

he desired sound from all his percussion instruments. He also re-

reals that the first indication for a separate suspended cymbal to be
truck with a stick appears in the final chord of the “Fantastic.”
lerlioz also wrote works which utilized great masses of sound in-
luding the “Requiem” with its huge chorus, an orchestra of 140
layers, four gongs, sixteen kettledrums, ten pairs of cymbals and
our brass choirs totalling thirty-seven players; however, his fame
s a conductor rests on his first three symphonies, and particularly
- the “Fantastic Symphony.” His radical and innovative creations
1ark him as a leader in orchestration, conducting, music with pro-
rammatic content and instrumentation throughout the Romantic
eriod.

Richard Wagner, while not a symphonist (he wrote the first
1ovement to. his “Faust” symphony), did much to bring greater
epth to orchestral instrumentation. His additions to the orchestra
{ Bayreuth'* are as listed below:

Flutes (3-the third doubling Horns (8-4 of which double

piccolo) 2 tenor tubas in Bb, and
Piccolo (separate) 2 bass tubas in F)
Oboes (3) Contrabass Tuba
English Horn (doubles as Trumpets (3)

4th oboe) Tenor Trombones (2)
Clarinets (one doubles Eb- Bass Trombone

3 total) Contrabass Trombone (dbl.
Bass Clarinet bass trombone).
Bassoons (3)
Contrabassoon Violin I (16)

Violin II (16)

Kettledrums (4) Viola (12)
Triangle Violoncello (12)
Cymbals (2-hand and Double Bass (8)

suspended)
Snare Drum
Glockenspiel
Harps (6)

his orchestra is significant for many reasons, but one of the most
gnificant is its emphasis on the lower instruments of each section.
s Richard Strauss extended the upper wind instruments later,
‘agner emphasized the downward range of all winds. The tubas
hich bear his name, are an extension of the horn section and re-
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tain the following features common to the horn: (1) they used the
same funnel-shaped mouthpiece which enabled the last four horn-
ists to “double,” and (2) they were of small bore, conical and
equipped with four valves. This master of music drama was also
responsible for inclusion of the large trombones in orchestra in-
strumentation as Carse relates, “A contrabass trombone in BBb or
CC, a revival of the old octav posaun of Praetorius’ time, was called
into life again mainly by Wagner’s demand for such an instru-
ment.”'? It should be noted that German trombones of the Romantic
period produced a heavy tone in contrast to the brighter and more
penetrating sound of the French instrument.

Anton Bruckner wrote nine symphonies which are described
by Grout '* as being best understood as the expression of a pro-
found, unquestioning religious spirit. His symphonic works are gen-
erally of great length and require a larger (mostly brass) orchestral
instrumentation. He utilizes a “stage” band of brass (3 trumpets,
3 trombones, 4 horns and tuba) in addition to the normal brass sec-
tion for his Fifth Symphony (1875-1878). In contrast, his first sym-
phony includes two trumpets and three trombones with no tuba.
Perhaps his most played symphonic work (No. 7), is scored for three
trumpets, three trombones, four horns and four tubas. The Wagner
tubas were also included in the slow and finale movements of his
last two symphonies as well as the Seventh. Bruckner was overshad-
owed by Brahms, although his orchestration was better handled —
at: times seemingly stronger than the melodic material.

The last thirty years of Wagner's life saw the rise of another
generation of composers whose mature works appeared approximate-
ly:during the last thirty years of the nineteenth century. This group
inchides Bruckner, Dvorak, Franck, Saint-Saens, Borodin and
Brahms who, perhaps is the greatest symphonist of this era. How-
ever, his conservative use of instrumentation as demonstrated in
the scores of his four symphonies marks a backward step in both
instrumentation and orchestration.

In regard o the orchestra, Brahms uses the instrumentation
of Beethoven’s Ninth Symphony with the addition of a tuba in the
Second Symphony and a third drum (timpani) in the E minor sym-
phony (third movement only). His woodwinds include pairs of
flutes, oboes, clarinets and bassoons throughout all the four sym-
phonies. The contrabassoon is used spasmodically to strengthen the
bass -line. It invariably doubles the second bassoon an octave lower
or plays in unison with other contrabass instruments. He does not
make use at any time during the four symphonies of the English
horn or bass clarinet, and the piccolo is used for only one move-
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nent (No. 4 III). The bassoon is the work horse of Brahms' fam-
ly, combining with the strings as well as the woodwinds. Although
he bassoon is primarily a bass clef instrument, Brahms occasionally
cores brief solos for it. A good example of this would be in the
‘irst Symphony, first movement (meas. 197) where the bassoon is
ccompanied by the full string section.

The clarinet appears to be the favorite instrument as numerous
slos are allotted to it: No. 1/III, No. 3/II, and No. 4/II. These are
[l statements of the main themes. He utilizes all registers from.the
)p of the range to the bottom. The oboe is used throughout all the
wr symphonies in brief solo passages — a good example is in the
irst Symphony (II/meas. 38-46). The flute is used very little as a
lo instrument, although Brahms makes almost constant use of
e instrument. The two flutes are voiced mostly in Brahms’ fa-
srite thirds or sixths, although many octave passages may be found.

The brass takes a minor role in Brahms’ four symphonies, in
mtrast to his contemporaries (Bruckner, Strauss, Mahler) who
ere enlarging the section. The trombones are not used to full ad-
intage. They are used only once in both the E minor and C minor
mphonies (finales). Brahms scores for two trumpets mostly in
e low to middle registers. He uses the tuba in only one symphony
No. II) and in only three movements. The timpani are used in
eir time-honored function of marking accents, providing rhythmic
ickground, and building tension with long rolls. The only varia-
>)n in the percussion is found in Symphony No. 4/1II, where the
tangle and a third drum are added.

The technique in which Brahms utilized his horns was rather
wusual in that he “confined himself to writing horn and trumpet
irts that could be played on natural instruments, yet wrote freely
sen and stopped notes — including the ‘bad notes’ — and evidence
dicates he did not intend the parts to be played on the hand
rn.””® Horns are scored often in the low register and contribute

the thickness of which Brahms is so often accused.

Brahms seems to have adopted one of the less attractive fea-
res of Schumann’s orchestra technique, a kind of semi-tutti com-
ised of woodwinds and strings. The groups seldom appear in clear
ntrast to each other and this tends to produce a rather monotonous
milarity of texture in all his symphonies, While there are passages
here Brahms achieves a light and delicate touch, as in the trio
No. 2/III), these are an exception and come as a welcome relief
om the almost constant combination of woodwind and string. In
tti passages most of the strings are doubled in the woodwinds, and
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the melodic line is seldom carried in a singie nstrument or culur.
Brahms uses the full orchestra in the first and last movements of
the four symphonies, scoring the inner movements for reduced or-
chestra, and the latter are more interesting from the viewpoint of
scoring. '

Brahms' dullness of orchestration is certainly not a result of
incompetence as it is highly improbable that a man as self-critical
and as painstaking as he is pictured by his biographers would at-
tempt the symphonic field without thoroughly preparing himself,
both in musical material and the means of expression. That he wait-
ed so long before he published his first symphony seems to bear
this out. Perhaps the most startling realization in a discussion of
Brahms is that regardless of his scoring shortcomings, and lack of
aggressiveness in accepting the new development in instrumentation
or the enlargement of existing instrumental sections of the orches-
tra, his symphonies have increased in popularity through the years.

