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Abstract

The Te Deum chant began in the Roman Catholic Church in prayer, and like many other psalms used in the
Mass, it has evolved into a concert piece with settings composed for coronations, military victories, and other festive
occasions. This author has identified two significant settings of this text by Joseph Franz Haydn and Antonin
Leopold Dvoriak for this discussion to study how common factors (primarily a common text) influence their
compositions.

Chapter I provides the purpose of the study, a brief description of related research, description of the
appendices, and analytical criteria for examining the Te Deum settings.

Chapter II presents a study of the ancient Te Deum psalm and its text. Topics for discussion include a brief
overview of the history of chant. In regards to the Te Deum, further studies are included on its history, uses within
prayer, the text, melody, and other uses of the Te Deum.

Chapter III contains an in-depth analysis of the Haydn Te Deum (HXXIIIc:2) and the Dvordk Te Deum (Op.
103,B176, [Op. 93, Op. 98]). Analytical criteria for examining these settings consist of: a brief biographical sketch
along with each composers compositional characteristics and reasons for commissioning this piece; discussions on
general characteristics, structural and formal design, themes, melodic/harmonic characteristics,
rhythmic/metrical/tempo characteristics, articulations, dynamics, texture, performance, pedagogical, and conducting
considerations.

Chapter IV summarizes general trends in the usage of the text of Te Deum. Information for this final
chapter is derived from the in-depth analysis, the ancient history of the Te Deum, and other settings of the Te Deum
text examined in sources similar to this document. The findings contain summaries of the musical elements listed
above as well as general and specific commonalities of textual influence between the selected Te Deum settings.

Appendix A provides the complete text of the Te Deum psalm with English translations and melody.

Appendix B provides a score analysis of Te Deum (HXXIIIc:2).

Appendix C provides a score analysis of Te Deum (Op. 103, B176, [Op. 93, Op. 98]).
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CHAPTER 1 - Introduction and Report Information

Introduction and Statement of Purpose

The purpose of this study was to examine settings of the same text and discover how the
text can influence a composition. We don’t often think of the significance of how we use our
language. This study revealed how important text is in significant settings by prominent

CoOmpoSsers.

Related Research

Similar studies have been used a model for this project. Valuable resources were:

1. Translations and Annotations of Choral Repertoire by Ron Jeffers

2. “Te Deum: Analysis of Selected Twentieth-Century Settings of American and British
Composers” by Stanley Michael Wicks, a dissertation

3. Techniques of Choral and Orchestral Writing in the “Te Deum” Settings of Berlioz,
Bizet, Bruckner, Dvorak, and Verdi by Charlotte Kirkendall

Description of the Appendices

Appendix A includes the complete Latin and English text of the Te Deum along with its
melody from the Graduale Romanum. This author has chosen the Te Deum (HXXIIIc:2) by
Haydn, and Te Deum (Op. 103, B176, [Op. 93, Op. 98]) by Antonin Dvotak. An analysis of both
of these settings is located in the appendices with regards to their form, phrase structure, tempo,
dynamics, meter/rhythm, tonality, harmonic motion, general character, texture, use of the verses

of the Te Deum, and rehearsal and conducting considerations.

Format of Analysis
The first chapter includes the background of the 7e Deum. Topics discussed are the
beginning of ancient chant along with specifically the history of the Te Deum and its uses, text,
melody, and further uses beyond the Church.
Analytical criteria for examining these settings consist of a brief biographical sketch

along with each composers compositional characteristics and reasons for commissioning this



piece, discussions on general characteristics, structural and formal design, melodic themes,
harmonic characteristics, rhythmic/metrical/tempo characteristics, articulations, dynamics,
texture, and performance, pedagogical, and conducting considerations.

The text will be analyzed with regards to structure, influences from the ancient chant,

general trends in music, and text stresses. Recommendations for further studies are also

included.



CHAPTER 2 - A History of source and structure of the Te Deum

This chapter will describe the comprehensive history of the Te Deum. Topics discussed
will include a brief discussion of the history of Gregorian chant until the time of the composition
of the Te Deum, the history of the Te Deum, its uses within the Catholic Church, and its text,
structure, and melody. It is imperative to first discuss the origins of the 7e Deum chant before
beginning our studies on later settings of this same text so that we may be able to compare the
evolution of this chant over time. These studies will enable us to make further conclusions
regarding the connections between Haydn and Dvorak’s settings of the Te Deum and the original
chant.

The purpose of this study was to examine the text of this ancient melody and explore how
composers have treated this text across the centuries and note its evolution. This ancient melody
has evolved into many famous polyphonic settings including those by Berlioz, Bruckner, Verdi,
and the ones used in this study: Haydn and Dvotak. The criterion for comparing this study will

be discussed later.

The Beginning of Ancient Chant

Chant, and music as a whole, unifies the voices of the congregation and is able to project
their prayers in large spaces. This is most easily achieved through unison singing found in the
antiphons and responsorial chants in their simple, intonation forms. The more melodic and ornate
forms of chant, such as the psalms, are special in that they add meaning and a sense of drama to
the text with such devices as text painting and symbology. The history of chant begins a long
time ago before common notation and even a common religion existed amongst the territories of
Europe.

We can only guess as to what the origins of the earliest chants were due to a lack of
musical notation until the mid-ninth century. The earliest chant melodies possibly came from the
Jewish people and their liturgy. These tunes with Old Testament texts were likely based off of
the Jewish chants used in the synagogues and celebrations upon which the Christian Mass is

based.



Around the turn of the previous millennium, Christianity left the holy city of Jerusalem
and the lands of Syria and Palestine and spread throughout the Mediterranean basin. As this was
happening, public worship and the liturgy were being developed. There was no common rule for
the way to worship in many different countries in Europe at this time, and as a result, these
countries began to celebrate the liturgy in their own way and in their own language.

The separation of language still exists today, especially in the Middle East, but things
were different in the lands to the west. The liturgy was celebrated for its first two centuries
mostly in Greek, but later Latin (the language used in everyday life and the root of many
romantic languages) became the conventional language. Each region within the Western Europe
began to develop its own repertoire of music based on different texts. We know that at least five
types of sacred chant existed throughout these regions':

1) Beneventan, in southern Italy

2) Roman, in the city of Rome and its dependencies

3) Milanese, in northern Italy

4) Hispanic, on both sides of the Pyrenees

5) Gallican, (possibly several types existed) in the lands of Roman Gaul®

What happened to all of these different kinds of chant and why do we now refer to chant
simply as “Gregorian?” Their history begins to become one when the Roman Catholic Church
and the Frankish kingdoms stories intertwine. This author will begin with the Roman Catholic
tradition and its influence on its European regions.

The Roman liturgical tradition and practices are only revealed to us in vague historical

references’ and ancient Roman Sacramentaries. We know far more about the liturgy of these

' Dom Daniel Saulnier, Gregorian Chant (Brewster: Paraclete Press, 2003), p. 2.

2 This is an area of provincial rule within the Roman Empire consisting of modern day
France, Belgium, Luxembourg, and western Germany.

3 Saulnier, Gregorian Chant, n. 1, p. 133, according to this author, the references are
within allusions in the Liber pontificalis (Paris: Biliothéque des Ecoles d’Athénes et de
Rome, vol 1, 1886; vol. 11, 1892 published by L. Duchesne), a sort of chronicle describing

the successive pontificates of the early Church.



services because of these resources than we do about the music of this time due to a lack of
musical notation. The hymns and psalm tones must have been passed down through oral
tradition. Five books exist from the eleventh and thirteenth centuries that illustrate the repertory
sung in the basilicas of the fifth century.” Through resources like these we find that “in essence,
the composition of the Roman repertory dates from the fifth to sixth centuries. The Church had
been free of persecutions since the beginning of the fourth century; even the administrative
structure of the Roman Empire seems to have, as it were, passed into its hands.”®

At this time, music, the arts, and architecture were growing and having a greater impact
in the church due to the great basilicas being built. They brought a new sense of brilliance to
worship and gave inspiration to the public to grow in their faith along with the size of their
church. As musicians and artists, we especially appreciate these wonderful buildings due to their
timeless art and superior acoustics. This is also when the schola cantorum’ made its appearance.
The scholas served to sing the group chant so that the cantor would be able to sing the more
complex, elaborate, and ornamented songs that would only be possible as a soloist. The scholas’

work was paramount in the continuation of the church’s music. They worked to not only refine

and perfect the existing chants but also to work on new chants that would serve their institutions.

