
   
      
      
   


CHAPTER XXVIII
 PROGRESS AND PERFECTION OF THE INSTRUMENTAL STYLE
KARL PHILIPP EMANUEL BACH AND JOSEPH HAYDN


In Chapter XIX the incipient formation of an independent instrumental style of composition was considered. To what was there said a few retrospective words may be added.


Primitive music was, as a matter of course, vocal. In its infancy, music—as artistic tone association—was far too crude and imperfect to exist alone; it was nothing more at best than vocalised words and an adjunct of the text; it was not ready, for many centuries, to outgrow its dependence upon the older art of poetry. In the course of time, however, the specific resources of music were recognised, and during the sixteenth century it began to emancipate itself from poetry, to distinguish itself from solo song, and to assert a measure of independence in its occasional exclusive application to some instrument. Slowly but steadily this phase of its artistic mission developed, until, in the early part of the eighteenth century, through the genius of Bach and others, it reached a degree of importance and independence equal to that of the vocal phase. The claims of instrumental music as a distinct domain of the tone art were firmly established; in the course of the following century it advanced still further, superseded the vocal domain, and even compelled recognition as the only genuine sphere of musical conception and utterance.


This gradual shifting of the conception of music from the vocal to the instrumental medium of expression was most noticeable during the eighteenth century in Germany. From Johann Sebastian Bach as the turning-point it ran successively and steadily through his son Karl Philipp Emanuel Bach (1714–88), Haydn, and Mozart to its fulfilment in Beethoven. The only purpose of vocal music was to impart greater emphasis and intensity to the words or to the poetic and dramatic idea which they conveyed. Instrumental music, upon emancipating itself from the word and its concrete meaning, was obliged to create or discover an independent means of expression peculiar to itself, within its own specific resources, and to establish forms suitable to these means. In this endeavour immediate success was not to be expected; the earlier eras of the instrumental art, with Bach at the summit, produced simply a theoretically correct system, or, in other words, artistically legitimate music, still controlled and partly dictated by the tradition and influence of vocal practices; and such meagre poetic or emotional essence as it possessed had to be educed directly from the element of tone by and in itself. In that direction it was advanced by Bach as far as progress was possible, and for a higher degree of independence and power it was necessary to discover and adopt new channels for it.


The following era strove to cultivate the spiritual essence of tone art and thus to fit it for the reflection of human emotions through its own abstract mediums; and, by exalting its aim from that of mere collateral illustration of the word, to magnify its power, augment its resources, purify its individuality and lead it nearer the achievement of its true mission. The first master in whose compositions for instruments alone the successful endeavour was made to impart independent life to music, and to transform it into an actual language of human feeling, was Joseph Haydn. From his day up to the present, music has gained greater distinctness and vividness  of utterance, greater diversity of form, and the capacity to suggest and arouse emotional impulses beyond the reach of words and human speech.
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JOSEPH HAYDN
(FROM A SKETCH BY QUENEDEY)


About the middle of the eighteenth century instrumental forms were more numerous than they now are. The sonata, for one or more instruments, had clarified into an established structural design, its development out of the earlier sonata and the suite having been consummated. At the same time the symphony (a sonata for full orchestra) began to assume its present shape. The parallelism between the symphony and the sonata is somewhat misleading, for, despite their present identity of form, they owe their origin to different sources. The symphony was suggested by and evolved from the Italian overture; so, too, was the three-movement concerto already in vogue. The distinction between the overtures of France and Italy has already been intimated. The French overture consisted, as a rule, of a quick movement between two slow ones; that of Italy, on the contrary, of a grave section between two rapid ones.


For the symphony, these three sections of the Italian overture were detached, and each enlarged into a complete movement of greater breadth and marked individuality, without, however, wholly severing their organic relations. To these three movements (preceded usually by a serious introduction) a fourth movement was soon added; namely, a minuet—borrowed from the suite—probably by Haydn, who is known in history as the  “Father of the symphony.” Beethoven, later on, frequently substituted a scherzo or other movement in ¾ for the minuet.


Haydn’s most important predecessor was Karl Philipp Emanuel Bach (1714–88), son of the great Bach. He wrote exclusively instrumental works, chiefly for the clavichord; he was the author of a very famous method for that instrument and justly regarded as an authority of the highest rank. He possessed uncommonly refined taste, played with elegance, delicacy, and tenderness, but was not called for the realisation of great aims. He infused genuine poetic fervour into his musical creations and may be regarded as the originator of the free pianoforte style. Haydn venerated the younger Bach and admitted having learned a great deal from him.
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PHILIPP EMANUEL BACH


Joseph Haydn was born March 31, 1732, in Rohrau (Austria). In his youth, which he passed in very needy circumstances, he was admitted to the choir of St. Stephen, in Vienna, on account of his fine voice, and there busied himself diligently with the theoretical works of Fux and Mattheson. In 1759 he received an appointment as music director from Count Morzin; a year later, to the same office, from Count Nicolaus Esterhazy, in whose service he remained for thirty years—until the death of the Prince in 1790. This event left him at liberty to accept an offer from an English manager, Saloman, and he journeyed to London, where he stayed until 1792. In 1794 he repeated the trip to England. Toiling ceaselessly, everywhere revered and beloved, Haydn closed his life, outwardly modest and simple but inwardly active and rich in great achievements, on the 31st of May, 1809.


The enormous volume of Haydn’s works can hardly be determined; the register compiled by Griesinger, and still incomplete, enumerated one hundred and eighteen symphonies, eighty-three string quartets, twenty-four trios, nineteen operas, five oratorios, twenty-four concertos for various instruments, fifteen masses, forty-four clavichord sonatas, and very many more smaller compositions. At an advanced age he created those two works which did probably more than all the rest to establish his popularity and fame, the Creation (1797) and the Seasons* (1800–01).

* To the poem by James Thomson (1700–48), published in 1730.
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SILHOUETTE PORTRAIT OF JOSEPH HAYDN


Haydn’s greatest power lay in the instrumental style. In his operas and sacred vocal works he was content to float quietly with the current of his day. But the symphonic forms, whose outlines were, to be sure, already fixed, he developed in so original and radical a manner that he is justly regarded as their actual founder. Reaching out beyond any of his forerunners, Haydn systematised and diversified the form and enriched it with an extraordinary wealth of entirely new effects. He was singularly fond of the free polyphonic treatment of motive development, and strikingly successful with it. By thus employing thematic manipulation as a means of securing broader architectural design, he accomplished results quite foreign to the older, rigid polyphonic practices, as seen in the fugue, canon, and similar earlier forms. Haydn adapted the polyphonic means to the homophonic end in a manner surpassed only by Beethoven and Brahms, both of whom, in their symphonies and chamber-music, often evolve the whole imposing tone structure in close logical sequence out of small and apparently unimportant melodic germs.