Gustav Mahler was the last of the great Viennese symphonists
who date back to Joseph Haydn. Mahler did much to add color to
symphonic instrumentation through simple augmentation in each
section except the strings, and even here he scored the violoncelli
in two parts and the contrabassi in three parts (No. 1/I). A great
majority of his movements begin with a small chamber group, some-
times strings or woodwinds and sometimes combined. He can be
compared to Schubert in his gift of melody and this quality is trans-
farred to the individual instruments in an abundance of soloistic
passages throughout the entire orchestra.

Symphony No. 1 utilizes a slightly larger instrumentation than
that of his contemporaries: Woodwinds and trombones in groups
of three, four trumpets, tuba, strings and a large section of horns
(7). The percussion section includes triangle, cymbals, bass drum,
four timpani and harp. According to Cardus “the seven horns mere-
ly shared or extended the practice of Richard Strauss . .. " "

‘Each of Mahler’s first three symphonies show a gradually ex-
panding instrumentation with the addition of one or more players
to several sections. The third symphony utilizes six timpani with two
pllajiers, gong, side drum, two types of cymbals, cornet, eight horns,
four trombones, glockenspiel, contrabassoon and contrabass tuba. His
remaining symphonies were all completed during the twentieth cen-
tury.

It is interestng to compare Mahler’s instrumentation, noting the
growth and development, between his first and eighteen symphonies,
the latter called the “Symphony of a Thousand.”'*
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SYMPHONY NO. 8 (1907)

Piceolo Horn (8)
Flute (4) Trumpet (4)
Oboe (4) Trombone (4)
English Horn Tuba
Eb Clarinet
Bb Clarinet (3) Bass Drum
Bass Clarinet Cymbals
Bassoon (4) Gong
Contrabassoon Triangle
Chimes
Violin I Celesta
Violin II Glockenspiel
Viola Timpani
Violoncello Harmonium
Double Bass Piano
Organ
Soprano-Alto (4 parts) Harp (2)
Tenor-Baritone
Bass Soloists Mandolin
Mixed Chorus (2) Fanfare Group:
Boys’ Choir Trumpets (4), Trombones (3)

Mahler exploited new colors in the orchestra through. the use
f new instruments: organ, hammer, guitar, harmonium, tenor horn,
ong, tambourine and cowbells. He also made great use of vocal
oloists and vocal choirs with the orchestra.

It seems that many authorities agree that Mahler was a master
rchestrator: “In his sense of color Mahler ranks with the great
1asters of the art of orchestration.”'® “Such an overwhelming quan-
ty of tone, such a wealth of colour, combined, in the hands of a
soroughly practical man — could hardly fail to produce orchestra-
ion which is striking and impressive.”!" And finally, “Mahler is
ne of the most adventuresome and most fastidious of composers
1 his treatment of instrumental combinations, comparable in this
espect perhaps only with Berlioz."®

Mahler's Tenth Symphony (1909-1910 )is unfinished and con-
itutes his shortest work (25 minutes) in this form. His instrumen-
ition for these two movements definitely indicate a return to the
naller orchestra:

Flute (3) Cymbals
Oboe (3) Gong
Clarinet (3) Timpani
Bassoon (3) Harp
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Violin 1

Horn (4) Violin 1I
Trumpet (4) Viola
Trombone (3) Violoncello
Tuba Double Bass

As a final observation of the Mahler symphonies, the above
score reveals parts for Bb clarinets and trumpets, horns in F, BBb
tuba and trombones scored in the bass clef — the full realizaiton
of the present-day wind instruments.

CONCLUSION

The nineteenth century was an age of wind instruments. The
large majority of contemporary orchestral winds were developed
during the Romantic period and affected changes in composition,
scoring techniques and orchestral instrumentation.

 The evolution of symphonic instrumentation is in one sense, a
revolution as we have witnessed the early orchestra of Haydn, with
its dependence ixpon_ the string section, develop into the powerful
symphony orchestra of the post-Romanticists with its complete in-
strumentation in all sections, This shifting of emphasis from strings
to winds, while not diminishing the major role of the strings, grad-
ually created during the Romantic period a performing group capa-
ble of remarkable balance.
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The Intearation of Music Learnings in Junior High
School Choral Class

Rosalyn. H. Rall
Washington Tniversity

INTRODUCTION

In recent years, a great amount of concern has been expressed
by music educators for the lack of actual music learning taking place
in the choral and instrumental performing groups in the secondary
schools. The major emphasis of performing group programs has
been directed toward performance skill development rather than
the learning of subject matter. Too many choral groups have con-
centrated on providing entertaining performances rather than in
seeing that music learning takes place in the rehearsal room.

Because music has long since won a place in the curriculum of
the schools, music educators can now afford the luxury of self-
examination to determine to what extent music learning is taking
place. A generation ago, music was thought of as a means to an end.
Dykema and Gehrkens declared, “The teacher teaches children
through music.”! The statement indicates that music is used to
achieve a goal which is more worthy than the benefits of music
itself. Today, the thinking has changed to indicate that music has
become not only a means to an end but also an end in education.
Many educators are advocating that music should be studied for its
own aesthetic qualities.” :

In order to justify any subject area, including music as an in-
tegral part of the total school curriculum, Warner suggests the fol-
lowing criteria: (1) The subject area must consist of a structural
curriculum based on a comprehensive philosophy which will pro-
vide a systematic theory from which to evaluate educational prac-
tice. (2) Observable and measurable behavioral changes should
take place which are consistent with and supportive of the goals of
the educational institution.?

While music has found a place in the curiculum, it is not rec-
ognized as a subject which fully meets currently acceptable educa-
tional goals. This is evidenced by the fact that in many states, cho-
ral music is given less credit per year than any other subject areas.
In many school systems, choral music is given only % unit of credit
per year while other subject areas which meet on a daily basis
as does music, receive a full unit of credit per year. There are also
other reasons which may account for this lack of recognition of mu-
sic on a par with other subject areas.
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Warner explains music's unusual position in the curriculum in
the following manner: :

Music educators . . . have failed to unite under a
common philosophy, a systematic theory, and a prac-
tice which could clarify the mystery of how music con-
tributes to the development of the total child. Music edu-
cators, in their effort to forge their way into the main-
stream of the curriculum, have developed a defensive
mentality which springs from a pre-occupation with
image, one of superficially justifying their programs
to the students, parents, and administration. As a result,
music educators have leaned heavily toward empha-
sizing the obvious, readily observable products in or-
der to sell their respective programs.

Warner continues his explanation of the dilemma of the tra-
ditional music program:

Expediency, in the guise of flexibility, has become
the dominating principle guiding most music programs
throughout the country. As a result, music educators.

. find themselves confronted with fragmented and often

contradictory philosophies and practices which have little
value , . . Most traditional . . . programs today are a
conglomerate of highly unique programs which have
little philosophical direction other than to favorably
compete with their rival schools in the country. The
sole criteria for evaluating the quality of that . . .

program is musical performance, musical performance
most often occurring in the context of an entertain-
ment setting.’

When music is taught as a subject area in the performing cho-
ral class, the question often arises as to the effect this change in
curriculum content will have on the groups’ performance. If the
subject matter is presented in integral relation to the music being
performed, it should make performance better, not detract from
it. Initially, performance may suffer as time normally spent in re-
hearsing the group may be utilized in teaching music learnings.
However, as the students develop genuine musical competence and
understanding, this additional knowledge should be reflected in

_their perfoi'niance. Although less time will be available for actual
rehearsing of the groups, less time should be needed to attain the
same level of performance prior to the change in curriculum con-
tent because of the added competence of the students in the group.