4 Ibid, n. 2, p. 133, These books, intended for the priest celebrant, contain the principal
prayers (collects and prefaces) for every Mass in the liturgical year.

> Ibid, n. 4, the earliest of them has been published in facsimile by Max Liitolf: Das
Graduale von Sancta Cecilia in Trastevere (Cologne-Genéve: Foundation Martin
Bodmer, 1987). According to Dom Saulnier, there is little worry for corruption in their
content because there is little difference in reading among these five texts.

% Ibid, p. 3.

7 George Cyprian Alston, The Catholic Encyclopedia [Web site], “Schola Cantorum” (21
Mar 2011), Site address: http://www.newadvent.org/cathen/13547b.htm, the schola

cantorum is a school to train the members of the congregation to sing chant so that the
already trained clergy can get back to doing their clerical duties. Membership was made

of 16 to 20 young clergy and cantors in training.



“By the time of Pope Gregory I (590), the composition of the whole corpus of Roman melodies
would appear to have been completed.”

The use of chant continues to grow in each of its respective regions, but Roman Chant
began to overtake the rest of the area when in the eighth century, cordial relations grew between
the Frankish kingdom (Pépin the Short and his son, Charlemagne), and the Papacy (Stephen I1
and his successors) due to a political alliance. Pépin was eager to legitimize his ascension to the
throne after a severe military struggle and the Lombards were threatening the estates of the
Papacy. The Pope agreed to renew the consecration of Pépin the Short’s crown and in return
Pépin would protect the Papal estates. To orchestrate this, the Pope then moved closer to his
new ally into the Abbey of Saint-Denis and this close proximity relationship made the ruler
appreciate the Roman liturgical customs. Pépin appreciated them so much that he soon began to
realize that a common religion would not only unify his people religiously but also strengthen
their political unity and beliefs based on the teachings on this religion.

The rulers then asked the Pope to send out his schola cantorum to spread their work
amongst all of the Roman territories. Soon after, the Gallican practices were suppressed and
absorbed through this process; however, the work of the scholas was a little difficult because
there still existed no common form of notation for the chant so the only ways to pass on this
knowledge was through oral tradition and books that had the text of the different chant melodies.
These actions created a need for a common system of notation now that the different regions
were practicing the same chant. Monks still had to memorize all of the chant melodies for a
given year even though the chantmasters had a book of chants. This book contained all the texts
for each chant along with small signs that reminded him of how many notes were given to each
syllable, the stresses, and melodic direction so he could guide the singers with his hand.

The texts of the Roman chants were easily imposed due to the reinforcement of a written
book, but the melodies were a different matter. The modes of the Roman chant were similar
enough to the Gallican’s modal structure that there were no disputes, but the Gallican melodies
were ornamented differently. The result was not a complete replacement, but a Frankish-Roman
hybrid. This was naturally met with much resistance especially in Gaul, Milan, Rome, and

Spain, but two factors helped insure that this new oral tradition would prevail.

¥ Saulnier, Gregorian Chant, p. 4.



The first of these factors that would ensure that the Roman tradition would prevail is the
creation of the first primitive music notation system. Charlemagne, Pépin’s son and his successor
to the Frankish throne, despite his negative image due to his aggressive military practices, was
adamant about the need for a unified church service and was also a proponent of education in
general. Over the course of his reign and for the next two centuries, music notation continued to
evolve into the four-line system made possible by Guido D’ Arezzo and his pedagogical
inventions (the Guidonian Hand, Guidonian stave, and eventually the clef) in the eleventh
century.’” These helped ensure the survival of this oral tradition with the fewest discrepancies.
Unfortunately, just like with modern notation, we are not able to communicate all of the nuances
within the music.

The second factor that would ensure that the Roman tradition would prevail is that the
scholas helped solidify Roman chant’s superiority over the other kinds. Pope Gregory I, “the
Great” (St. Gregory) set about to strengthen the church and reorganize the liturgy with the help
of the scholas more fervently than his predecessors. According to the Catholic Encyclopedia,
Pope Hilary (d. 438) was the first Pope to introduce a schola cantorum, but Pope Gregory I was
the first to establish it on a firm basis and fully endow it.

In addition, St. Gregory was the Pope at the time of the music notation inventions and is
whom we typically credit with composing and creating chant, even though centuries before,
Roman Chant (synonymous with Gregorian Chant and plain chant) was created during the time
of Pope Stephen II and the Frankish rulers. Consequently, “this attribution was made all the
easier by the fact that St. Gregory was supposedly the author of the Sacramentary (the book
containing the prayers of the celebrant), in which the liturgical ordering coincided with that of
the Roman antiphonary of the Mass; but more than a century had passed since the official
establishment of the so-called ‘Gregorian’ Sacramentary and the elaboration of the chant merger
that bore the same name.”'® Therefore, due to the discrepancies in history, we now refer to chant

as being his, “Gregorian.”

? Jan D. Bent, David W. Hughes, et al., Oxford Music Online [Web site], “Notation: §I:

General,” (21 March 2011), Site address: http://www.oxfordmusiconline.com.

10 Saulnier, Gregorian Chant, n. 9, p. 134.



Chant’s popularity continued to struggle hundreds of years later when Martin Luther and
John Calvin led the Reformation. Their followers were drawn to singing their hymns that were
poetic verses set to more popular, secular melodies overshadowing the outdated melodies of
chant. The Council of Trent battled this by ordering a new edition of the chant be produced, one
in which the long melismas were removed after being deemed “barbaric excess,” and most
embellishments were reduced to no more than three notes. This new version of chant is what is
referred to today as “plain chant” or “plain song.”

The Milanese chant is the only one of these repertoires from Western Europe and the
ancient world that seems to have survived the assimilation into what we now refer to as
Gregorian chant, although not without difficulty or compromise. The Bishop of Milan, St.
Ambrose (d. 397), was able to resist pressure from Charlemagne and Popes Nicholas II and
Gregory VII to conform. The chant is still referred to as “Ambrosian.”

In the 1800s, a young priest, Dom Guéranger, decided to buy a local abbey, closed by the
French Revolution, and renovate it to its former state of glory. He and the monks at the Abbey
of Saint-Pierre de Solesmes made it their goal to restore Gregorian chant to its medieval roots.
For the rest of the second half of the century they collected and compared manuscripts and
photographs of manuscripts of each chant gathered from all over Europe. They had a process of
examining the melodic structure for each syllable of an entire line of text throughout up to 12
different editions of the same melody from many different regions. They were able to restore the
chants to their previous Medieval melodies through the comparison of these versions dating back
as far as the Middle Ages. Dom Guéranger believed that only the true version of a chant would
be revealed when the same version existed in more than one place at the same time and was
separated by many miles. These monks’ chants are published in the Liber Usualis."' The

official Vatican printing of a book on Gregorian chant is the Graduale Romanum.

History of the Te Deum
The Te Deum was previously known as the Te Deum Laudamus. This name
coincides with the ancient practice of identifying a chant by the first lines of its text, “Te

Deum Laudamus.” Many chant melodies are identified by the first few words of their

"' Robert M. Fowells, Chant made simple (Brewster: Paraclete Press, 2007), p. Xi.



text, but this chant was known to many more than just by the familiar Te Deum or Te
Deum Laudamus which we use today. There are approximately 25 metrical/poetic
English translations of the Te Deum text, but some of the more well-known ones are
Thee, Sovereign God, our grateful accents praise (Dryden) and Holy God, we praise Thy
Name (Rev. Clarence A. Walworth). Another well-known version that has been
translated from Luther’s writings is Grosser Gott, wir loben dich. “Probably the most
recent Catholic translation is that found in the new edition of ‘Missal for the Use of the
Laity’ (London, 1903), We praise thee, God: we glorify thee, Lord (Provost
Husenbeth).”"?

The abbreviated title, Te Deum, is first mentioned in the monk text, Rule of St.
Caesarius (A.D. 502) by the Abbot of Lérins. “The other titles refer to its liturgical
function, its character, or its possible authorship: Hymnus ad matutina dicendus die
domino (‘Hymn said at Matins on the day of the Lord,” 7" century); Ymnum in die
dominica (bangor Antiphonary, 7" century); Laudatio dei (‘The praises of god,” Book of
Cerne, 8" or 9" century); Laus angelica ‘Angelic praise’); hymnus quem S. hilarious
primus composuit (‘Hymn which St. Hilary first composed,” 8" or 9" century); Hymnus
SS. Ambrosius et Augustini or Hymnus Ambrosianus (St. Gall, 9™ century); and
Canticum beati Niceti (‘Canticle of the blessed Nicetas [of Remesiana]), among many
others.”"® We may never know the real origins of this ancient text, but many theories
exist as to the possible authorship of this text and melody.