This novel mode of thematic treatment was practised by Haydn with the most supreme felicity in his string quartets, a form of composition which, though in existence long before his day, may also claim Haydn as its originator in the established form it has ever since retained. The string quartet, as most transparent and refined of all styles of musical composition, is best adapted for free polyphonic treatment and, therefore, was of precisely the character that fitted Haydn’s musical taste and conception.


Notwithstanding the fact that Haydn’s instrumental music flows as smoothly and freely, in the cheerful glow of his childlike disposition, as if it all came quite of itself, evincing neither effort nor restraint, and notwithstanding his incredible productiveness, he was by no means a careless, hasty, or superficial writer. Like Schubert, he possessed a source of musical fancy from which there issued an incessant flow of melody. Composing, to him, was a pleasure and a necessity; but he himself declares “that he always wrote with care and diligence,” and his technical command of all harmonic and contrapuntal detail was supreme. Without being in any sense inconsistent in his attitude toward absolute music, or requiring that music express any ideas antagonistic to its nature, Haydn occasionally yielded to a fashion of earlier days, and then still in vogue, of giving titles to some of his symphonies (Morning, Noon, Evening, Night, The Bear, The Surprise), and his two universally popular oratorios are filled with musical illustrations. He was not a “programme” musician, nor did the idea of a tone-poem, in the later sense it acquired with Liszt, ever enter his mind; but he was fully aware of the more obvious coincidences between the dynamic, rhythmic, and melodic movements of music and those of the physical world, and he did not hesitate to record his recognition of them. Hence one important source of the vitality of his music.


The distinctive characteristics of Haydn’s musical nature  were cheerfulness, gaiety, and sweetness, to the almost entire exclusion of melancholy, pathos, passion, and even of intellectual depth and grandeur of ideas.


The advance from Haydn to Mozart in the domain of absolute instrumental music is not nearly so great or momentous as that which Haydn achieved beyond his own predecessors. Mozart constitutes a significant connecting-link between Haydn and Beethoven, upon both of whom—since Haydn outlived Mozart by eighteen years—he exerted an influence.











 



CHAPTER IX
 MUSIC OF THE PEOPLE. MINNESINGERS AND MEISTERSINGERS

The innate love of music and the desire to find in it an adequate means for emotional expression characterised the German people during the twelfth and thirteenth centuries to a far greater degree than is evident among the troubadours of the neighbouring Latin countries. Hence, the manifestations of this common impulse for musical expression were more genuinely poetical and sentimental in Germany than were those of the gallant and chivalrous troubadours, for the German was a pronounced lover of nature; the flowers, the forest, the springtime, the songs of birds—all these appealed to him, and his conception of love was purer and more ideal than that of his brothers of the south and west.


The Germanic bards were known as Minnesingers (minne, signifying love); and the first accounts of Germanic minnesong date from the reign of the Hohenstaufen emperor Frederick Barbarossa (1152–1190), and designate Heinrich von Veldecke as one of the first to advocate and practise symmetrical metre and pure rhyme.


The importance of art in national life is always relative to the ideals and active pursuits of the people themselves. Frederick Barbarossa was not only a patron of letters and the arts, but he had the capacity to conceive and carry out extensive undertakings. He made the second and third Crusades to the Holy Land, and he  became emperor at the age of thirty-one; thenceforth he bent all his energies to bring about public order and prosperity and to bestow greater freedom upon the cities of his kingdom. Undoubtedly, the determined influence of this man exerted its effect throughout the entire social order and stimulated expression not alone in political activity but in art as well.


Shortly after his death there took place the famous tournament in the Wartburg in Thuringia, perpetuated in Wagner’s opera Tannhduser. This tournament was,  however, not a musical but a poetical contest; for the Minnesinger was, first of all, a poet, while his music was merely an adjunct to the verse. But this association of verse and song brought a new force to bear upon musical expression and contributed most significantly to the development of musical practice.



[image: The singing contest at the Wartburg]


THE SINGING CONTEST AT THE WARTBURG


The Minnesingers who frequented royal palaces and feudal castles as honoured guests and repaid their patron’s hospitality with song and lay, rarely depended upon the services of an attendant jongleur, but preferred to sing and accompany themselves. A large number of their melodies have been preserved, in the notation of the time—the large Gothic note—the most of which bear rather close resemblance to the ecclesiastic intonations and are much less flowing and melodious than those of the troubadours. The following sacred hymn is strongly suggestive of the subsequent German chorale, and indicates one of the sources from which the chorales were undoubtedly derived:



[image: A hymn by a Minnesinger]


Others, again, of a somewhat later date, exhibit the more genuine melodious qualities of popular song, as the following, from the second half of the thirteenth century, which is extremely regular in structure (as shown by the slurs and letters here adjoined to the notes), and indicates correct perception of the conditions of good, natural melody:



[image: Another Minnesinger melody]


The Minnesingers distinguished three classes of secular melody: the Leich, the Spruch (sentence), and the Lied (song). The leich* may have originated in the older dance forms, though some identify it with the ecclesiastic sequence. The Spruch consisted of but one strophe. The Lied was longer, consisting generally of three sections, the third of which corroborated the first, all very regular in metric form; and it was so identified with the verse that it was not permissible to use the same melody for another poem.


* English, lay; Anglo-Saxon, lac (play or sport); Irish, laio, laoith (a song or poem).


The early period of minnesong was represented by Veldecke, Spervogel, Dietmar von Kurenberg, and others; the middle and best period (about the beginning of the  thirteenth century) by Heinrich von Morungen, Wolfram von Eschenbach, Gottfried von Strassburg, Hartmann von Aue, and Walther von der Vogelweide; the last period, in which the art declined, by Nithardt [Neidhart] von Reuenthal, Konrad von Würzburg, and Reinmar von Zweter (end of the thirteenth century). The last famous name was Heinrich von Meissen (1260–1318), distinguished in the history of German literature for his quaint substitution of the more tender expression “frau” (lady) for the  earlier epithet “weib” (woman), which gallantry won him the title of “frauenlob.”
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HEINRICH VON MEISSEN, CALLED FRAUENLOB


Minnesong was not destined to enjoy a protracted existence, but passed, after scarcely more than a century of popularity from the knightly bards down to the more lowly citizens and respectable artisans. The aristocratic minnesong became the professional plebeian meistersong (master song) of the people.