The selection of music to be used in the performing choral class
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with its broadened emphasis requires the establishment of new cri-
teria. The older criteria would still be utilized:
Is the music’s degree of technical difficulty appro-
priate in terms of performing ability?
Is the music suitable and desirable for either teach-
ing essential techniques of playing and singing (as for
beginning classes) or for use on public programs?*
The new criterion would be:
Is this music of superior value in teaching the sub-
ject matter of music?’

If the above-mentioned criteria are utilized in the selection of
music, and music learning takes place in the performing choral
class, then performance of the group should improve rather than
suffer,

One problem that must be solved in making music learnings
available to performing groups is that of new students enrolling
in the performing group each semester. The presence of new stu-
dents each semester disturbs an effort to build musical concepts in
a continuing manner. The best possible solution would perhaps be
" a flexbility in scheduling. Such a schedule will make it more pos-
sible, in a performing ensemble, to meet the varying needs of stu-
dents with divergent abilities.

This paper is concerned with the implementation of a program
at the junior high school level for the purpose of developing an ex-
emplary curriculum which will emphasize the teaching of compre-
hensive musicianship in the context of a performance program. It
is hoped that this program will elicit a broader perspective of mu-
sical growths than what would normally be expected from a tradi-
tionally structured choral program.

Specific Areas of Music Learnings

The design of the kind of curriculum which is necessary for the
integration of music learnings in the choral class should be such so
as to insure that the fundamental organizational elements found in
music are extracted, identified, reorganized, and placed back in the
context of the whole so as to bring about an effective working
knowledge in that area* An effort should be made to focus on each
dimension of music singularly or in combination with other dimen-
sions within a student’s musical experiences in order that they have
valid meaning to him. There should be a constant reinforcement of
music learnings in many different musical settings which “should
make it possible for the student to move from one musical context
to another as an independent discoverer with an ability to make
judgments as to quality, assist his feelings toward a piece of music,
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and make predictions as to what meaning it would have to him in
the future.” .
In the teaching of music, it is incumbent on the teacher to con-
sider four main areas:
(1) What to teach — the content to be taught; what
to teach must be precisely what should be learned.
What should be learned in music at a given time is that
_part of the content of music which is appropriate to the
experience, ability, and needs of the pupils at the par-
ticular time.
(2) The organization of that content for instructional
purposes; it has been said that teaching is the organi-
zation of learning. In general, learning outcomes can be
organized in terms of three major classifications: (a)
Facts, knowledge, concepts; (b) Habits and skills; and
(c) Attitudes, ideals, appreciations, judgments of value.
(3) How the content is to be taught — in other words,
how it is learned; how music is to be taught should be
completely consistent with how it is to be learned.
The next step in organizing the learning process, there-
fore, is to determine and plan the activities in which
the pupils will engage in order to learn what you have
decided they should learn.
(4) The role of the teacher in this process. Having done
all of the foregoing, the function of the teacher now
is to select repertoire for study, to provide necessary
instructional materials including those required for in-
dependent study on the part of gifted or academically
talented pupils . . . and to motivate and guide the ac-
tivities of the pupils in such a way that they will do
what they need to do in order to learn what he wants
: them to learn."
The skillful teacher will consistently use everything he knows about
motivation to make certain that learning activities are motivated
at the highest level; he will be aware of the technical limitations of
his pupils; in listening lessons the musical experience and maturity
of pupils will be a consideration; he will recognize the individual
differences among students.
The specific music learnings which are to be taught to the
juhior high school choral class are outlined as follows:
STRUCTURE — The relationships and interrelationships of the
musical elements.
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Pitch arrangement — The ability to recognize the highness
or lowness of pitch, the recognition of pitch organiza-
tion; intervalic relationships, major, minor, or other
scale patterns and phrase structure.

Rhythm — Meter and tempo; perception of the organization
of music in respect to time.

Dynamics — The perception of loud and soft in a piece of
music.

Timbre — The recognition of tone colors resulting from the
use of varoius' combinations of instruments and/or
voices in a musical composition.

Harmony — The simultaneous occurrence of two or more
tones; their structure, functions, and relationships.

STYLE — The manner in which a composer treats form, melody,
rhythm, counterpoint, harmony and tone color. Com-
positions written in a particular period, in a particular
genre and by a particular composer provides the ma-
terial for the history of the style of that period, genre
or composer.

FORM — The scheme of organization that determines the basic
structure of a composition and the derivation of the
whole piece from a relatively restricted nucleus of ma-
terial,

HISTORY — The development of Western music. The above-
listed elements are categorized according to periods —
Renaissance, Baroque, Classical, Romantic, and Mod-
ern.

The incorporation of the above-mentioned dimensions of music
into the musical experiences of a performing group should certainly
improve the performance of that group. As an example, a group
that has been taught musical style should have a better conception
of various performance practices. Many performing groups perform
a Palestrina madrigal in the wrong manner, while many of those
groups that do perform his madrigals correctly, have no idea there
should be no accents on the first beat of each measure in each part
simultaneously. An understanding of the basic concept in the per-
formance of this sixteenth century form tends to contribute to a
better performance of it.

It must be reiterated that the music literature utilized in a
program incorporating music learnings in the musical experiences
of a performing group is of the utmost importance if this kind of
program is going to succeed.
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Van Bodegraven has aptly summed up the importance of the
teacher developing a sense of discrimination in the selection of mu-
sic:

(1) Curricular experiences should be selected from
those which best serve musical goals, and in this con-
nection it should be remembered that the stature of a
musical activity is inevitably liked to its repertoire.

(2) The starting point for all curricular activities
should be the selecton of a wide variety of the most
significant musical literature of the past and present.

(3) The literature so selected should be used as the
basis for a carefully planned program aimed at the de-
velopment of musical understanding and discrimination.

(4) Performing groups...should adopt a three- or
four-year revolving basis repertoire representing the
most significant literature- available and covering all
periods of music so as to bring some degree of uni-
formity in musical experiences being offered to partici-
pants."

A Teachng Unit Integrating Muszc Learnings

The objectives of this unit is to integrate two specific music
learnings, music history and harmony, into the choral warm-up. The
Chérus consists of seventh, eighth, and ninth graders, and rehearses
an hour daily. While using the chorale “Sleepers ‘Wake” by J. S.
Bach as a warm-up number, the chorale will be discussed both his-
torically and harmonically. It is hoped that the members of the
chorus will develop a better understanding and appreciation of the
chorale in particular and musxc in general while preparing their
voxces for rehearsals.

. Since people learn by doing, and since students at this age
‘desire activity, it is important to start the rehearsal by having the
chorus sing the chorale in its entirety before any type of discussion
is. begun At this point, the chorus is asked to sing the chorale
agam from the beginning to letter “C.” While doing so, the students
are asked to listen carefully to see if they can remember hearing
‘music of this type, and if so, where. It is hoped the response will be
“one in which someone states that the music sounds like a hymn
‘which is sung in church.

: Now that the students have been encouraged to listen to and
think about the music, this is an opportune time to relate some
meaningful historical information about the chorale.