One theory is that St. Ambrose composed the Te Deum on the night of St. Augustine’s
baptism (A.D. 387) after being inspired by the Holy Spirit. “This is found in 9" century writings
(Hincmar of Reims, De praedestinatione, 859) and in the so-called Chronicle of Cacius (Bishop
of Milan, d. circa 555; this Chronicle is now thought to be a later 11" century forgery).”"*

Another scholar,

" Ibid.

1 Ron Jeffers, Translations and Annotations of Choral Repertoire, Vol. 1 (Corvallis:
earthsongs, 1989), p. 218.

" Ibid.



Merati thinks the legend may have been based on the words of a spurious sermon, given

as no. 92 in an edition of the works of St. Ambrose (Paris, 1549), De Augustini Baptismo:

“In quo una vobiscum cum divino instinctu Hymnum cantavimus de Christi fide.” It may

be added that the Maurists omitted the 7e Deum from their edition of St. Ambrose; that

Batiffol ("Hist. Du Brev. Romain", Paris, 1893, p. 98; authorized and corrected tr.,

London, 1898, p. 110) writes: “No one thinks now of attributing this cento either to St.

Ambrose or to St. Augustine”; that Father Burton, in his Life of St. Augustine, An

Historical Study (Dublin, 3rd ed., 1897) does not even mention the legend about the dual

authorship and the baptism of St. Augustine; and finally that Portalie remarks: “The

tradition maintaining that the Te Deum was sung on that occasion by the bishop and the
neophyte alternately is groundless.”"
The Te Deum is also written in rhythmical prose. This is contrary to the Ambrosian style of
writing which was free from strict rule and system.

The Bishop of Nicet, Nicetas of Remesiana, is a very strong candidate for being the
original author of this hymn as there is a lot of circumstantial evidence to back these claims. Ten
early Irish manuscripts reference the author of the 7e Deum “whom scholars (Morin, Burn) have
identified with Nicetas (d. after 414), bishop and noted writer from Remesiana (now Bela
Palanka, near Nish, Yugoslavia).”'® They also point out that an island nation such as Ireland
would be able to easily keep a tradition such as this hymn since the fifth century; Nicetas’s
literary activity matches the possible time period of its composition; colleagues of his, St.
Paulinus of Nola, praises his poetic and hymnodal gifts; Gennadius and Cassiodorus commends
his simple, yet concise writing, both of which reflect the noble themes of the Te Deum; and
finally, “the authorship of the treatises De psalmodiae bono and De vigiliis servorum Dei was
formerly ascribed to Nicetas of Trier, but is now attributed with greatest probability to Nicetas of

Remesiana. Their ‘internal evidence proves that Nicetas felt the need of such a hymn as the Te

Deum, and, so to speak, lived in the same sphere of religious thought.””'” “Parallel passages

'> Henry Hugh, The Catholic Encyclopedia [Web site], “Te Deum” (21 Mar 2011), Site

address: http://www.newadvent.org/cathen/14468c.htm.

1 Jeffers, Translations and Annotations of Choral Repertoire, p. 218.
' Hugh Henry, The Catholic Encyclopedia [Web site], “Te Deum” (21 Mar 2011), Site

address: http://www.newadvent.org/cathen/14468c.htm.
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from his writings, although offering no direct quotation, exhibit similarity of thought and diction
(H.T. Henry).” '

St. Cyprian is also cited as a possible author by researchers (Cagin, P. Wagner, Agaesse,
Koestlin, Blume)'® who have questioned St. Nicetas’s authorship based on the following passage
that comes from St. Cyprian’s de Mortalite (c. 252):

1llic apostolorum gloriosus chorus, illic prophetarum exultantium numerus, illic

martyrum innumerablilis populus ob certaminis et passionis gloriam et victoriam
: g S 20

coronatus, triumphantes virgins...remunerati misericordes.

According to Jeffers, this previous passage closely parallels the verses 7-9 of the Te Deum’’:

Verses 7-9:  Te gloridsus Apostolorum chorus,

te Prophetarum laudabilis nimerus,

te Martyrum candidatus ldudat exércitus.
Verse 21: Aetérna fac cum sanctis tuis

in gléria numerari

Given that perhaps the "remunerati" of St. Cyprian and the "numerari" of the oldest texts
of the Te Deum are a mere coincidence, how does one explain the rest of the similarities?
This brings forth the interesting question of which came first, St. Cyprian’s writings or
the Te Deum? An existing text, as well known as de Mortalite, could easily influence
another writer, and furthermore, if Nicetas was the original author he would definitely be
at liberty to borrow from his own texts. The similarities end when the author of the 7Te
Deum chose not to continue with a reference to St. Cyprians “virgins” and stops with
“Martyrum.” “Additional argument for a very early origin of at least the first ten verses
of the hymn is found in comparisons between these and the texts and melody of the
Prefaces, in the structure of the Gloria in excelsis, in the rhythmic and melodic character

of the Te Deum, in the Greek translations.”*

** Ibid.

" Ibid.

20 Jeffers, Translations and Annotations of Choral Repertoire, p. 218.

*! bid.

*2 Hugh Henry, The Catholic Encyclopedia [Web site], “Te Deum” (21 Mar 2011), Site

address: http://www.newadvent.org/cathen/14468c.htm.
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St. Hilary of Poitier is another suspected author of this hymn, but the Te Deum is in
rhythmical prose, and like St. Ambrose, this text is not in the classical meters of the hymns
known to be written by her.

These arguments can be summarized into a number of observations about the origins of
this chant. The first observation being that if the Te Deum was composed around the beginning
of the fifth century it would be a “unique exception to the hymnology of that time, which was all
fashioned in the regular strophic and metric manner introduced and popularized by St.
Ambrose.”” The second observation is that, as noted above, the first ten verses offer (verses 7-
9) the parallelism with the words of St. Cyprian from the year c. 252.”** The Bishop, Nicetas of
Remesiana, is a suspected author as well as St. Hilary. Scholarly work exists to prove many of
these claims, but as the case is with all them, just as strong evidence exists to refute this evidence

and “recent scholarship has rejected all of these ascriptions as inconclusive.”

We may never
know true origins of this hymn. The text and melody may offer further insights into its

composition.

The Uses of the Te Deum

To first understand the use of the Te Deum, we must first discuss the Catholic liturgy, or
Mass, and the Divine Office®®. Catholics celebrate the Mass so that they can come together and
celebrate the Eucharist of the Lord through an enactment of The Last Supper. Music is very
much linked to this ceremony and has been since the time when Christianity first spread from
Jerusalem, where the Church was founded by Jesus Christ, and from Antioch, where the

disciples of Jesus were first referred to as Christians. The Mass is a radical departure from the

% Hugh Henry, The Catholic Encyclopedia [Web site], “Te Deum” (21 Mar 2011), Site
address: http://www.newadvent.org/cathen/14468c.htm.
* Ibid.

2 Jeffers, Translations and Annotations of Choral Repertoire, p. 218.
2% Fernand Cabrol, The Catholic Encyclopedia [Web site], “Divine Office” (21 Mar
2011), Site address: http://www.newadvent.org/cathen/11219a.htm, the Liturgy of the

Hours
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sacrificial practices of Judaism, however, it still follows a great deal of their practices and
routines that are reflected in the structure of the Catholic Mass.

In Judaism, the structure of their worship is that “the morning Synagogue worship on the
Sabbath is made up of Scripture readings, chants, Scriptural commentaries, and prayers.” >’ The
Mass originates from this model with the only exception being that Catholics celebrate the Mass
on Sunday to commemorate the Resurrection instead of on Saturday (the Jewish Sabbath). Much
of this transferred into the structure of the Catholic Mass (as much follows the order of reading,
chant, prayer) and the order of the Divine Office.