The earliest authentic account of the organisation of Meistersingers dates from the fourteenth century and tends to confirm the conclusion that these had inherited the tradition of minnesong.Emperor Charles IV granted to the Meistersingers a patent and heraldic rights in the year 1387, at which time the principal centre of the guild was Mayence on the Rhine, though guilds existed in Frankfort, Colmar, Prague, and a few other cities. During the following (the fifteenth) century master song attained its greatest popularity and perfection in the cities of Strassburg, Augsburg, and Nuremberg; a little later in Ratisbon, Ulm, and Munich.
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HANS SACHS


In the sixteenth century it spread to the eastern frontiers of Germany. At Nuremberg, where the famous cobbler and poet Hans Sachs (1494–1576) was the leading spirit of the corporation, contests of song continued to take place as late as the seventeenth century—after the Thirty Years’ War. The corporation of German Meistersingers in general did not cease to exist  1839, when the four surviving members of the singing-school at Ulm transferred their insignia and records to the Liederkranz Society of that city.


[image: Manuscript by Hans Sachs]


MANUSCRIPT BY HANS SACHS


There are some points of resemblance between the musical style of the earlier Meistersingers and their predecessors the Minnesingers, but, on the whole, that of the former was more rude, clumsy, and plebeian than the latter. While minnesong, no matter how primitive, always revealed some traits of nobility, meistersong was invariably dull and prosaic, monotonous, and, with extremely rare exceptions, devoid of true beauty or natural musical expression. Consequently, while music meant a great deal to the humble tradesmen and brought no little sunshine into the dull humdrum of toil which filled their simple lives, it is not evident that their activity contributed in any marked degree to the progress of art or that they ever accomplished anything to further the development of music. One thing, it is true, must be recognised as a debt which humanity, especially the Germanic people, owes to the Meistersingers, and that is the introduction of an honest and not unwholesome musical conception and practice into the domestic lives of the people. Music became through them a part of the household occupations, and its fruits are in evidence at the present day, for nowhere else has household music (haus musik) become so general and beautiful an element of civilisation as in Germany—the home of meistersong.


The by-laws of the guild were very exact and rigorously enforced, but so prosaic that they would appear more appropriate for any other association than for one which professed artistic aims. The record of these bylaws and the rules of their music was known as the tabulature. The master earned his rank by inventing both new verse and melody; the poet set his poems to old melodies; the singer was not an inventor of either verse or melody; the school friend or amateur was one able to pass a lenient examination. To the so-called prime contests only members of the guild were admitted. The subjects were chosen from the Bible. Every fault, no matter how slight, was strictly noted by the chosen umpire, the marker. The form, involving details of Lied, bar, and other structural requirements, was prescribed. In case a new melody met the approval of the marker, its proud author might select a name for it.


In his opera, The Mastersingers of Nuremberg, Richard Wagner has given a most vivid picture of the salient traits of master song and of the well-meaning but narrow-minded men who practised it.


One example of the laboured melody of the meistersingers will suffice to exhibit the contrast between their conception and methods, and those of the Minnesingers:


[image: Meistersinger melody. Text: How Jacob fled, from his brother Esau escaped.]


The melody here selected bears, it is true, a marked and possibly not unintentional resemblance to the one  given on page 70, and both might claim to have served Richard Wagner as models for the principal figure in his Mastersinger motive:

[image: Wagner's Mastersinger motive]


Wagner’s undoubted familiarity with these historic melodies, and the consistency of his artistic methods, preclude the notion of mere coincidence. Their historic significance lies in the evidence they afford of the stupendous progress in musical expression during the past four centuries.


It must be remembered that the music activities of this period were stimulated not alone by local conditions. A potent factor that inspired the singers and makers of verse from the beginning of the twelfth century and into the thirteenth was the Crusades. This religious movement profoundly affected vast numbers of people. Many women and children shared in the enthusiasm to save the Holy Land from the hands of the infidels. In this great movement the energy of the people found a worthy medium through which to express and shape itself. The order of knights that grew out of the Crusades bound themselves to chastity, poverty, and obedience. They were at once protectors of the pilgrims and of the faith that inspired their sacrifice. Religion and the valour of the soldier were combined, and so strongly did they influence men that when Godfrey of Bouillon was made ruler over Jerusalem he refused to wear a royal crown where the Saviour had been crowned with thorns.


All that was involved in this movement—the purpose, fidelity, and knightly character, the long marches across the continent of Europe, the mingling of many peoples  —enriched men’s minds, broadened their experience, and impelled for expression in all social activities and arts.
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THE CRUSADER


While the momentous purpose of the Crusades was thus exerting its influence English literature was slowly forming itself for the significant utterances of Chaucer. Early in the twelfth century Layamons Brut, a poem of over thirty thousand lines, was written.Orm’s Ormulum was written early in the thirteenth century. About 1225 the Ancren Riwle (Rule of the Anchoresses) appeared, a work described as “one of the most perfect models of simple, natural, eloquent prose in our language.” *


* Professor Swift.


A century or more later the Travels of Sir John Mandeville (born 1300) appeared, “the most entertaining volume of English prose that we have before 1360.” † This was one of the few works of the period that found ready acceptance among the people.


The reader has only to compare the following lyric, probably of the early thirteenth century, with the musical quotations to comprehend that our mother tongue and the art of music were shaping themselves for a brilliant future:


“Sumer is i-cumen in
Lhude sing cuccu
Groweth sed and bloweth med
And springeth the wde nu.
Sing cuccu, cuccu.”


† Professor R. P. Halleck.







 



CHAPTER V
 MUSIC OF THE EARLY CHRISTIAN CHURCH

The momentous religious awakening which ushered in the era of Christianity provided wholly new conditions, signally auspicious for the development of music. With the advent of spiritual ideals and impulses, the true power and mission of music became recognisable, and before long there evolved for the first time in human history the possibility of directing this power into its most significant channels. The regenerated soul, longing for a medium of expression for its new hopes and feelings, found no other form of utterance so peculiarly qualified as music for this spiritual experience.


The early Christian congregations were, therefore, impelled to sing, as well as to pray; and what they sang could scarcely have been altogether new, but was probably appropriated from the existing traditions of the Jewish church. The first Christian melodies were possibly such remnants of actual Hebrew chants as might have been preserved; or they were derived from other familiar sources unknown to the historian. The hymn sung by the Saviour and his disciples at the Last Supper, as recorded in the scriptures, must surely have been an old Hebrew melody. There is also evidence that Greece furnished melodic material for the early Christian church, especially for the Greek branch.


It is more than likely that the method of singing was antiphonal (responsive). Philo, a Jewish chronicler of the first century, is authority for the statement that the psalms and hymns were sung by alternate male and female  choirs (among the Therapeutic, an Israelitic sect In Alexandria). At all events, some such mode of alternating song must have been the original type of the antiphonal chant which subsequently became so general in the Christian church. Both sexes joined in singing; but instruments of every kind were prohibited for a long time.