~ The discussion would follow in this manner. “The chorale which
you have just sung is the German equivalent of the familiar English

85

Q7R



Protestant hymn which many of you have probably sung in church.
How many of you are Catholic? How many are Lutheran? Back in
the sixteenth century, a German, who was trained as a monk in
the Catholic Church, Martin Luther, revolted against Church au-
thority and Church abuses. This revolt, which became known as
the Protestant Reformation, spread to Switzerland and France.

“Luther had strong convictions about the importance of music
in religion. Since the end of the sixth century, only the priest and
choir spoke and sang in Latin in the Catholic Church. The Reforma-
tion stressed democratic principles of worship: the worshiper him-
self was to participate in the service as much as possible. The wor-
shiper was able to take a more active part in the service because
German was substituted for Latin and the music was of a sort to
be sung by the congregation. Congregational participation gave birth
to a great body of religious song, called chorale. Chorales were sung
by the congregation, sung in parts by the choir, and at a later time
they were played on the organ.

“The words of the chorales were adaptations of old hymns or
were written by contemporary poets. The music came from several
sources: (1) rearranged from hymns of the Catholic Church; (2)
original chorale melodies were composed by Protestant musicians;
(3) secular melodies were employed with religious texts.

“Boys and girls, are the hymns of the Lutheran Church sacred
or secular? (Answer: sacred). What do I mean by sacred music?
(Answer: religious music). What do I mean by secular music? (An-
swer: music that is not religious). The chorale is strong and mas-
culine, and even when it is most ‘expressive, it never loses its de-
vout religous feelng. Because the chorale melody has a limited range,
eveness of rhythm and melodic progressions, it is easily singable:

“Now, the sopranos are to sing their part from the beginning to
the first fermata.*As you probably realized, that is the melody.

“J. S. Bach, the man who harmonized (wrote the chords) this
particular chorale melody, arranged a lot of chorales as short organ
pieces known as chorale preludes. The chorale prelude originated -
as an improvisation by the organist on the hymn the congregation -
was to sing. The chorale is from the chorale cantata of the same
name, No. 140. A chorale cantata is a short religious drama in verse,
without action, and makes use of soloists, instrumental sections, and
sometimes a chorus.”

After this discussion of the historical aspects of the chorale,
the chorus will sing through the chorale in its entirety. In subse-
quent rehearsals, the students will be asked questions such as, “Who
is Martin Luther?” “What connection does he have with the chorale
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you have just sung?” “What changes did Martin Luther encourage
in the church service?” and “What is meant by ‘secular’?”

In the meantime, the Bach chorale being used for warm-up pur-
poses, offers an excellent opportunity to teach another form of mu-
sical learning — harmony. Before the rehearsal class begins, the
E-flat scale in both the treble and bass clefs are written on the
blackboard. Each note of the scale is numbered 1 through 8.

The presentation will proceed in the following manner. “Sing
through the chorale from beginning to end. Today, we are going to
learn about the notes that are sung while the melody is being sung.
The sopranos will now sing from the beginning to the first fermata.
This is called the melody in this number. Now, will all the other
voices who did not sing the first time, sing from the beginning to
the first fermata? Will everyone now sing the same measure to-
gether? These notes that were sung along with the melody are
called chords. Chords consist of two or more notes sung simultan-
eously. Harmony is the structure, function, and relationship of these
‘chords you have just sung.

1 “In our musie, we use what is called Tertian harmony. This is a
harmonic system based on the interval of a third. Now let me ex-
plain -a little further. An interval is the distance between two notes.
The names of the intervals refer to the number of scale steps from
the lower to the higher note.

“Now direct your attention to the blackboard. I have an E-flat
scale written in both the treble and bass clefs on the board. The
sopranos and altos will be concerned with the scale in the treble
clef while the tenors and basses will use the scale written in the
bass clef. Since each scale has eight tones, each note of the scale
has been numbered one through eight. If we determine the size
of an interval by counting from the lower note to the higher note,
then an interval of a third would be from 1 to 3. Sopranos, if the
lower note is E-flat, what note above makes an interval of a third?
(Answer: G). All sopranos and altos will now sing the two notes
of this interval, giving each note two beats. Tenors, if your lower
note is G, then what higher note makes an interval of a third?
(Answer: B-flat). Tenors and basses sing the notes of this inter-
val in the same manner that the sopranos and altos did. Since our
harmony is based on Tertian harmony, as we said earlier, then
our chords are built on thirds. Altos, if we want three tones in our
chord, and the lower tone is E-flat, what are the other tones of
the chord? Remember, the notes are a third part. (Answer: G and
B-flat; 3 and 5). All sopranos will sing, at my direction, the top
note. in the scale of E-flat. The altos will sing the fifth tone of the
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scale. The tenors will sing the third tone of the scale while the
basses sing the first tone of this scale. Boys and girls, you have
just sung a chord. Since the bottom note or the root as we call it,
is the same as the name of the key, this chord is called a tonic chord.

Sopranos, see if you can answer this question. Do the first
three notes of the melody of this chorale look familiar? You are cor-
rect. They are 1-3-5. What is another name for these notes when
sung as a chord? (Answer: Tonic). All the other voices in the
chorus, sing the very first note of the chorale and hold it while the
sopranos, who have the melody, sing their first three notes in the
melody. Listen carefully. Do those three notes in the melody sound
pleasing with the other notes?”

In subsequent rehearsals, the students would be introduced to
the sub-dominant and dominant chords in the same manner. Great
care must be taken to make sure that the students understand that
the chords are built on thirds and that the correct step of the scale
is used to form the root of the chord.

After the students have been introduced to the dominant chord,
we would then examine the chord in measure five of the chorale.
This would be done in the following way. “Students, compare the
chord built on the fifth step of the scale with the chord in measure
five. Now, everyone sing the note you have in the fifth measure.
Does the chord contain the same notes as the chord built on the
fifth step of the scale? (Answer: Yes).”

After the tonic, sub-dominant, and dominant chords have been
built properly and examined in the chorale, then the chorus will be
introduced to modulation. The purpose here is not to go into the
mechanics of modulation but to train the ear to hear the. change
of tonality. -

This musical learning will be introduced in this way. “Chorus,
begin singing four measures after letter ‘F’ and sing to the second
fermata. Listen carefully and see if you can detect any change. Did
you notice anything different? Here, the composer goes to another
key. When we change keys, we call this device ‘modulation.’ Now
start at the same place and sing to the end. Listen carefully as you
sing, for you will be asked another question. At the end, does the
chorale remain in the new key or modulate back to the old key?
(Answer: modeulate back to the old key). Sing the same sections
again and listen to the two changes in tonality.”

Both of the musical learnings in this unit, the history and the
harmony, would be reviewed consistently in an attempt to make
sure all the students understand these facts in relationship to the
music being sung. With an introduction to modulation, this would
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end the presentation of harmony, and thus end the unit. In subse-
quent units, an attempt will be made to increase the historical
knowledge and broaden the harmonic concepts of the students so
that they may understand and appreciate all music more fully.

As a means of evaluating the teaching and the learning in this
unit, a short test will be given on the music history involved. Also,
each student will be required to write the tonic, sub-dominant, and
dominant chords in three designated keys. In addition, each student
will be required, after a considerable amount of practice, to attempt
to identify each of the three chords by ear.

CONCLUSIONS

The question is often asked, “Why should instruction in music
be included in a tax-supported, comprehensive program of educa-
tion?” The response usually found in curriculum guides almost in-
variably include these three answers:

(1) A music program promotes school and com-
munity spirit and helps to establish good public rela-
tions.

(2) Music is a means of personality development"
through its emphasis on creative expression.