The Divine Office is a collection of prayers that mark the different moments of the day,
“resulting in nothing less than the sanctification of time.”*® This daily cycle reflects its Jewish
heritage.”’ Christianity as a whole was affected by this practice, but it is from monasticism that a
more elaborate cycle evolved. The Rule of St. Benedict’® (ca. 530) greatly influenced the
cyclical organization of the hours.

There are two major celebrations in the daily structure: Lauds in the morning and Vespers
in the evening; daybreak is anticipated shortly after midnight by the long service of Vigils
(Matins), in which readings (from the Bible, the Fathers of the Church, and the lives of
the saints) have pride of place. As the day goes on, the community reassembles for the
‘Little Hours:” Prime (not one of the original hours) in the early morning, Terce at about
ten, Sext at the end of the morning, None at the beginning of the afternoon, and Compline
just before bedtime.*’

The Divine Office was a way to order the prayers throughout the day and this sequence is

represented in the following chart: *

*" Saulnier, Gregorian Chant, p. 20.

> bid.

% Ibid, n. 28, p. 136, (Acts 3:1) depicts both Peter and John going to the temple to pray at
the ninth hour.

3% George Cyprian Alston, The Catholic Encyclopedia [Web site], “The Rule of St.
Benedict” (21 Mar 2011), Site address: http://www.newadvent.org/cathen/02436a.htm, a

Rule is a book of precepts for monks to follow.

3! Saulnier, Gregorian Chant, p. 21.

32 Ibid, p. 26.

13



Table 2.1 The Divine Office

VESPERS &

MASS LAUDS MATINS LITTLE HOURS
Introit + Psalm V. Deus in V. Domine labia V. Deus in
Kyrie adiutorium mea adiutorium
Gloria
Collect Invitatory Hymn Hymn
Antiphons & Antiphons & Antiphons &
Psalms Psalms Psalms
READING
Lessons Short Lesson Long Lessons Short Lesson
CHANT
Gradual Short Responsory  Great Responsory
Chant Hymn Te Deum Versicle
Tract Versicle & Its Verses
Alleluia
[Gospel Gospel Canticle Gospel]
PRAYER
General Litany Short Litany Short Litany
Intercessions Pater Pater Pater
Prayer Collect Collect Collect
Offeratory
Canon-Sanctus
Pater
Agnus Dei
Communion + Ps.
Ite missa est Benedicamus Benedicamus Benedicamus
Domino Domino Domino

The repertoire of the hours consisted of mainly readings from the Holy Scripture
accompanied by sung psalms. Many enjoyed the psalms because they were equivalent to a
“musical homily” or a “musical patrology,” a lovely marriage of lyrical songs with Divine texts
that taught the same message in an interesting way. “St. Benedict also allows for poetic,
nonscriptural texts (hymns) and other ecclesiastical writings (litanies, special blessings, and
collects) to be included.” St. Benedict states his opinions on the Divine Office and that it was
above all a service of praise: “Let us therefore, during these moments, offer up our praise to our

Creator...and let us rise again in the night to praise him...”**

3 Ibid, p. 21.
3* 1bid.
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“The Te Deum has been sung since the 6 century at the end of Matins on

Sundays and feast days.”

The general rubrics*® (titulus XXXI) of the Roman Breviary®’ direct the recitation
of the Te Deum at the end of Matins on all feasts throughout the year, for both
feasts with nine®® or three lessons®”, and throughout their octaves (for example,
it should be said on the feast of the Holy Innocents, but not on the feast itself
unless this should fall on Sunday and on all ferial*' days during Eastertide*

3 Jeffers, Translations and Annotations of Choral Repertoire, p. 220.
3% Fernand Cabrol, The Catholic Encyclopedia [Web site], “Rubrics” (21 Mar 2011), Site

address: http://www.newadvent.org/cathen/13216a.htm, rubrics are used in liturgical

collections to distinguish from the formulae of the prayers the instructions and indications
which should regulate their recitation.
37 Fernand Cabrol, The Catholic Encyclopedia [Web site], “Breviary” (21 Mar 2011),

Site address: http://www.newadvent.org/cathen/02768b.htm, a Breviary is an evolution of

the book, or set of books containing the texts and rubrics for the canonical hours.
3% Frederick Holweck, The Catholic Encyclopedia [Web site], “Ecclesiastical Feasts” (21
Mar 2011), Site address: http://www.newadvent.org/cathen/06021b.htm, the semidouble

feast days have two Vespers, nine lessons in Matins, and ends with the Compline.
3% Adrian Fortescue, The Catholic Encyclopedia [Web site], “Lessons in the Liturgy” (21

Mar 2011), Site address: http://www.newadvent.org/cathen/09193a.htm, a lesson is a

reading from the Bible. Three lessons are used on simple feast days along with the
psalms of Matins from the ferial office.
* Fernand Cabrol, The Catholic Encyclopedia [Web site], “Octave” (21 Mar 2011), Site

address: http://www.newadvent.org/cathen/11204a.htm, an octave is a period of eight

days, often observed liturgically.
* Francis Mershman, The Catholic Encyclopedia [Web site], “Feria” (21 Mar 2011), Site

address: http://www.newadvent.org/cathen/06043a.htm, ferial days are those in which no

feast is celebrated, and is covers every day but Sunday.
42 Adrian Fortescue, The Catholic Encyclopedia [Web site], “Gradual” (21 Mar 2011),

Site address: http://www.newadvent.org/cathen/06715a.htm, namely from Low Sunday to

Ascension Day.
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except Rogation43 Monday). It is said during the “liturgical seasons of Advent
and Septuagesima® to Palm Sunday...This rule is followed except on Christmas
Day when the prayer and the Mass of the Nativity follows it.*’
In general, the Te Deum follows the same rubric as the Gloria of the Mass.*® The Te
Deum takes the place of the last responsory that precedes Lauds®’ (which immediately
follows), and is said immediately after the last lesson, and therefore replaces the third or
ninth responsory™® (depending on the number of lessons for the particular day). On days
when it is not said, its place is occupied by that last responsory.
In addition to these rubrics, two different versions of the chant melody exist in the Liber

usualis (tonus solemnis and a tonus simplex) and Graduale Romanum (tonus solemnis and juxta

*# Francis Mershman, The Catholic Encyclopedia [Web site], “Rogation Days” (21 Mar
2011), Site address: http://www.newadvent.org/cathen/13110b.htm, days of prayer, and

formerly also of fasting, instituted by the Church to appease God’s anger with man’s
transgressions, to ask for protection from calamities, and to obtain a good and bountiful
harvest.

* Francis Mershman, The Catholic Encyclopedia [Web site], “Septuagesima” (21 Mar
2011), Site address: http://www.newadvent.org/cathen/13721b.htm, the ninth Sunday

before Easter, the third before Lent known among the Greeks as “Sunday of the
Prodigal.”

¥ Jeffers, Translations and Annotations of Choral Repertoire, p. 218.

* Henry Hugh, The Catholic Encyclopedia [Web site], “Te Deum” (21 Mar 2011), Site
address: http://www.newadvent.org/cathen/14468c.htm.

*" Fernand Cabrol, The Catholic Encyclopedia [Web site], “Lauds” (21 Mar 2011), Site

address: http://www.newadvent.org/cathen/09038a.htm, one of the two principal hours,

previously known as Matins, now as the Morning Prayer.

* George Cyprian Alston, The Catholic Encyclopedia [Web site], “Responsorium” (21

Mar 2011), Site address: http://www.newadvent.org/cathen/12787a.htm, series of verses
and responses, usually taken from Holy Scripture and varying according to the feast or

s€ason.
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morem). The versions in the Graduale Romanum are the official version endorsed by the
Vatican.

The Liber usualis is not an official Vatican liturgical book, but was nevertheless widely

used before the Second Vatican Council. It was frequently reprinted and also appeared in

editions with introduction and rubrics in English or French. Although the book became a

standard teaching aid in university music departments and in seminaries, its usefulness as

a source book for medieval chant is severely limited by the fact that it provides little

information about the period and provenance of the chants it contains.”

The solemn tone is reserved for the most Holy of the feast days, and then the others are
sung for the remaining days. In the rubrics of the Liber Usualis, the days for which the solemn
tone of a chant is used are those which classify as a feast of the ranking I on a I to III scale. The
class system is used to identify how important a particular feast day or office is with I being the
highest and III being the lowest. The general rubrics include directions for all Sundays (which
can either be I or II), Ferias (rank I, II, or III), Vigils5 0 (I, II, or III), Feasts (1, I1, or III), and
Octaves (I and IT).”" A class I feast will take precedence when being celebrated during a class 11
celebration (for example, Easter will take precedence over normal Sunday practices). Christmas
and its celebrations are of class II, while Easter and Pentecost are class I, therefore, the singing of
the tonus solemnis setting of the Te Deum would occur during such periods as Eastertide.