St. Ambrose (333–397 A. D.) is regarded as the founder of the music of the Catholic Church. The first attempts to organise and establish a system of musical service are identified with his name. St. Ambrose was a great lover of music and a hymn writer of such eminence that the term Ambrosian was applied to all hymns written in his characteristic prosodic measure, and even became a general synonym for all ecclesiastic hymns of that epoch.

O LUX BEATA (Hymn by St. Ambrose).
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The Ambrosian chant or intonation was, no doubt, recitative in style; the rhythm was marked as in speaking, while the voice remained mostly upon one tone, excepting at the cadences (the end of the lines or verses), where either a rising or falling inflection was made. (Hence, cadence from cado, cadere, to fall.) There was yet no system of musical notation; the tones were indicated by letters only, as among the earlier Greeks.
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From “L’Histoire du Bas-Empire,” tome II.
ST. AMBROSE


St. Ambrose classified his intonations according to the following four modes, borrowed, presumably, from the Greek theory; these are known as the Ambrosian ecclesiastic tones or authentic modes:

[image: Chart showing the four authentic modes on the finals D, E, F, and G]


In the third of these modes the usual tone B gave a succession of three whole steps (the tritone), which was not permitted in a system based upon the tetrachord, in which, as in Greek theory, one of the intervals should be  a half step. To remove this error the pitch of the tone B was lowered a half step when this tetrachord was used, and this change was indicated by altering the form of the letter from the usual square B (♮) to a round B (♭). The square ♮ denoted the “hard” melodic interval (the tone used in all other modes); the round b, the “softer” interval, now known as b-flat. These forms of the letter B are the forerunners of our modern ♮ and ♭.*

* Progressive forms of the flat in musical notation:

[image: Eight handwritten flat symbols]


It must not be forgotten that at this time music was limited to melody alone. Harmony, or anything approaching the idea of independent parts, was still wholly unknown.


In course of time a more perfect system became desirable, and the efforts to bring this about seem to have centred next in Gregory, surnamed the Great (born about 540 A. D.; pope from 590 to 604), who is credited with having reformed and reorganised the liturgical and musical service of the Catholic Church. The music he established was called the Gregorian chant. All of the intonations belonging to his liturgy were noted (in letters only) in a book called the Antiphonary, which, bound by a chain to the altar of St. Peter’s church in Rome, was to remain an inviolable guide for the music of the Roman Church for all time. For this reason every chant it contained was known as a cantus firmus (fixed chant). The name cantus planus (plain chant) was given to some of them, that were sung in tones of uniform length.


The distinction between the Ambrosian and Gregorian manner of singing appears to have rested largely upon the rhythm, which, in the former, was apparently far more natural and animated, conforming to an unconstrained declamation of the text. The Gregorian chant, on the contrary, held less strictly to the natural rhythm of the  words; the spondee metre (all long syllables) was held to be most consistent with the solemnity of sacred song and better adapted for the participation of a large unison choir. Further, the Gregorian chant was no longer strictly syllabic (a tone for each syllable); not only were two or more tones often sung to one syllable, but at times a whole melodic group accompanied a single vowel.

[image: Manuscript page of the Introit to the mass for Christmas day, Puer natus est, text with neumes above it]

From the “Antiphonarium of St. Gregory” (Monastery of St. Gall, A. D. 790).


Gregory increased the number of modes to eight by adding four subordinate ones, known as plagal, to the four authentic modes of Ambrose. The plagal modes differed from the authentic only in that they proceeded from dominant to dominant (fifth step) instead of from key-note to key-note.* Thus:


[image: Tone I, authentic: D-e-f-g-A-b-c-D; Tone I, plagal: A-b-c-D-e-f-g-A.]

* See Karl Eduard Schelle’s Die päpstliche Sängerschule in Rom (1872).


Besides notation in letters there was another system of which Gregory, and perhaps earlier writers, are known to have made some use. This was the so-called neuma script (from pneuma, breath) and was said to have been invented by a monk, St. Ephraem, as early as the fourth century, in which case it would probably have been known to Ambrose also. It was, at all events, the first device for indicating musical sounds ever invented that proved to be capable and worthy of development, and it was the fundament of the subsequent mensural system, the direct forerunner of our modern musical notation.

[image: Neumes in manuscript, 10th century]

NEUMA NOTATION OF THE TENTH CENTURY


This neuma script (also known as the nota romana) consisted of fourteen small characters:

[image: 14 Neume characters in manuscript]



which were gradually combined and multiplied to about forty.*

* See Plain Song, by the Rev. Thomas Helmore.


The neumas did not indicate any particular tone or time-value, but merely the rising, falling, sustaining, or inflecting of the voice in a general way. They were, consequently, mnemonic rather than strictly notational.


Finally—possibly as early as the seventh century—some conscientious copyist hit upon the simple expedient of drawing a line to guide him in placing his neumas accurately and neatly above the text. This probably purely accidental device was soon turned to account as a means of fixing the pitch of the tones themselves.


The first line was fixed for the middle F of the bass and was identified by the corresponding letter (F or F), from which, in a roundabout way, the present sign of the F clef ([bass clef] or [image: old F clef]) has been derived.† Shortly afterward—about the ninth century—a second line was added, representing the fifth tone above F (that is, C), also marked with its letter ([C-clef]) the original of the modern C clefs).‡ The F line was red, the C line either yellow or green.


[image: multiple variants of both F and C clefs]


Later, a black line, for the tone A, was placed between these, at first dotted but later continuous. Thus the musical staff was gradually formed; and it grew until a few centuries later it became the so-called great staff of  eleven lines—our present G and F staves with the C line between.


[image: Manuscript with 2-line staff, plus transcription]


Singing-schools for the study of the Gregorian intonations were established not only in Rome but also in Gaul, Britain, and Germany. But these were not the first; the significance of music as a vital factor of ecclesiastic life was early recognised and its use and cultivation received serious attention almost from the beginning. The first school of song mentioned is that of Pope Sylvester, established in Rome some time between 314 and 355. Later schools are ascribed to Pope Hilarius (461–468) and others. The influence of the Gregorian system upon the artistic development of ecclesiastic music extended, undiminished, over a period of a thousand years (from 600 to 1600 A. D.), and to the present day it constitutes the basis of all Roman Catholic musical ceremony and service.


The music of the people remained entirely independent, and exerted in Gregory’s time—and even long after—no vitalising influence upon that of the church. All serious and, in a sense, artistic music of the early and Middle Ages found its home, its place of nourishment and gradual  systematic evolution, within the church, where it was revered and cherished as an integral part of all holy life.
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PRIMITIVE ORGAN
(MUSEUM AT ARLES)


The duration of the Gregorian style of ecclesiastic song may be bounded by the years 590 A. D., when Gregory acceded to the pontificate, and 900 A. D., when the first experiments in combined melody were ventured.