(3) Music provides an opportunity for the develop-
ment of good citizenship and an understanding of our
democratic way of life."”

The various arguments for music which were used in years gone
by, while they may have served their purpose, have long since
peased to express present day intentions in an educational atmos-
phere so different from the period prior to the 1950’s. It has become
quite obvious “that many claims made for music during that era
are difficult, if not impossible, to sustain; and that the great va-
riety of non-musical grounds used to justify the inclusion of music
in the schools actually makes it possible to measure the success of
a music program in non-musical achievements.”"”

There has been a growing concern of the lack of musical learn-
ings taking place in a curriculum made up entirely of performing
groups. The objectives of music have been defined in such broad
terms that it is extremely difficult to measure the degree of success
music educators have had in achieving them. Usually, the music
educator does not know how well the student has learned to sing;
he does not know what literature the student has performed, nor
what the student has learned about music.

It is the concensus of opinion among many educators today that
the program of music education has matured to a point where there
should be a core of specific and measurable outcomes of experiences
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in all phases of music and that the outcomes should be common to
all students. Such a core of specific and measurable outcomes will
be realized only when there is general agreement concerning the
important objectives of music education.
Van Bodegraven seems to point the way when he stated:
Evaluation of all musical activities should be based
primarily on the achievement of goals directly related
to music. Peripheral benefits which might acerue would
be gratefully recognized and accepted as added divi-
dends. If experience with music does indeed produce
such peripheral values (and I believe it does) it would
seem they could best be achieved by placing primary
emphasis on significant musical experiences."
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A Summary of the Evolution and Development of the Cadenza
In the Violin Repertory Throuah the Use of Examples

Jorru Oripkan
Northeast Missouri State College
PREFATORY NOTE

This summary will attempt to outline the development of the
cadenza within the general scope of the basic solo violin repertoire.
The historical perspective will, of necessity, cover an extended peri-
od of time, but no pretense will be made or implied that this paper
shall embody a complete survey of the violin cadenza and its de-
velopment, as this would involve a task of monumental proportions.

The few musical examples which have been selected to illus-
trate this author’s intentions have been chosen on the basis of their
function or position in the history of the development of violin
playing. Each is important within the entire scope of music history
even though some may not be excerpted from famous compositions.

Beyond the actual historical research and documentation, the
author has formulated several judgments and observations based
upon his investigations during the study.

Significance of the Study

The fact that the cadenza has persistently existed within the
structures of countless musical compositions, and this despite the
drastic changes in musical styles and idioms which have occurred
since the evolution of the cadenza out of early Baroque traditions,
rather appears to indicate that it serves a function that is more
than merely virtuosic in nature. The possibilites of serving as a
means  of musical expression have been utilized more artistically
to a vast extent mostly during this century, and then only after at-
tempts to eliminate the cadenza entirely had been made by many
composers.

The idea of enacting research towards a study of the histori-
cal and musical development of the cadenza as it pertained spe-
cifically to the repertoire of the violin came only after this author
discovered that literature about this musical phenomenon was sore-
ly lacking.' References as well as chapters have been devoted to
the cadenza in scholarly works more concerned with other matters.
However, this author sincerely believed that the cadenza could and
often did serve a significant stylistic and musical purpose accord-
ing to the particular context in which it was to be found. Thus, a
research project was born. '

The material to be found in this summary is a condensation of
the bulk of this author’s primary investigations.
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Definition and Origin of the “Cadenza”

“A cadenza is an extension of the embellishment outside
the time of the movement. It occurs at a point where
the remaining parts can reasonably wait (except in
the case of accompanied candenzas, which are written
out, and are not in the strictest sense, cadenzas at all).
Since it usually occurs at or towards the end of a
movement or section, it can be regarded as a special
case of the familiar principle of saving up the most
striking embellishment for the concluding passage.”
“A cadenza is a flourish of indefinite form, introduced
upon a bass note immediately preceding a close of some
finality.””

“The cadenza — ‘un chant de caprice’ — was essentially
an elaboration of the practice of ornamenting cadences.”
“A cadenza is an extended section in free, improvisa-
tory style inserted usually near the end of a composition
where it serves as a retarding element, giving the play-
er or singer a welcome chance to exhibit his technical
brilliance shortly before the piece closes.”*

- In the most simple terms, the word ‘“cadenza” describes an
:: elaboration or extensive embellishment of some form at an impor-
"tént cadential point. It's beginning was most often indicated by a
fermata (), with its length being dictated by the traditions of
“the period or the desire of the composer and/or performer.

~ Historically, the greatest impetus to the development of the

cadenza came out of the “Bel Canto” style of singing in early Italian
opera, coinciding approximately with the evolution of the Da Capo
'Aria form during the early years of the seventeenth century. With-
in such a context, the solo singer would improvise a flourish above
sustained or delayed harmony built upon the dominant tone just
preceding the final close. This flourish served several functions:
Jfirst, it helped to display the flexibility, compass and expressive
powers of the singer’s voice; second, it had tremendous psychologi-
cal value in that it intended to amaze and astound the listeners to
“such a climactic pitch of frenzy that thunderous applause in approval
of the performance was spontaneous and immediate (hence, its place
preceding the final close); and third, it provided a form of vara-
tion upon the return of the beginning section of the da capo aria
‘or_ scena.
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Yet, the mere vocal traditions of the late Renaissance and early
Baroque eras were not the only influences upon the development
of this climactic device. Heavy and elaborate ornamentation and em-
bellishment, a feature very characteristic of the music of the same
period, was one of the factors which contributed to the growth of
the cadenza. Upon analyzing the structures and functions of prac-
tically any cadenza, in terms of the individual notes and figura-
tions, it could be shown that the bulk of the material consists of
ornaments," and ornamentation was as easily adaptable to the in-
strumental media as to the vocal cnes at that time.

Basically, cadenzas can be analyzed and grouped into four types,
each growing out of the preceding one. These cadenzas may func-
tion as:

1.) ornamented cadences,
2.) accompanied cadenzas,
3.) solo or unaccompanied cadenzas, and

4) combinations of any or all of these varieties.

The Cadenza in the Baroque

The earliest examples of cadenzas are to be found in the solo
voice parts of music by the Italian operatic composers Giulio Cac-
cini (ca. 1546-1618) and Claudio Monteverdi (1567-1643). In crude
form, these cadenzas were nothing more than extended ornamenta-
tions on or around the dominant of the penultimate closes and
sounding much like improvisations.

Since the cadenza developed out of the vocal tradition of im-
provisatory display, it is legitmate to rationalize that the earliest
instrumental examples of this style likewise adhered to the same
principles of unwritten extemporization.

One of the oldest extant examples of the cadenza in the violin
repertoire is to be found in the little-known works of a sixteenth-
and seventeenth-century composer from Venice by the name of
Dario Castello, He was composing sonatas for the violin at a time
when others such as Girolamo Frescobaldi (1583-1643), Biagio Ma-
rini (1597-1665), Cav. Giovanni Battista Buonamente as well as
other contemporaries, were still writing multi-sectional canzonas.
Examples from Castello’s works contain free climactic passages at
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the ends of clearly defined movements. These characteristic em-
‘bellished cadences were usually supported by a pedal tone in the
bass and behaved much in the manner of improvised cadenzas.’