Additional uses include those where the Te Deum has been used as a hymn of praise for
such occasions as consecrations, ordinations (Haydn’s settings were used at royal celebrations),

following military victories (such as Kodaly’s setting composed for the liberation of Budapest

from 250 years of rule by the Turks), feast days (such as Easter, Christmas, and Whit Sunday?),

* Oxford Music Online [Web site], “Liber Usualis” (21 March 2011), Site address:

www.oxfordmusiconline.com.

%0 Liber Usualis (Belgium: Desclee Company, 1961), p. Liv, a liturgical day that precedes
a feast and is a prepatory for it.

I bid, p. L — Lv.

>2 Frederick Holweck, The Catholic Encyclopedia [Web site], “Pentecost (Whitsunday)”
(21 Mar 2011), Site address: http://www.newadvent.org/cathen/15614b.htm, Whit

Sunday is an earlier term for Pentecost Sunday. This celebrates Jesus’ disciples receiving

gifts of the Holy Spirit in the form of tongues to preach his gospel of peace.
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and at the close of some medieval mystery plays.”> These events usually take place before or
after the Mass or Divine Office, or as a separate religious ceremony since they are not a part of
the liturgy. When this is the occasion and it is not a part of the ceremony, the celebrant who
intones the hymn should follow these criterion when deciding what colour their vestments should
be in accordance to the day: black (not unless these are the prescribed colours of the day), green
(which is reserved for solemn occasions), red (not usually allowed unless its Pentecost), violet
(forbidden in joyous celebrations), and white and/or gold (the most suitable colours for jubilant
celebrations). “The choir and congregation sing the hymn standing, even when the Blessed
Sacrament is exposed, but kneel during the verse ‘Te ergo quaesumus’ (‘Therefore, we beseech
you’). At the end the versicles ‘Benedicamus Patrem’ etc. are added, followed by the single

prayer ‘Deus cujus misericordiae.””**

The Text of the Te Deum

The Te Deum literally translates to “Thee God” and (Te Deum Laudamus, for
which it was previously named means “Thee God we praise”). The text of the Te Deum
is broken up into three sections. This tripartite division is fitting considering the
significance of the number three and its relation to the Holy Trinity. The 29 verses of the
text of the Te Deum are divided as follows: section 1 (verses 1-13), section 2 (verses 14-
21), and section 3 (verses 22-29). These sections are thought to have been composed at
different times with the final two sections being later additions. Please refer to Appendix
A for the complete Latin text.

The first section is comprised of an opening 10 verses “(a hymn of praise to God
the Father which contains, in verses 5 and 6, the Tersanctus of the Mass), and the
concluding Trinitarian doxology in verses 11 to 13 (thought to be a later addition).””

The first four lines of text describe the voices of those offering up this hymn of praise to

God the Father.

>3 Jeffers, Translations and Annotations of Choral Repertoire, p. 220.

> Henry Hugh, The Catholic Encyclopedia [Web site], “Te Deum” (21 Mar 2011), Site
address: http://www.newadvent.org/cathen/14468c.htm.

> Ibid.
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Verse Latin

1) We praise thee, O God: Te Deum Laudamus:
we acknowledge thee to be the Lord te Dominum confitemur.
2) All the earth doth worship thee, Te aeternum Patrem
the Father everlasting. Omnis terra veneratur.
3) To thee all Angels, Tibi omnes Angeli,
the Heavens, and all the Powers, tibi Caeli et universae Potestates,
4) the Cherubim and Seraphim tibi Cherubim et Seraphim
proclaim without ceasing: incessabili voce proclamant:

Verses five and six contain the Sanctus of the Mass in praise of God with a reaffirmation

of the previous voices.

5) Holy, Holy, Holy, Sanctus: Sanctus: Sanctus:
Lord God of Hosts! Dominus Deus Sabaoth

6) The heavens and the earth are full Pleni sunt coeli et terra
of the majesty of thy glory. majestatis gloriae tuae.

Verses seven through nine were previously discussed with regards to their possible origin
in relation to St. Cyprian and depict a wonderful progression of praise for the Patrem
immensae majestatis (the “Father of immense majesty”) with a gathering number of
Christians (from the 12 Apostles, to the company of the Saints, and then to the army of
Martyrs)® being led by “Yahweh,” Dominus Deus Sabaoth (God of the Sabbath),
supreme ruler and almighty commander as depicted in Samuel 17:45. The speaker of this
section is the congregation of lay people, Apostles, Prophets, and Martyrs as reflected in

the following statements:

7) The glorious chorus of the Apostles, Te gloriosus Apostulorum chorus,
8) the admirable company of the Prophets, te Prophetarum laudabilis numerus,
9) the white-robed army of Martyrs praises thee.  Te Martyrum candidatus laudat exercitus.

Verse ten clarifies that the Catholic Church is a universal one, just as the definition of

Catholic suggests.

10) Throughout the whole world Te per orbem terrarum
the holy Church gives praise to thee, sancta confitetur Ecclesia:

Together, these lines of text form an ancient hymn to God the Father, the Son, and the

Holy Spirit.
11) the Father of infinite majesty; Patrem immensae majestatis:
12) they praise your admirable, true, and only Son; Venerandum tuum verum, et unicum Filium:
13) and also the Holy Spirit, our Advocate. Sanctum quoque Paraclitum Spiritum
> Ibid.

19



Within the first 10 verses, parallel construction is the rule: “Te Deum laudamus,
Te Deum confitemur (verse 1),” where Deum and Dominum refer to the same person and
affirm the other.

The second section, “which was added in the 4™ century, is Christological, a
hymn in praise of Christ the Redeemer, the eternal Son, the coming Judge, which ends
with the petition of the faithful; that they be numbered cum sanctis tuis. [Verses 22 and
23 (from Psalm 28:9, verbatim) are sometimes grouped with the petition of verses 20 and
21, and sometimes cited as the beginning of the following section which is based on

9957

passages from the psalms.]””" Verses 14 and 15 contain the description of Christ.

14) You are the King of glory, O Christ. Tu Rex gloriae, Christe.
15) You are the eternal Son of the Father. Tu Patris sempiternus es Filius.

Verse 16 describes how God would become human, like us, and not despise the Virgin’s

womb.

16) To deliver us, you became human, Tu ad liberandum suscepturus hominem,
and did not disdain the Virgin’s womb. Non horruisti Virginis uterum.

Verse 17 describes the events of the crucifixion, dying for sins, and the resurrection,

rising so that he may restore our life in the afterlife.

17) Having blunted the sting of death, You Tu devicto mortis aculeo,
opened the kingdom of heaven to all believers. Aperuisti credentibus regna coelorum.

Verse 18 is the result of his resurrection.

18) You sit at the right hand of God, Tu ad dexteram Dei sedes,
in the glory of the Father. In Gloria Patris.

Verse 19 speaks of the future and the ends of days.

19) You are believed to be the Judge Judex crederis esse venturus.
who will come.

Verses 20 and 21 are a part of series of petitions that begin the next cohesive section of
text. These are typically grouped with the second division of the text, but sometimes
naturally go together better with the beginning of the third section and the remaining
prayers of the faithful. These verses contain prayers for God to come for us in the

afterlife so that we may join him in paradise with his numerous saints.

7 Ibid.
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20) Therefore, we beseech you,
come to the aid of your servants, whom

Te ergo quaesumus,
tuis famulis subveni,

you have redeemed by your precious blood. Quos pretioso sanguine redemisti.
21) Make them to be numbered with thy saints Aeterna fac cum sanctis tuis
in glory everlasting. in gloria numerari.

The third and final section, from verse 22-29, is almost entirely derived from the
book of psalms with petitions of the faithful, how they intend to pray, and a final
supplication. Verses 22 and 23 (almost directly taken from Psalm 28:9) contain more

petitions.

22) Save your people, O Lord,
and bless your inheritance.

23) Govern them, and extol them
from now into eternity.

Salvum fac populum tuum, Domine,
et benedic haereditati tuae.

Et rege eos, et extolle illos

usque in aeternum.