The instruments of this era were a primitive church organ and, among the people, the harp, rota or crwth, large and small hurdy-gurdy, psaltery, and a few others.


This period is almost identical with that in which Anglo-Saxon poetry flourished (650–825 A. D.) and led into the reign of King Alfred (871–901). The great Anglo-Saxon epic, Beowulf, and the cycles of Caedmon and Cyne-wulf belong here. About 600 A. D. St. Augustine became the teacher, to the Anglo-Saxons, of the Christian religion. King Alfred, distinctly an educator of his people, prepared many books for their use.
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CRWTH
(ninth century)


The early poetry of the land that afterward was known as England “was made current and kept fresh in the memory of the singers. The kings and nobles often attached to them a scop, or maker of verses…The banquet was not complete without the songs of the scop. While the warriors ate the flesh of boar and deer and warmed their blood with horns of foaming ale, the scop, standing where the blaze from a pile of logs disclosed to him the grizzly features of the men, sang his most stirring songs, often accompanying them with the music of a rude harp.” *

* History of English Literature, R. P. Halleck.


Comparatively little mention is made in Beowulf of the practice of music in the stirring scenes that centred in Hrothgar’s great hall.


“…light-hearted laughter loud in the building Greeted him daily; there was dulcet harp-music, Clear song of the singer.”



In Beowulf’s Reminiscences:


“…the riders are sleeping, The knights in the grave; there’s no sound of the harp-word.”†



†Beowulf, translated by John Lesslie Hall, Ph.D.






 



CHAPTER XXIV
 THE OPERA IN GERMANY


Italian dramatic music began early to reach out into other countries of Europe, and, indeed, may be said to have overrun the musical world in the seventeenth and eighteenth centuries. The reader has learned how the operatic and vocal art of Italy found its way into France and England, partly through the instrumentality of Italian singers and operatic troupes who emigrated in large numbers, and partly through the composers themselves, who endeavoured, with varying success, to establish their operatic style beyond the borders of their own lands. In the same way, the influence of Italian opera spread into Germany.


Italian composers and singers flocked to all the principal musical centres—to Vienna, Munich, Dresden, Berlin, and other cities—where their sojourn became more or less permanent and where they speedily won the favour of the entire populace, and retained it for a century without opposition.


In Vienna the opera was at the height of its power and favour from the middle of the seventeenth to the middle of the eighteenth century, especially under the brilliant direction of Fux, Antonio Caldara, and Francesco Conti—the respective representatives of the scholastic, beautiful, and comic types of dramatic music. Of these, Johann Joseph Fux (1660–1741) was a man of profound theoretical learning; his famous method of counterpoint, Gradus ad Parnassum (1725), is still quoted as an authority.


Italian opera was introduced in Munich in 1654; the performers were all from Italy, and also the composers, with the exception of a few native Germans. One of the earliest and most famous of these was Johann Kaspar Kerll (1628–93), an organ pupil of Frescobaldi, and the author of three operas, six masses, and other works.


The first Italian singers were engaged for Berlin in 1616, though a permanent opera was not established there until 1742, when Friedrich II caused the Grand Opera House to be erected. It was opened December 7 of that year with Cesare e Cleopatray by Carl Heinrich Graun (1701–59). He wrote thirty-three operas, a number of oratorios, and other sacred works, the most famous of which is his Tod Jesu (Death of Christ). This work, which influenced the style of the oratorio, won extraordinary popularity, lasting almost to the present day. It is skilfully written, but bears some traces of the superficial style of the Italian opera of that period. Graun was the undisputed sovereign of the Berlin operatic stage. His singers were all Italians; the demand for them was so extensive that German vocalists were not tolerated.
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CARL HEINRICH GRAUN


In Dresden, Italian opera found a foothold in 1662; the instrumentalists were mostly Germans, but the singers all Italians. The opera here reached its greatest eminence under Johann Adolf Hasse, one of the most distinguished German tone-masters. Hasse was born in 1699 at Hamburg; he studied with Porpora and Scarlatti; in 1731 he was given charge of the Dresden opera as director and composer and, at the same time, his wife  (the celebrated Faustina Bordoni, the favourite of all Italy) was engaged as prima donna. He died in 1783. Hasse wrote fifty operas, many oratorios, and a great many quartets, symphonies, sonatas, concertos, and other forms. Scarcely any other German musician was ever so idolised by his countrymen. While Bach and Handel were rarely mentioned, and then only as learned contrapuntists, Hasse and Graun were the models and shining lights of their age and nation.
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FAUSTINA HASSE


Graun was regarded as the greater in sacred dramatic art, while Hasse was the favourite in the domain of opera. Graun was the better scholar; Hasse possessed a more fertile imagination, melodic and dramatic talent, and skill in musical characterisation. Hasse wrote with judgment for the voice, and was himself an excellent singer and teacher; his accompaniments, however, were superficial.


Thus it appears that there was no lack of native-born (German) composers who endeavoured, even while imitating the popular Italian manner, to establish a national style and to counteract the overbearing of a foreign school. The Germans, moreover, sensibly adopted the best qualities of both French and Italian dramatic art—from the latter, the highly developed art of melody and  vocalisation; from the French, effective declamation and dramatic expression. Out of this union evolved the best operatic products of the eighteenth centurv, including those of Gluck and Mozart.


The following extracts afford an idea of the style of each and of the advances made in operatic melody:
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The first original German opera was produced in Hamburg, January 2, 1678. The history of the Hamburg opera from this time until 1738 is, properly speaking, the history of early German opera in general. The earliest operas, or singspiele, were patterned, naturally, after Italian and French models. But before long the vigorous popular spirit of the Teutons impressed something of its own stamp upon dramatic musical art. For the first fifteen years it was the sacred drama, as remnant of the traditional mysteries, that was most favoured. The opening performance of the Hamburg opera was a play of this kind, Adam and Eve, followed by Michael and David, Esther, Cain and Abel, and others, all as sacred operas (not oratorios) and all the work of native German writers. Oddly enough, the majority of operas for the Hamburg  theatre, up to the year 1690, were written by two amateurs, both physicians, Johann Wolfgang Franck and Johann Philipp Förtsch. More masterly material was produced by Nicolaus Adam Strunck (1640–1700), a famous composer, violinist, organist, and clavicymbalist of positive musical merit.


But the Hamburg opera owed its development into a national institution, for a certain period, to the efforts of two gifted men, Johann Sigismund Kusser and Reinhard Keiser. Kusser was born in 1657 and assumed charge of the opera in 1693, after having spent several years in Paris, as pupil of Lully and the French school of dramatic art. In spite of poor material and adverse conditions, Kusser managed to raise the Hamburg opera to a very respectable grade of excellence and popularity. With untiring energy he laboured to train his motley band of singers, and, though no great results were or could be achieved in such fashion, Kusser paved the way for a more brilliant future. He left Hamburg in 1697, led a roving life, and died in 1727 in Dublin.