The final suite from Walther’'s second set of compositions
(“Hortulus Chelicus,” 1688) features a most lucid example of one
of the earliest existing “solo” or unaccompanied cadenzas. One of
the passages involves a very fast running or scale-like figure while
the other illustrates a very brilliant usage of double-stop thirds and
trills.

The earliest form of cadenza to be found in instrumental music
was most usually characterized by arpeggios as well as some form
of virtuoso figuration or special effect idiomatic of the instrument
for which it was written. This tradition persisted well into the early
virtuoso period of the middle-Baroque, as exemplified by the works
of the masters of the Italian schools.

Arcangello Corelli was the foremost composer of music for the
violin of his generation. His cadenzas are of the type described ear-
lier in Boyden'’s definition of the term “cadenza” — they are actual-
ly ornamented cadences. However, Corelli has gone to the task of
writing these ornaments ‘out in full, instead of allowing the per-
former to improve them as the style required.

Examples of this type of cadenza may be found in Corelli’s
Solo Sonatas for Violin and Continuo, Op. 5 and may serve as rep-
resentative illustrations of the early cadenza described by Boyden.
The first movement of Sonata No. 1 in D major, Op. 5 No. 1 (ex-
cerpts of which may be found in Carl Flesch, The Art of Violin
Playing, Book Two: Artistic Realization and Instruction, P. 33)
contains elaborate ornamentation attributed to be Corelli’s own. The
Allegro portions of the same example (but not illustrated in the
Flesch work) contains extensive arpeggiations over sustained pedal
tones. These extended broken chords are one device described by
Boyden as being characteristic of these early cadenzas.

In this early era of violin virtuosity, this example would have
served as a fairly remarkable display of technical skill. The melis-
matic ornaments found in the second measure require smooth and
even finger action for their graceful execution as well as good bow
control over an even tone production. This passage also serves a
strong musical function, in that it has a firm melodic shape. The
arpeggios -of the “Allegro” demonstrate both a contrasting bowing
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articulation as well as a climactic ascent built this time not through
melody, but from the various levels of dynamic terracing, which fol-
low the contour of the rising arpeggio to its peak and then descend
to cadence into the next section.

As violin technique developed and became more refined, the
cadenza came to be employed less in the Duo Sonata (although ex-
amples may indicate that its use in this type of composition never
did extinguish itself, as the opening to the third movement of Cesar
Franck’s Sonata for Violin and Piano illustrates), and appeared
with astonishing rapidity and frequency in the Solo Concerto form
which was developing during approximately the same period in
music history. Gradually, the true cadenza became emancipated
from the ornamented cadence and appeared in two primary forms;
accompanied and unaccompanied. Functionally, both varieties init-
ially served the same purpose (that of virtuosic display) and usually
with the equivalent effect. Accompaniment, when it was to be found
merely tended to suit the purpose meant for it by the particular
composer or set by the mood of the specific work. Referring back
to the aforementioned Corelli Sonata, the sustained pedal tones
beneath the arpeggiations of the Allegro may be classified as a form
of accompaniment. '

Numerous examples of both types are to be found among the
sonatas and concerti of Antonio Vivaldi, Giuseppe Tartini, Pietro
Locatelli, et al, and the Caprices Op. 3 of Locatelli, which already
resemble complete solo cadenzas in terms of their virtuosic demands
upon the performer, contain fermatae at the end of the caprices
to suggested short additional improvisations on the respective ca-
dences (in the manner of Baroque cadenzas).

Examples also exist in the works of the French composers Le-
clair, Loielet and Veracini, as well as various composers of the Ger-
manic schools.

Example 1 illustrates a short cadenza-like interlude of the ac-
companied variety. It has been excerpted from the transition be-
tween the end of the development section and the start of the re-
capitulation of the main theme in the first movement of the Violin
Concerto No. 2 in E major by Johann Sebastian Bach. Its appear-
ance at the major climactic point of the movement as well as its
obvious contrasting character from the remainder of the movement
(its even marked “Adagio”) can justify its being classified as a
cadenza.
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Example 1.

Johann Sebastian Bach:

Concerto No. 2 in E major for Violin and Orchestra, BWV 1042:
I: (Allegro) mm. 120-2.

No. 712. EE. 2815 Ernst Eulenburg Ltd., London-Zurich

Reprinted with permission of the publisher, whose sole

selling agent in the Western Hemsphere is C. F. Peters

Corporation, 373 Park Avenue South, New York, N.Y. 10016.

The Cadenza in the Classical Period

During the Baroque era solo cadenzas both written or impro-
vised bore little relationship to the thematic materials of the works
‘in which they were to be included. They were at first, merely ve-
hicles for virtuosic display. However, during the stylistic changes
of the Rococo age, a major transformation occurred in the construc-
tion and style as well as the function of the cadenza.

In 1752, Johann Joachim Quantz outlined what he believed to
be definitive characteristic of a true solo cadenza. In his Versuch
einer Anweisung die Flote traversiere zu spielen he enumerated the
following points which he believed to be ideal features of good ca-

denzas:®

1)

2)

3)

The cadenza normally and naturally begins on the dominant
chord of the key: (the launching of the cadenza from the
fermata above a tonic 6/4 chord was characteristic of later
Concertos of the Classical period and did not appear before
1750) »

it is musically constructed of thematic materials heard pre-
viously in the movement;

it generally consisted of idiomatic facets of violin virtuoso
technique — rapid scales, high positions, arpeggios, trills,
multiple stops, unusual bowings, pizzicato and similar de-
vices;
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4) it ended with a tril on the dominant, leading back to the

return of the orchestra on the tonic chord of resolution.

In writing of the performer’s intentions during a cadenza he
warns however:

The greatest beauty lies in that, as something un-
expected, they should astonish the listener in a fresh
and strking manner and at the same time impel to the
highest pitch the agitation of the passions which are
sought after. However, you cannot believe that this can
possibly be accomplished with a multitude of quick
passages. The emotions can be excited much more
quickly with a few simple intervals skillfully inter-
spersed with dissonances, than by merely a lot of use-
less running figures.'”

Composers of the Classical period handled cadenzas with spe-
cial care. They lovingly transformemd the device into a refined
surge of technical display (as opposed to a fiery one) combined
with a spontaneous feeling for the beauty of melody.

Among the most definitive and beautiful concerti for- violin
during this time are those of Wolfgang Amadeus Mozart. He inten-
tionally wrote these delightful works as vehicles of his own skill
as a violinist. Because he observed the tradition of extemporizing
the cadenza in performance, none of his cadenzas exist. anywhere
in manuscript for these works. However, one cadenza which he did
compose for violin in combination with another solo instrument
gives us some idea of what Mozart’s style of cadenza writing was
like as it pertained to the violin. It is to be found in his Sinfonia
Concertante in E-flat major for Violin, Viola dnd Orchestra.

Unlike the Baroque cadenzas, which were generally confined
to one movement per concerto (usually the first one), cadenzas of
the Classical period were commonly found in the slow second move-
ments and the flashy finales as well. They were of shorter duration
than the main one which was inevitably found between the recapit-
ulation and coda of the first movement.

Classical composers who wrote in a style bordering on roman-
ticism but who continued to employ the traditional classical forms
in their works either allowed for improvised cadenzas or included
their own written ones. Beethoven’s solo concert combine both of
these principles, and such an observaton as the above may be noted
in his piano concerti. In his Violin Concerto in D major, Op. 61, we
find no precomposed or written cadenzas by the composer. How-
ever, at the close of each movement (preceding the coda in the
case of the first and third) he has made allowances for cadenzas
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to be included, indicating their positions in the work with pause
signs. Only in the slow second movement does he revert to the Ba-
roque tradition of elaborate melismatic ornamentation, and although
these passages cannot be classified as cadenzas in the true sense of
the term, they strongly resemble the dashing style of the opening
measures of the Corelli Sonata mentioned previously.
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Example 2.