Verse 24 and 25 not only include how often these people intend to pray, but also how this

prayer will be said at the close of the night office of Matins each morning, just before

Lauds, at the beginning of the day. In addition, verse 26 is a plea that this day, which we

have begun in praise of his name, will help keep us from sin.

24) Day by day, we bless thee;

25) and we praise your name for ever,

yea, for ever and ever.

26) Vouchsafe, O Lord, to keep us this day

without sin.

Per singulos dies, benedicimus te;

et laudamus nomen tuum in saeculum,
et in saeculum saeculi.

Dignare, Domine, die isto

sine peccato nos custodire.

Verses 27-29 are the final supplications that the Lord have mercy on us and that I never

be confounded.

27) Have mercy upon us, O Lord,
have mercy upon us.

28) Let thy mercy be upon us, O Lord,

as we have trusted in thee.
29) In thee, O Lord, I have trusted,
let me never be confounded.

Miserere nostri, Domine,

miserere nostri.

Fiat misericordia tua, Domine, super nos,
quemadmodum speravimus in te.

In te Domine, speravi:

Non confundar in acternum.



Summary of textual divisions of the “Te Deum”
“The following outline summarizes the above discussion:
I
verses 1-10:  an ancient hymn to God the Father
verses 5-6: the Tersanctus’® of the Mass
verses 7-9: from St. Cyprian’s de Mortalite (A.D. 252)

verses 11-13: a later appended Trinitarian doxology

II
Verses 14-21: Christological hymn (added in the 4™ century)

11
Verses 22-29: a series of petitions taken from passages in the psalms (Psalms

279, 114:2, 122:3, 33:22, and 20:2 [Vulgate])”59

The Melody of the Te Deum

“There is practically but one plain-chant melody for the hymn, varying greatly,
however, in different manuscripts. The official and typical melody is now given in the
Vatican Gradual (1908) in its Appendix (pro gratiarum actione) in two forms, the tonus
solemnis (in which every verse begins with preparatory or intoning notes) and juxta
morem romanum (in which the verse begins ex abrupto).”®® In this study, we will
examine the music within the Liber Usualis and the Graduale Romanum.

The tonus simplex varies mostly in reciting tones and ornamentation, hence the

name simple. The reciting tones are A and C in this example. The mode shifts as well in

>% This is also known as the Trisagion (in Greek as “Thrice Holy™), or as the “Triple
Sanctus.”

> Henry Hugh, The Catholic Encyclopedia [Web site], “Te Deum” (21 Mar 2011), Site
address: http://www.newadvent.org/cathen/14468c.htm.

“ Ibid.
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the same place as in the tonus solemnis. The juxta morem romanum begins each phrase
differently and is very disjunct.

The Te Deum is a Phrygian tune sung in the third mode. This is an authentic
mode in which the final of the Te Deum is E and the reciting tone is A. Interestingly, the
F (the semitone above the final) is often avoided and saved for the most expressive of
moments within the text. This is a minor mode due to the tonic triad being a minor one.
The first two sections of the chant remain in the third mode while the third section of the
text ventures into the fourth mode. The difference is that it switches from the authentic to
the plagal modes but still has E as its final.®" This is further suggested by the persistent
use of the ascending notes E-G-A-B-C and the expansion of the range in the second and
third sections. This is made possible by the avoidance of the semitone on F which creates
variety and interest within this very long psalm. The two modes of this piece can be
described as sounding mystic (mode three) and harmonious (mode four). These
inconsistencies in a tonal center exist because such early composers were not following
the rules that we would consider today when establishing and keeping a tonality. The
tonality switches from verse 21 to 23, and the chant melody shifts down a third, but the
final cadence still stops on an E. This helps to enhance the feeling of the humble and
lowly message of these petitions. The chant returns to the previous model in verse 24
and remains there until the last verse when the melody shifts back down. A copy of the
solemnis tonus and juxta morem from the Graduale Romanum are included in Appendix
A.

The text is organized based on the phrase structure and melody of the hymn. The
final cadence for each phrase from verses 1-13 are on a G. The final cadence for the
remaining verses from 14-29 is on E. The chant primarily uses stepwise motion except
when avoiding the semitone. The first time the F is introduced is in verse 21 that also
sometimes marked the beginning of the third textual division.

The chant is structured so that the verses are broken down into an antecedent
phrase followed by its consequent (the two are designated by the bar line). Subsequent

phrases begin similarly. This would indeed help the monks remember the melody of the

%! Saulnier, Gregorian Chant, p. 105.
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chant better when these chants were passed down orally. The following image shows the
psalm tune intonation.

Figure 2.1 Te Deum intonation from the Graduale Romanum

Pro Gratiarum Actione.

Hymnus. III, (Tonus solemnis).

PP A 1
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There is also an arch to the structure of this psalm with the highest notes landing
on the action verbs of the text, “praise” and “acknowledge.” This is a very common
technique to expect in chant and the textual accent, or the text that is the most important,
is often located at its apex. This is meant to reflect the natural inflections of the human

speaking voice and that we tend to raise our voices in pitch to emphasize certain points.

The other uses of the Te Deum

The purpose of this study is see how a similar text can influence different
composers over an extended period of time, show trends in its handling, and examine
musical ideas to which the text was set. Throughout history, this text has evolved from
its chant form into polyphonic settings that became secular concert works.

“The earliest known setting of a part of the Te Deum is in the Musica enchiriadis

(c880 or earlier), where the verse ‘Tu Patris sempiternus es filius’ is used to illustrate

various kinds of parallel organum.”®*

A new tradition of festive settings was inaugurated in the Baroque era with the
large-scale works of Benevoli, Lully, C.H. Graun and others, and continued in the
later 18th century with the settings by Giuseppe Sarti, Michael Haydn (who wrote
six) and the two by Joseph Haydn. Joseph Haydn’s second work is a remarkably
fine piece from 1800 or shortly before, the first of a number of striking
compositions of the 19th and 20th centuries. These include works by Berlioz
(written for the Paris Exhibition, 1855), Bruckner (1885), Dvotak (1896), Verdi
(1898, Paris) and Kodaly (1936, written to celebrate the 250th anniversary of the
relief of Buda from Turkish occupation).

62 John Caldwell, Grove Music Online [Web site], “Te Deum,” (09 April 2011), Site
address: http://www.oxfordmusiconline.com.

24



After the Reformation, settings of the Te Deum in English occupied a regular
place in the Anglican Service; there is a modified version of its melody in
Merbecke’s Booke of Common Praier Noted (1550). Luther’s version, Herr Gott
dich loben wir, also based on the Gregorian melody, gave rise to such widely
diverse settings as the six by Michael Praetorius, the organ settings of Scheidt
(Tabulatur-Buch, 1650), Buxtehude and J.S. Bach, and Bach’s four-part chorale
version in the edition of C.P.E. Bach.

The tradition of festal settings in English begins with Purcell’s of 1694 (for St.
Cecilia’s Day, with Jubilate) and continues with those of G.F. Handel (“Utrecht,”
1713, and “Dettingen,” 1743), Sullivan (1900), Parry (1911), Stanford (Bb, 1898)
and Walton (1953). Parry and Stanford also wrote Latin works (1898, 1900) and
Parry revised his Latin setting to English words for performance in 1913.
Walton’s piece, a distinguished contribution to the genre, was written for the
coronation of Queen Elizabeth I1.%°

%3 Ibid.
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CHAPTER 3 - Te Deum settings by Haydn and Dvorak

Unit I. “Te Deum” by Antonin Dvorak

Dvoték along with Smetana, Fibich, and Janacek are regarded as the great nationalist

Czech composers of the 19" century. Though he was “long neglected and dismissed by the

German speaking musical world as a naive Czech musician, he is now considered by both Czech

and international musicologists as Smetana’s true heir. He earned worldwide admiration and

prestige for 19"™-century Czech music with his symphonies, chamber music, oratorios, songs and,

to a lesser extent, his operas.