The direction of the opera was transferred to Keiser (1673–1739), who was far more richly gifted than his predecessor, and but for a somewhat unmanly disposition and lack of true ambition might have attained to eminence. Keiser wrote one hundred and twenty operas; his flow of melody was inexhaustible; he grasped the spirit of the text and the dramatic situations with the insight of genius, and reflected it in his music. In the recitative he was, therefore, particularly successful, but was apparently unable to create strong and convincing climaxes. His melodic sentences were fragmentary, in which respect he, like Kusser, pursued the method of the French school. Keiser did very little, after all, for the promotion of music in general, nor was he able to prevent the ultimate decline of his stage and of his own genius.


Sacred plays disappeared from the Hamburg stage  after 1692, and the whole institution steadily deteriorated after 1703. Only two styles of presentation were tolerated, either heroic mythology or the farce. The former was divested of its dignity and degraded to a vulgar parody and the farces were of the lowest conceivable type. And yet there must have been some vital elements of wholesome dramatic life there capable of attracting men of better calibre. Hamburg long continued to be a high school of dramatic music where much could be learned by discriminating students.
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G. F. HANDEL
By F. Mercier, 1748.


George Frederick Handel (Originally Haendel or Händel) turned his steps thither at the age of nineteen (1704) and was already manly enough to derive benefit from its curious musical atmosphere. The purity and nobility of his character guarded him against fatal contagion. Mattheson, his erratic friend and rival in Hamburg, said of Handel: “He arrived from Halle equipped with much contrapuntal learning, rich in talent, and earnest of will. He was strong at the organ, in fugue and other counterpoints, particularly extempore; but he knew precious little about melody before he came to Hamburg.” In January, 1705, Handel’s first opera, Almira, was given and did not leave the stage for thirty successive nights. Then followed his Nero, with his friend Mattheson as tenor in the title role. The effect of Handel’s operas, with their vigour and depth, must have been very striking, opposed, as they were, to the  triviality and amorous grace of Keiser’s works. Handel himself shortly became disgusted, confined himself to teaching, and looked quietly down upon the vulgar spectacle of the Hamburg opera. In 1707 (having first yielded to the importunity of the theatre director and having composed two more operas, Florinde and Daphne, presented after his departure) Handel went to Italy. His career, as a whole, will be considered in the next chapter.


That extraordinary personage, Johann Mattheson, mentioned above, was born at Hamburg in 1681. He was the favourite tenor of the operatic stage, a composer and prolific literary writer, a veritable genius, with the best possible opinion of himself though not ungenerous toward others. He admitted Handel’s superiority at the organ, while the latter was loud in his praise of Mattheson at the clavichord. His literary works, critical, biographical, and theoretical, constitute his most valuable legacy. He died in 1764.
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Although the ruin of the Hamburg opera appeared inevitable, there were still some serious-minded art lovers who attempted, in 1722, to arrest its downward course. They appointed a new director, George Philipp Telemann, the last composer of distinction for the Hamburg stage. Telemann was born in 1681, travelled much, and gathered costly experience. He enjoyed an enviable reputation in Germany and was ranked, with Graun and Hasse, among the foremost composers of the day. His cantatas and oratorios were held to be models of the serious style. For all that, he was not the man to instil new life into the  hopelessly corrupted opera. In 1738 the Hamburg opera was dissolved. Two years later, the first Italian troupe arrived there under the direction of Angelo Mingotti, and for a time the aspirations of German national opera were at an end.


Among the very numerous musical critics and theorists who laboured faithfully to systematise and further perfect the study and practice of musical composition and aesthetics, there were quite a few Germans of distinction in this era: Friedrich Wilhelm Marpurg (1718–1795), Johann Philipp Kirnberger (1721–1783), and Johann Georg Albrechtsberger (1736–1809)—the last was one of the ablest pedagogues, and teacher of many subsequently famous composers, among them Hummel and Beethoven. The most distinguished theorist of his century was Johann Joseph Fux, to whom reference has been made.










 



CHAPTER XXXI
 FRANZ SCHUBERT


To this era of music history belongs another veritable genius, so unlike Beethoven in many respects, and again so intimately akin in others that it is impossible to mention the one without recalling the other. This is Franz Schubert. By virtue of his extraordinary melodic genius he became the leader of a new lyric era, regenerating song and restoring the vocal style to a more equal and partly independent rank beside the luxuriant instrumental art.


Franz Schubert was born, January 31, 1797, in Vienna. From an elder brother, Ignace Schubert, he received his fundamental training in music. In 1808 his exceptionally good voice secured him a place in the royal chorus, and while there Rusiczka and Salieri became his teachers. He also studied the violin and in this way made himself intimately acquainted with the string quartets and orchestral works of Haydn, Mozart, and Beethoven. He began very early in life to compose and was fairly successful in gaining a hearing for his works and arousing interest in them. When his voice mutated (in 1813) he was dismissed from the choir and thrown entirely upon his own resources in the struggle with a world which he found selfish and unfriendly; for Schubert was not a favoured child of fortune as far as worldly prosperity was concerned, and was subjected to much humiliation and disappointment. After a series of fruitless efforts to obtain some acceptable position, he finally regarded himself as deserted by his kind and actually endured bitter privations, with but occasional respite, until his early death,  November 19, 1828, in his thirty-first year. Of all the great masters of tone, Schubert was the one whose span of life was most briefly measured.


On the other hand, there are very few mortals upon whom nature showered her musical gifts with so lavish a hand as upon him. He seemed quite unable to store the wealth of musical ideas which constantly replenished his mind, despite the incredible mass of compositions that he created in quick succession. The themes and melodies which he carelessly cast aside would have proved more than sufficient for a half dozen ordinary writers. Chiefly in consequence of this productivity, the majority of his instrumental works present frequent evidences of superficiality and haste, and in but few of them is the formal structure even approximately perfect and as well proportioned and effectively balanced as it is in the works of Beethoven. For Schubert gave free rein to his fertile imagination, and it usually impelled itself far past the sober confines of correct architectural arrangement and proportion; but the region into which his impetus leads the listener is at all times and under every degree of stress a region of pure melodic beauty, of most wholesome and inspiring expression.