Ludwig van Beethoven:
Concerto in D major for Violin and Orchestra, Op. 61.
II: (Larghetto) mm. 40-1.
In Public Domain

During this same traditional period between Classical and Ro-
mantic ideals there developed a second “Virtuoso Period” in the
history of violin playing (it must be remembered that the first period
had enjoyed a rich existence during the time of Corelli and his con-
temporaries) .

Perhaps the foremost violinist-composer of this new and color-
ful style of playing was the ultimate showman of the age, the in-
comparable Nicolo Paganini. He literally “rediscovered” violin tech-
nique in the’ earlier works of Locatelli, specifically in the caprices
of L’Arte del Violino — XII Concerti cioe Violino Solo, con XXIV
Capricci and Libidum, Op. 3 and purportedly added several “tricks”
of his own, namely those of left-hand pizzicato and double-stop har-
monics."" Paganini employed these effects to their fullest psychologi-
cal advantage in his own concerti which although were “Classical”
in their formal structures, tended to help hasten in romanticism in
terms of their emotional musical appeal and mere virtuosic display.
None of Paganini’'s own cadenzas are known to exist in any form
(aside from the “quasi-cadenza” episodes in the B minor portion
of the development section of the Violin Concerto in D major, Op.
6: mm. 231 £f.), although one purported to have been extemporized
by him was supposedly written down after a single hearing by some
unknown violinist who sat in the audience during one of Paganini’s
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legendary performances. It has since been attributed to Emile Sau-
ret. It is very much in the wild and seemingly unabashed virtuosic
daring characteristic of Paganni’s style of writing, with the result
that it most effectively fits the mood and manner of the concerto.
It is awe-inspiring in the technical demands upon the performer and
dazzles the ear of the listener with wild flourshes, impressive poly-
phonic writing and fantastic special effects. The opening measures
have been reproduced as Example 3.

~ Example 3.

‘Emile Sauret:

Cadenza to the First Movement of Violin Concerto No. 1 in D"
major, Op. 6, by Nicolo Paganini
mm. 1-12,
Robert Forberg (Germany)

Reprinted with permission of the publisher, whose sole
selling agent in the Western Hemisphere is C. F. Peters
Corporation, 373 Park Avenue South, New York, N.Y.
10016.
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The Cadenza in the Romantic Era

One cadenza which has perhaps served as a model to composers
more than any other since its composition is that from the Violin
Concerto in E minor, Op. 64, by Felix Mendelssohn. Although it
was not composed entirely by Mendelssohn, but rather with the
assistance of Ferdinand David, the violinist to whom the concerto
is dedcated and with whom Mendelssohn collaborated in its develop-
ment, this cadenza undoubtedly belongs as an integral part of the
work because of its natural tendency to grow out of the latter por-
tions of the development section (of the first movement) until the
violin soloist is left suddenly alone. Then, with bouncing bow over
delicate arpeggations, as the soloist nears the completion of this
diversion, the orchestra joins him along the way before he has quite
completed his task. Due to these overlapping elements, it would be
virtually impossible to attempt to remove the cadenza from the work
without creating an obvious breach in both its formal structure
and melodic continuity.

On the other hand, the cadenza to the first movement of the
Violin Concerto in D major, Op. 35, by Peter Tschaikowsky, al-
though justifiably a traditional part of the work due to its inclu-
sion by the composer, could be deleted from the work, following
the chords which introduce it, and substituted with another ca-
denza if one were available.

The cadenza from Edward Elgar's Violin Concerto in B minor,
Op. 61, tends to encompass every type as well as device of violin
cadenza writing. It is written in a quasi-recitative style, containing
completely solo fragments interspersed within its structure as well.
It also exemplifies the ornamented cadence as well as strict accom-
panied sections. Within the work, it provides a link between the
thematic material of the third movement and the completion of the
“cycle” with ‘the recapitulation of the main theme from the first
movement which follows out of it. Perhaps the only violinistic
“tricks” omitted from this masterpiece are those previously men
tioned as being of Paganini’s own ingenuity.

The Cadenza in the Twentieth Century

It would be foolish as well as futile to generalize that in spe-
cific eras of music history the cadenza had been improvised by
the performer, written out by the composer, or not written down
at all and that these particular aspects of the continued develop-
ment of the violin cadenza genre were characteristic of a particular
period and no other, for these tendencies may be found unexpect-
edly throughout the entire history of violin playing.

101

N0 A



Improvisation was certainly a major characteristic of the ca-
denza during the Baroque and Classical Periods, yet there are ex-
amples of cadenzas composed and written out by Tartini and Vi-
valdi, and pauses implying cadenzas in certain works by Mozart and
Beethoven. Many Romantic composers, Bruch and Dvorak among
them, interpolated only the briefest of cadenzas in their concerti
in their series efforts to eliminate that device altogether. Brahms
included a short diversion in the third movement of his Concerto,
Op. 77, yet he left the cadenza of the first movement up to the per-
former and as a consequence, many different editions of Cadenzas
by different violinist-composers exist, those by Joachim and Kriesler
perhaps being the most definitive. Tschaikowsky, on the other hand,
wrote the display piece found in the middle of the first movement
of his Violin Concerto, along with those at the beginning and in
the finale.

However, since the turn of the century and perhaps from even
before then, there had developed a strong tendency on the part
of the individual composers to write their own cadenzas for their
concerti and concert pieces. The primary reasons for this fact, this
author supposes, stems from the belief that there were currently so
many individual styles of composition which were uniquely typical
of only certain individuals that it would be most difficult, even
for an accomplished virtuoso to compose appropriate and tasteful
cadenzas in the same manner and style. Excepting the current avant-
garde composers with whom I do not kappen to be very familiar,
especially in the field of the Violin Concerto, 1 have not yet found,
seen, read or heard of a concerto or concert piece which called for
the performer to either compose or extemporize his own cadenzas.

Another reason for this development may very well depend
upon the fact that the art of improvisation as related to serious
music on the concert stage has been on a steep decline for a long
period of time.

Cadenzas in current day musical litetature are as unique, al-
most, as the concerti in which they may be found. Yet even in
these, one may make comparisons with any of the previously dis-
cussed varieties. The cadenza from the Kabalevsky Violin Concerto,
for example, does not sound truly “modern” by our terms of defin-
ing contemporary music, but its impulse, development and conclu-
sion are modelled directed from the patterns established by the
cadenza in the Mendelssohn concerto. The same observations may
be drawn with regards to certain facets of the Cadenza in Bartok’s
Violin Concerto as well. Samuel Barber introduces short recitative-
like cadenzas of the accompanied type in his Concerto, Op. 14.
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' The wide diversities in the styles of various American com-
posers has produced examples of many different kinds of violin
cadenzas,

For example, the cadenza to the fourth movement of the Sere-
nade for Violin, String Orchestra, Harp and Percussion (“Agathon™),
composed by Leonard Bernstein in 1954, combines the elements of
recitative-style with accompanied and solo sections. It appears in
its entirety as Example 4, below.