2964

Dvoték was a true musician who seemed to draw directly from the extremely rich
treasure of Czech folk music. Everything that he wrote was beautiful in sound and
perfect in form. In all spheres of his art he achieved eminence. As a composer of opera,
to be sure, he succeeded only in his native land, which gives him place beside Smetana
and joins him with Smetana and Fibich in a classical triad. His lyric power is remarkable,
the religious fervour of his sacred works overwhelming, the mystic zeal of the Armida at
the end of his life astonishing.®’

Quite extraordinary was his receptiveness towards American music, including the latent
music of the landscape and of American life. The large biography in four volumes,
which Otakar Sourek dedicated to Dvotak, closes in its German (abridged version) with
the words: “Compared with the inventor, Smetana, who was transfigured as it were by
sorrow, Dvoték is a discoverer acting on natural impulses, the darling of life and of an
appreciative favourite good fortune. For this reason tragic suspense is rather unknown to
him. And yet he knows none-the-less sub-consciously what fate is. He develops the
greatest coolness and collectedness. He is not naive-as is often assumed-rather artless,
but above all, an elemental force.”®

Dvoték’s musical style was eclectic. His earliest works reflect the influence of
Beethoven and Schubert, then Wagner, culminating in the Classicism of Brahms. After
mastering his art, he proved himself to be a composer of great versatility and fecundity.

64 Klaus Dége, “Dvorak, Antonin (Leopold),” The New Grove Dictionary of Music and
Musicians, vol. 4 (London: Macmillan publishers Limited, 2001), p. 777.

% Ibid.

% Ibid, p. 610.
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A diligent and meticulous craftsman, he brought to his finest works a seemingly
inexhaustible and spontaneous melodic invention, rhythmic variety, judicious
employment of national folk tunes, and contrapuntal and harmonic skill. Many of his last
works have become staples of the repertoire.®’
He remained a great musician unto the end as well as a teacher of youth (his pupils including
Novak, Nedbal and Suk, who became his son-in-law).®® “In his native land he enjoyed the
prestige of a patriarch. He was appointed to the Austrian Upper House and was the first
musician to be so honoured.”® “Czechs celebrated his 60" birthday with special performances of
his music in Prague.””® His death on May 1, 1904 came quite suddenly as he had always

contemplated living to be very old. The funeral on May 5 took the form of a national ceremony

of mourning.”"

Biographical sketch
Antonin Dvotak was born on Sept. 8, 1841 in Nelahozeves (Miihlhausen) in Bohemia
and died in Prague on May 1, 1904. “Dvorak was born into the unsophisticated cultural and
social background of a Czech family.”’* His father was a butcher, innkeeper, and professional
zither player and his mother was an estate steward in Uhy. He was the eldest of eight children.
In 1847, he began violin lessons with the village’s schoolteacher, Kantor Joseph Spitz, and he
progressed so quickly that he soon began participating in the village’s musical activities: playing

with the village band, at church, and in his father’s inn to entertain guests.”” They “performed

67 Nicolas Slonimsky, Laura Kuhn, and Dennis MclIntire, “Dvotak, Antonin (Leopold),”
(New York: Schirmer Books, 2001), p. 965.

68 Paul Stefan, “Antonin Dvoiak,” The International Cyclopedia of Music and Musicians,
(New York: Dodd, Mead & Company, 1985), p. 609.

% Mclntire, “Dvoiak, Antonin (Leopold),” Baker’s Biographical Dictionary of
Musicians, vol. 2, p. 965.

7 Tbid.

n Stefan, “Antonin Dvotak,” p. 609.

2 Dége, “Dvotéak, Antonin (Leopold),” p. 777.

7 Ibid.
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the usual repertory of ceremonial and popular music such as polkas, mazurkas, marches and
waltzes.”"

In 1853, Dvorak’s parents decided to further encourage him to develop his skills so they
sent him to live with relatives in the nearby Zlonice. Here he would continue his studies with the
church choirmaster Joseph Toman and Kantor Antonin Liehmann in violin, piano, organ,
continuo playing, and music theory.” Leihmann would later be an inspiration for a character in
The Jacobin.”® At this time, he also continued German lessons, which were essential to living in
Bohemia due to the warring German nation and superiority of the German style in music. In
Autumn 1856, Dvorak attended a German municipal school in Ceskd Kamenice where he studied
organ and music theory with Franz Hanke.”’

The following autumn, in 1857, his parents permitted him to study at the Organ School in
Prague while attending the Maria Schnee secondary school.”® He studied organ and subjects on
continuo, harmony, modulation, the playing of chorales, counterpoint and fugue, and
improvising with teachers Pietsch and Foerster among others.” “The Organ School trained
chiefly specialists in music, teachers and composers, as the conservatory produced mostly
interpretative artists until the two schools were combined in 1890, when Dvorak himself became
a professor (later the director) of this combined institution” and was awarded an honorary
doctorate.®® During this time, he also played in the Cecilia Society that played many works of
Beethoven, Mendelssohn, Spohr, Schumann, Raff and Wagner. The time he spent in this
orchestra playing music of the masters and borrowing musical scores from a friend, Karel Bendl,
would broaden his knowledge of music.®! Prague was also rich in musical life and Dvorak was

able to observe many composers and famous musicians at work. Dvotak got “a chance to hear

" Ibid.

" Tbid.

76 Stefan, “Antonin Dvotak,” p. 608.

" Doge, “Dvotak, Antonin (Leopold),” p. 777.
8 Ibid, p. 778.

7 Tbid.

80 Stefan, “Antonin Dvoftak,” p. 608.

¥ Doge, “Dvorak, Antonin (Leopold),” p. 778.
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Liszt conducting his own works (March 1858) and to attend concerts at which Hans von Biilow
conducted and Clara Schumann performed (both in March 1859).”% Dvotak graduated in July
1859 from the Prague Organ School, proficient in the organ and as the second best student in his
class.®

Upon graduation, Dvotak continued to work in Prague as a musician from 1859 to 1871
playing in bands and theaters. He joined the dance band of Karel Komzak as a viola player.™
This band provided music for restaurants and balls until the Provisional Theatre® opened up in
November 1862 for which this band played the majority of events.*® Dvorak applied for an
organist position at the church of St. Jindrich, but was denied and he signed on to be a permanent
member of the band. Smetana would become the conductor of this band in 1866 and Dvotédk’s
knowledge of many great French, Italian, and Czech works (including opera) would continue to
flourish under his direction. The band occasionally performed on concerts “given by the
Academic Reading Union and the Artistic Society, or for concerts on Zofin Island.”®’

At the beginning of 1865, Dvordk was composing on the side and began giving piano
lessons to a Prague goldsmith’s two daughters, “Josefina and Anna Cermakova, but he remained
a member of the Provisional Theatre orchestra until the summer of 1871.”* “In these formative
years, the young Dvoiak was crossed in love. Josefina, the object of his adoration, later married
a Count Kaunitz, and Dvotak married her younger sister, Anna, a talented singer.” At this time
he had written gradually larger works including the String Quintet in A minor Op. 1, the song
cycle Cyprise (“Cypresses”), and the opera Alfred. He first used the late classical language of

Beethoven and Mozart as models and then moved into the more romantic languages of

* Ibid.

* bid.

** Ibid.

%5 This was the first Czech theatre in Prague, built on the state’s expense, that came about
due to an increasingly more liberal policy on nationalism in Vienna.

% Doge, “Dvorak, Antonin (Leopold),” p. 778.

*7 bid.

* Ibid.
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Mendelssohn, Schumann, and finally Wagner.* “Wagner was his besetting problem, however,

% Writing music that was similar to Wagner’s presented

and so it remained through all his life.
problems for Dvofak because his music then not only didn’t sound like his own since it sounded
German, but it also was sometimes too difficult for Czech performers as is discussed later.

The early years of Dvotak’s compositional career are from 1871-1882. He began this
decade with an announcement in the Hudebni listy (a journal which informed the musical world
of Prague) that he had begun composing and was working on an opera, Krdl a uhlir (King and
Charcoal Burner, B21).”' The editor, Ludevit Prochézka, was a formal pupil of Smetana’s and
saw so much promise in the this work that be began promoting Dvotak’s music at the song
recitals he organized in Prague.”” Dvorak had numerous works premiered during this time
including the overture to Kral a uhlir (at a concert on Zofin Island on April 14, 1872), but is was
the premiere of his patriotic cantata for male voices, Hymnus: Dedicové bilé hory (“Hymn: the
Heirs of the White Mountain,” B27 premiered on March 9 1873) that established Dvoidak as a
leading composer in Prague.”® Dvotak was encouraged by the success of his cantata to ask the
management of the Provisional Theatre to produce his new opera and they accepted it. This
production would provide him with an income that only needed to be supplemented with his
income from teaching private lessons.