[image: picture173]

FRANZ SCHUBERT
(FROM A LITHOGRAPH BY KRIEHUBER)


Schubert is said to have given himself but little concern or trouble with the theoretical side of music, and the study of counterpoint and composition according to the lifeless methods of his day was deeply abhorrent to  him. He did not appear to stand in need of anything of the kind; he studied not books but the actual, vital product of his great forerunners and contemporaries. He prosecuted this wise course of study with the alert observation and keen perception of kindred genius; at a glance he comprehended and caught up with all the knowledge that prompted great musical strokes in the masterworks of Haydn, Mozart, and Beethoven, and his  power thus became paramount to theirs. This power of observation and appropriation was the genius that nature bestowed upon Schubert, and this it was that gave him the ability, when he so desired, to achieve feats of contrapuntal combination, chord succession, and, above all, striking modulation of such originality and beauty that they have become proverbial of his style.
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ANTONIO SALIERI


Schubert was akin to all the great classic masters in one most vital respect: he, too, rested his whole musical faith upon the basic law of “tonic dominant.” Nowhere in all his music is there the slightest trace of rebellion against this principle or of a disposition to search outside of it for any novel effects; and where Schubert and his classic colleagues are most impressive, where they reach the highest climax of dramatic and musical power, is where they fall back upon this basic law and proclaim it in its simplest, most straightforward operation. (The working of this natural principle, through Schubert’s  conception of the art of tone, is witnessed, for example, in the first eight measures of his song Wohin—to mention one of countless illustrations.)
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Schubert’s greatest instrumental works were, probably, his Symphony in C Major and the unfinished Symphony in B Minor, though one can readily name a score of others that are scarcely less significant tone creations. They fall short of the greater of Beethoven’s works in conciseness, architectural balance, and perfection of technic, no doubt; but they are as surely superior to the latter in ardency of human emotion and beauty of melody. This last-named element, melody, was Schubert’s distinctive excellence, and his place in music history is, therefore, closely identified with the beginnings of modern  German lyrics and song in general. The German song was cultivated in some degree by Haydn and Mozart, and at least two of Beethoven’s lyrics (Adelaïde and An die ferne Geliebte) are without a parallel in the province of pure, fervid, emotional melodies. But in Schubert the song is vitalised with the elements of primary melodic simplicity and sweetness as well as depth and force of expression. Schubert’s songs are, for the most part, folksongs exalted to the highest grade of artistic excellence. His characteristic indifference to external matters and the rapidity of his musical conception led him often to a careless and unfortunate choice of words—or neglect of selection—and it is in this respect that later song writers (Schumann, Franz, and especially Brahms) made significant advances in the perfecting and idealising of the lyric art. Schubert’s distinctive melodic gift sought expression, naturally, in both the secular and sacred dramatic forms, and gave rise to many operas—of which  Alfonso und Estrella, Der häusliche Krieg, and the melodrama Rosamunde are still widely popular—and a number of masses, Stabat Maters, cantatas, and hymns.
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SCHUBERT’S CLAVIER
(PEN-SKETCH BY MORITZ VON SCHWINDT)


Among his very numerous pianoforte works were sixteen sonatas (of which ten or more of supreme beauty and classic solidity are everywhere known), the famous impromptus, many popular dances, and an unusually large number of pieces for four hands—a style to which Schubert attached more importance than did any other classic master. His chamber-music was almost if not quite as significant as that of Beethoven and included twenty string quartets, two trios, the famous Forellen quintet (one movement of which is developed upon his song of the same name, The Trout), and an octet.
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SCHUBERT’S BIRTHPLACE, VIENNA



Approximate Table of Musical Progress in Centuries Since the Renaissance




		1500 (1525)
		Culmination of ecclesiastic art. Lasso. Palestrina.
Birth of Protestant chorale. Music printing. Clavichord and harpsichord. Beginnings of the instrumental style.



		1600
		Birth of oratorio and opera. Development of solo songs.



		1700
		Bach. Handel. Domenico Scarlatti. Rameau. Perfection of dramatic forms and emancipation of the instrumental style from the vocal. Haydn. Mozart.



		1800
		Beethoven. Schubert. Perfection of instrumental forms. Weber. 



		(1840)
		Mendelssohn. Schumann. Chopin. Wagner. Liszt. Development of romantic style. Brahms. Tschaikowsky.



		1900
		Richard Strauss. Puccini. Debussy. Infusion of the subjective and personal elements into music.














 



CHAPTER XXII
 DRAMATIC MUSIC IN ITALY
LATER ERA


In consequence of the luxuriant growth of dramatic song the serious a cappella style of the Roman Church gradually gave place, in Italy, to a wholly new mode of musical conception and utterance. Monteverde, Cavalli, and Cesti had already found the beginnings of a new musical language better suited to the expression of human passion; Carissimi had extended, enriched, and intensified this language; and his great successor, Alessandro Scarlatti, marks the inauguration of a most brilliant era of Italian dramatic art. The earliest and chief centre of activity was at Naples, and the array of masters engaged there in the creation of dramatic works (especially operas) were known as the Younger Neapolitan School.


To this era belong, first, two scholars of Scarlatti, Francesco Durante and Leonardo Leo, who head the masters of the younger Neapolitan school. Durante was born in 1684 (one year before Handel and Bach) at Fratta Maggiore, studied at first with Alessandro Scarlatti, then in Rome with Pasquini; later he became chapelmaster in Naples, where he died in 1755. He was Scarlatti’s inferior in point of dramatic talent, but his works exhibit a certain thoroughness and brilliancy. His orchestra was still primitive, though he began to make use of flutes, oboes, bassoons, horns, and trumpets.


Leonardo Leo was born in 1694, followed a career very  similar to that of Durante, and died in 1744. His melodies were more flowing and graceful than those of his contemporary, but also more effeminate. Leo was the favourite of all Italy. He wrote about forty operas, several oratorios, and a multitude of sacred works, mostly with orchestral accompaniment. A closer imitator of Durante was Francesco Feo, born, 1699, at Naples. His works, both sacred and secular, were noted in their time for their purity and solidity but were soon forgotten.


Another noteworthy pupil of Scarlatti was Nicolo Porpora (later the teacher of Joseph Haydn), born 1685. He was the author of a large number of operas, many of them written for the London stage, where he was engaged, in 1733, as composer and director; he was exactly the same age as Handel, and died in 1766. Porpora was more famous as vocal pedagogue than as composer.


To the next generation of Neapolitan tone-masters belonged, first and foremost, Giovanni Battista Pergolesi, born 1710, died 1736 (at the age of twenty-six years). In the opera seria he was unsuccessful, owing to his lack of talent and experience concerning dramatic effects, and his want of the power and versatility requisite for larger creations. On the other hand, his comic intermezzo, La serva padrone, was enormously successful, especially in Paris. The historian Fétis speaks of it as “a masterpiece of ethereal melody, elegance, and genuine dramatic form.” His last work, a famous Stabat Mater, has maintained its place in the admiration of music lovers to the present day, though critics differ widely in their judgment of its real merit.