Another example follows closely to the traditional models of the
solo cadenza and may be found in the first movement of the Con-
certo for Violin and Orchestra by William Schuman. It precedes a
lengthy coda-like section which recapitulates the second theme of
the molto tranquillo section of the movement.
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Example 6.

Leonard Bernstein:
Serenade for Violin, String Orchestra, Harp and Percussion
(1954)
IV: (“Agathon”) Cadenza
mm. 36. ff.
Copyright 1957 by Leonard Bernstein
Reprinted by Permission of G. Schirmer, Inc.
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In the second movement of the same Concerto, Schuman in-
cludes a section marked ‘“quasi-cadenza’” which is also unaccom-
panied. The cadenza to the first movement is less virtuosic in na-
ture than the Bernstein excerpt. However, this seems totally jus-
tifiable because Bernstein composed his Serenade specifically for
Isaac Stern. Both cadenzas are very musical and contain fragments
of the themes of the movements, in which they are to be found,
within their bounds. The fact that Bernstein’s cadenza also tends to
feel arhythmic in comparison to Schuman’s is justified in his emu-
lation of ancient Greek concepts in his stylistic representation of
the seven major characters in Plato’s charming dialogue The Sym-
posium: amcng these concepts is that of “‘dithyramb,” or free metre.

The last example to which we may refer has been mentioned
because of its unique quality of remaining unaccompanied while
simultaneously creating .its own accompaniment. This phenomenon
comprises the second selection from Three Miniatures for Violin
and Piano (1959) by Krzystztof Penderecki, an eminent Polish
composer. It is avant-garde in its conception and very descriptive
in mood. Penderecki has scored this Miniature entirely without key-
board — except for the following stipulation in the instructions:

While performing Miniature II the violinst should bend

as much as possible towards an open interior of the

piano. The loud pedal should be depressed throughout

this Miniature."”
Since the piano strings are not damped, they will vibrate in sym-
pathy with the overtones produced on the violin, thereby creating
its own soft, shimmering accompaniment.

FOOTNOTES

1. Listings have been surveyed in the Masters Theses in Education series
edited by H. M. Silvey (18 vols.); Cedar Falls, Iowa: Research Publications
(1951-1969), as well as Dissertation Abstracts published by Univérsity Micro-
films, Ann Arbor, Michigan. The author would be most appreciative of learning
of any unpublished papers or studies on this subject which may have been over-
looked.

2. Robert Donington. The Interpretation of Early Music. London: Faber &
Faber, 1063, p. 121.

8. C. Hubert H. Parry. ‘'Cadenza’’ in Grove’s Dictionary of Music and
Musictans, Vol. 2. London: Macmillan & Co. Fifth Ed., 1954. pp. 12-13.

4. David D. Boyden. The History of Violin Playing from its Origins to 1761
and {ts Relattonship to the Violin and Violin Music. London: Oxford University
Press, 1985. p. 289. :
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8. Willi Apel. '‘Cadenza’’ in The Haruvard Dictiomary of Mustc. Cambridge,
Massachusetts: Harvard University Press, 1964. p. 109.

6. Donington, op. ctt., p. 121.

1. An example of just such & d from his d book of positions
s'Sonate Concertante In stilo moderno,’’ Book II, which was published in Venice
as early as 1629, may be found in: Willlam 8. Newman. The Sonata in the Baroque
Era. Chapel Hill: University of North Carolina Press, 1959. p. 109.

8. This example may be found in its full version in A Modern Performing
Edition of Sutte No. XXVIII (‘‘Serenata’’) in D major for Violin and Continuo by
Johann Jakob Walther (From ‘‘Hortulus Chelicus’’), an unpublished research
paper by this author.

cf. with the manuscripts of the Alfred Einstein Collectton of Madrigals and
Instrumental Music of the 16th-18th Centurtes. Smith College, Northampton,
Mass.

9. Boyden, op. cit., pp. 483-4.
ef. Quante, op. cit. supra, Ch. XV.

10. Boyden, op. cit., p. 464.
q.v. Quante, Ch. XV, para. 18.

11. While researching material for another paper (op. cit., finte 8,p5,
supra) this author discovered that Johann Jakob Walther had been the real
progenitor of the left-handed pizzicato effect (op. cit.,p. 19), leaving the double-
stop har ics still to P ini’s credit, however.

“Flying staccato,’”’ ‘a dazzling bowing type also assoclated with Paganini by
tradition, has likewige become related to Walther.

12. Notes from the score: Three Miniatures for Violinand Ptano by Krzysztof
Penderecki. Warsaw, Poland: P.W.P. Przedstawiclelstwo Wydawnictw Polskich.
Copyright assigned to SESAC, Inc., New York.
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A STUDY OF THE RELATIONSHIP OF SINGING ACCURACY
TO THE PITCH-MATHING ABILITIES OF
EIGHTY-ONE SUBIJECTS

(Order No. 69-17.830)
Ira Chesley Powell, D.Mus.Ed.
The University of Oklahoma, 1969
Major Professor: Robert C. Smith

Pitch-matching tests revealed significant disparities in the tuning
of the two ears of many of the eighty-one subjects comprising this
sample. This diplacusis is defined as the hearing of a single tone as
two separate and distinct pitches by the two ears of a person so
affected. Thirty-one of the subjects tested could be classified as hav-
ing difficulty singing “in tune” or matching pitches of tones. The
remainder of the sample ranged from those with somewhat more
than casual interests in music, although not necessarily performers
nor music majors, to the highly trained professional musician.

Electronic testing equipment was specially designed and con-
structed to test pitch-matching abilities, using sine wave tones with
frequencies within the normal range of the human voice. Singing
accuracy scores were determined by exhaustive tone-by-tone analy-
ses and evaluations of the subjects’ singing accuracy of intonation
as recorded on stereophonic equipment.

Data from pitch-matching and singing accuracy tests were aug-
mented by statistically weighted factors for previous vocal and in-
strumental music experience for each of the test subjects. These
four variables constituted the raw data which was subjected to va-
rious statistical analyses utilizing an IBM 7040 Digital Computer.
Analyses included computations of product-moment coefficients of
correlations of means, a simultaneous correlation and regression an-
alysis of the means, a partial correlation analysis of means with ex-
perience factors held constant, and a stepwise regression analysis.

Correlation coefficients of singing accuracy with each of the
other three variables were, in descending order: vocal music ex-
perience, pitch-matching ability, and instrumental music experience.
The relatively low correlation of instrumental experience with sing-
ing accuracy appears to imply that such instrumental experience
placed emphasis on the mechanical aspects of instrumental playing
while inadequate attention was given to intonation accuracy.
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This study suggests that, for some people, a sufficient amount
of vocal music experience would seem to override their pitch-
matching ineptness and enable them to learn to sing with reason-
ably accurate intonation. However, certain individuals appear to
have such a sensori-neural disparity or diplacusis as to be unlikely
ever to be able to sing with acceptable pitch accuracy, regardless
of the amount of vocal music experience.

Among other recommendations made, the writer suggests that
school systems inaugurate, as part of each pupil’s permanent records,
an “auditory profile” to be used by educational counselors in guid-
ing the youngster toward selection of school subjects for which he
is best equipped. The “auditory profile” might contain the cumula-
tive records and scores of hearing tests, among which might be in-
cluded tests for hearing acuity, pitch-matching, pitch difference
discrimination, and intensity difference discrmination.

M 3.00; X $3.00. 55 pages.
(Ira Chesley Powell is presently Professor of Music,
University of Missouri at Columbia.) '
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