The next composer of renown was Niccolò Jommelli, born, 1714, near Naples. He appears to have been an erratic genius, more gifted and brilliant than diligent. In 1754 he became director and composer to the king in Stuttgart, where he remained until 1765, when he returned to Naples, and there died in 1774 (four years after Beethoven’s birth).
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Probably the most distinguished of all the representatives of the Neapolitan school was Niccolò Piccinni, born 1728 (four years before Haydn); he studied with Durante and Leo and presented his first opera, Le donne dispettose, at the age of twenty-six, in the theatre at Florence. His greatest success was won with the comic opera Cecchina, written for Rome in 1761, which was on the stage almost uninterruptedly and spread into all the   musical cities of Europe; it became so famous that Piccinni’s method of handling the opera buffa (comic opera) was recognised as standard, and he was called the regenerator of that style. He is accredited with being the first to adjust the aria to the design of the rondo form. In the course of the ensuing forty years Piccinni composed no fewer than eighty operas besides a number of oratorios. In 1776 he went to Paris, where he became the head of a strong rival faction opposed to Gluck, in which connection we shall again consider his career. Piccinni died in 1800.


Another renowned pupil of Durante was Giovanni Paisiello, born, 1741, at Tarento. His artistic career opened with two comic operas written for the Bologna stage, La Pupilla and Il mondo al rovescio; these were followed—up to the year 1803—by ninety others, partly serious but chiefly comic. He died in 1816.


The remarkable progress thus made by the Italian opera, subsequent to Alessandro Scarlatti, extended principally in the direction of purely vocal art, while the dramatic contents were proportionately neglected. The melody expanded to broader dimensions, and its rhythmic members assumed greater regularity and symmetry.
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NICOLO PICCINI


In the early days of monody the melody of the opera and oratorio was composed of brief members, the sections were short, cadences frequent, and the aria, as a whole, stunted, undeveloped, and unfinished. The younger generation elaborated and systematised the structural form and created that broad three-part design (with a middle section and a da capo) which was universally adopted and cultivated under the  designation “grand aria.” (This form was naturally utilised in instrumental composition also and became the basis of the great majority of subsequent forms—in fact, the chief structural idea according to which all homophonic forms and even the larger sonata and symphony designs were modelled.) But the more their interest centred thus in the vocal element, the less attention was directed to the dramatic purpose, which was supposedly the prime object of the entire creation. The result was, of course, that all dramatic conditions became of decidedly inferior significance, and the art and practice of vocalism soon asserted themselves as principal aims. The dramatic characters sank into mere vocal instruments; the aria, as brilliant vocal show piece, supplanted the other elements; duets and ensembles were rare; and the chorus had but a very unimportant rôle, or none at all. This, again, influenced and degraded the text (libretto), which soon sacrificed its dignity and dramatic sense. The composers catered to the singers and were but too ready to devote their efforts and melodic inspirations to the growing rage for technical display, virtuoso colorature, and bravour arias. Hence the discredit into which the Italian opera fell and the contempt with which, to the present day, many of the older types of this class are regarded, as  far as libretto and dramatic action and purpose are concerned.
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GIOVANNI PAESIELLO


While the school at Naples was thus flooding Europe with its attractive and, in some respects, admirable products, the rest of Italy was by no means idle. In Rome, Venice, Bologna, and other cities composers of more or less celebrity were active, adding their voices to the victorious chant of Italian operatic art.


In Rome, where the music of the church would be expected to receive, naturally, more zealous cultivation than that of the secular drama, there were, nevertheless, several eminent masters busily engaged in the new and popular domain of composition. Among these were Giuseppe Ottavio Pitoni (1657–1743); Bernardo Pasquini (1637–1710), Frescobaldi’s successor in the field of organ virtuosity; Francesco Gasparini (1668–1737), teacher of Domenico Scarlatti, composer of about thirty much-admired operas and the author of an interesting and valuable text-book on Thorough-Bass (the term, equivalent to figured bass, is derived somewhat clumsily from basso continuo or continuous bass); and Agostino Stef-fani (1655–1730), famous for his melodic talent, especially in the duet, of which, in its typical form, he was regarded as the creator. Of distinct artistic merit is his Stabat Mater for six vocal parts, two violins, three violas, ‘cello, and organ.


Conspicuously identified with Venice was the famous school of Giovanni Legrenzi (1625–90), author of many fine sacred works, seventeen operas, and a number of sonatas and other instrumental pieces. He organised an orchestra of thirty-four players at St. Mark’s, which comprised string and wind instruments in an association strikingly similar to the modern body.


His most eminent disciple was Antonio Lotti (1667–1740), who wrote nineteen operas and many excellent works for church and chamber, distinguished for their grace, pathos, and profound contrapuntal scholarship.  This master, no doubt underestimated in his own day and generation, is now regarded as a shining light of the Venetian school. He was also a thorough master of the vocal art.


Another disciple of Legrenzi’s school was Antonio Caldara (1670–1736), born in Venice; he became vice-director of the opera in Vienna, under the celebrated pedagogue and composer Johann Joseph Fux, where he remained until his death. He wrote sixty-nine operas, noted more for skilful technic than creative talent.


Great respect is accorded, further, to Benedetto Marcello (1686–1739), whose principal work was a beautiful and powerful setting of the Psalms of David. His original intention of composing the entire number (one hundred and fifty) was abandoned after he had finished the first fifty. One of the most clever and original composers of the Venetian school was Baldassare Galuppi (1706–85); he spent some time in London and was the author of about sixty operas.


In Bologna appear Giovanni Paolo Colonna (1640–95) and Giovanni Bononcini (the younger); the latter, born, 1660, at Modena, was most famous as a really able rival of Handel in London, whose popularity with the English public he shared quite evenly until the superior genius of Handel overpowered him and (coupled with some indiscretions of which Bononcini was accused) forced him to return to the Continent, where he was lost sight of. Another less brilliant but more noble-minded  exponent of the school of Bologna was Giovanni Maria Clari (born 1669).
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AGOSTINO STEFFANI


Other Italian cities also produced masters of greater or lesser distinction. Palermo was the home of Baron Emanuele d’Astorga (1681–1736), justly famed for his beautiful Stabat Mater, and an excellent tenor singer who won the hearts of every community he visited. His cantatas were highly prized.


From Florence came Francesco Conti (1682–1732), who, in 1703, was called to the position of theobist (lute player) in the orchestra at Vienna; like Caldara, Conti became vice-director there under Fux. He wrote sixteen much-admired operas.
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ZINGARELLI. SARTI. TRITTO. PAISIELLO*


* The spelling of this name is either Paesiello or Paisiello. See Grove, Dictionary of Music and Musicians, vol. III, p. 598.











 