Dvorték then “applied to Svatobor, a Prague association for the support of artists, for a
stipendium to enable him to visit Liszt in Weimar, so that he could seek his advice and study
with him.”* Unfortunately, his application was denied and Dvorak took up a teaching post at
Jan August Stary’s private music school to help improve his financial situation.”®

“A little earlier, in August 1873, rehearsals had begun under Smetana for King and

Charcoal Burner. The opera was clearly influenced by Wagnerian principles of declamation,

* Tbid.

90 Stefan, “Antonin Dvotak,” p. 608.

I Dége, “Dvotéak, Antonin (Leopold),” p. 779.
” Ibid.

* Ibid.

** bid.

* Ibid.
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harmony and orchestral treatment. During rehearsals, it soon appeared that its almost
insuperable demands on soloists, chorus and orchestra were likely to be beyond the capabilities
of the Czech stage. Rehearsals were halted in September 1873 and the opera was taken off the
programme.”96

These events forced him to go back and reevaluate his compositions. He destroyed many
of the works from this era, which he later deemed as his “mad period” (from 1866-1871), and
started anew with his opus numbers.”” He rewrote many works and looked for a new sound. A
second version of King and Charcoal Burner had a very successful performance on November
24, 1874 and had not a single note in common as the original; he called it “national rather than
Wagnerian.””®

The early months of 1874 brought on some welcome changes in his life. Dvorak was
now married, employed at a church, and had received a successful performance of his Third
Symphony (B34) and the scherzo from his Fourth (B41). Dvorak, encouraged by this success,
applied for the Austrian State Stipendium®® with these scores (accompanied by 15 others) in his
portfolio. He won a prize of 400 gulden and further won this grant four more times with
increasing amounts each time.

The 1877 application is particularly important to Dvotéak’s career. This application
included: another set of quartets, the Serenade for strings (B52), the Theme and Variations for
piano (B65), and the Moravské dvojzpevy (“Moravian Duets”, B60 and B62). These scores
attracted the attention of his panel of judges (including Hanslick and Brahms), so much so that a

very excited Brahms wrote the following letter to his Berlin publisher, Fritz Simrock, in 1877:

“As for the state stipendium, for several years I have enjoyed works sent in by Antonin
Dvoték of Prague. This year he has sent works including a volume of 10 duets for two
sopranos and piano, which seem to me very pretty, and a practical proposition for
publishing...Play them through and you will like them as much as [ do. As a publisher,
you will be particularly pleased with their piquancy...Dvotak has written all manner of
things: operas (Czech), symphonies, quartets, piano pieces. In any case, he is a very

% Ibid.
7 Ibid.
%8 Ibid.

% A grant given to artists.
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talented man. Moreover, he is poor! I ask you to think about it! The duets will show
you what [ mean, and could be a ‘good article.””!%

This set up a beautiful chain of events for Dvofak when Simrock accepted these songs for
publication. “His publishers subsequently undertook a third numbering, so that sometimes three
works of Dvotak have, or have had, the same opus number.”'°" An early correspondence
between the two contains the commission for his Slovanské tance (“Slavonic Dances” for piano
four hands, B78, also orchestrated, B83). These along with the three Slavonic Rhapsodies (B86)
for orchestra would help boost his reputation. “On November 15, 1878, when they (Slavonic
Dances) appeared, the critic Louis Ehlert wrote an enthusiastic review in the Berlin National-
Zeitung which —as Ehlert said to Dvorak-led to ‘a positive assault on the sheet music shops,” and
made the previously unknown Czech composer’s name ‘in the course of a day.””'%?

Dvoték’s publishers profited greatly from his songs and his music was finally being
performed internationally in Hamburg, Berlin, Nice, London, New York, Budapest, and
Baltimore. “Early in November 1879 Joseph Joachim’s quartet performed the String Sextet
(B80) in Berlin. Joachim, his wife Amalie, Hans Richter, Hans von Biilow, Jean Becker and
Hanslick were important advocates of Dvorak’s music” and commissioned new works from
him.'” Dvoi4k had become so popular that he was invited to conduct some of his own works for
a concert in Prague in 1878.'%*

Despite his increasing popularity, he was worried that his new works (Dimitrij, the opera,
and his Sixth Symphony) would not gain the international fame of his earlier works due to
increasing political tensions and anti-Czech feelings in the Viennese circles. Richter was
scheduled to perform Dvotédk’s Sixth Symphony at the end of 1880 but the performance was

repeatedly put off due to these political tensions. This prompted Dvotak to write the following

letter in October 1884:

" Dyge, “Dvoiak, Antonin (Leopold),” p. 779.
191 Stefan, “Antonin Dvorak,” p. 608.

12 Dsge, “Dvoiak, Antonin (Leopold),” p. 779.
' Ibid.

% Ibid, p. 780.
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“In the Viennese papers yesterday I read the programme of the Philharmonic concerts in
Vienna...I am glad you have remembered my humble self again, but [ have some
misgivings about the choice of the Slavonic Rhapsody, because Viennese audiences seem
to be prejudiced against a composition with a Slav flavour, so it may not be as successful
as it might in other circumstances. It went very well in London and Berlin, and will do
well elsewhere too, but in the national and political conditions prevailing here I am afraid
it will not be well received.”'*®

Dvoték seemed to have gone through a very tough period here in his life as his heritage
and love for his homeland seemed to hold him back. He had written to his publisher to defend
himself by saying, “I just wanted to tell you that an artist too has a fatherland in which he must
also have a firm faith and which he must love.” He also wrote again trying to compromise by
asking that his works be printed in Czech and German, and his name be printed as “Ant.” which
would suffice in both languages as a neutral version of his name. Unfortunately, this backfired
on him and prompted Jauner and Hanslick to ask him to write German librettos for his works in
order to guarantee their performances.'® This put Dvofék in a hard place as he was being asked

to conform and abandon his heritage.'"’

We can see the hardship felt by Dvoték in this period
because the phrase “Bohu diky” (“Thanks be to God”) is left off of some of manuscripts during
these years (op. 65-67).'%®

The years 1883-1892 marked the time when Dvordk began to gain international fame. In
August 1884, Dvotéak was invited to London by the Philharmonic Society to conduct some of his
works in their upcoming season, and a few months later was asked to conduct a performance of
his Stabat Mater based on his past successful performances there in London.'” His visit was
tremendously well received, was regarded as an “event of ‘red letter’ significance, and feted him

as the ‘musical hero of the hour.””''® These successes led to seven additional visits. England’s

recognition of his abilities proved to be paramount in his ability to prove himself as an

1% Ibid, p. 781.
1% bid.
7 Tbid.
1% bid.
1% Tbid.
"0 bid.
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international composer. This nation was far removed from the quarrels of Germany and Austria
and could offer an impartial judgment.'"!

His international successes enabled him to once again freely set music to texts and
subjects that were very dear to him and not fear the persecution of his art.''? “For English
audiences, Dvotak was able to base his commissioned choral works on Czech subjects (a fairy
tale in The Spectre’s Bride, a legend in St. Ludmilla) without fearing that his work would meet
with prejudice even before it was heard.”'"® He also attracted the attention of the Novello
publishing company, which put him in a better spot to negotiate with Simrock.'"* This would be
especially helpful in a later disagreement on the fee that should be paid to him when Simrock
commissioned a symphony at “exactly a fifth of the sum he paid Brahms for a symphony, and
half what the Czech composer was expecting.”' '

The continued success of Dvotéak's music allowed him to follow his dream and purchase
a small estate in Vysoka''®. Dvotak would spend his summers with his family near the castle of
his brother-in-law, Kaunitz, cut off from the world where he could “enjoy the beauties of God’s
nature.”'"” His compositions included an especially characteristic opera of the Bohemian castle
and village milieu, Jakobin (“The Jacobin™).””* At this time, he also found out that the
University of Cambridge wanted to confer an honorary degree of Doctor of Music upon him (this
eventually took place on June 16, 1891)."'"

At the end of 1889, Dvorak declined an offer to accept a post as a professor of

composition and instrumentation at the Prague Conservatory, but later accepted when asked

" bid.

" Ibid.

' Ibid.

4 Ibid.

5 Ibid, p. 782.

6 A southern Bohemian mining town.

"7 Doge, “Dvoiak, Antonin (Leopold),” p. 782.
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9 Stefan, “Antonin Dvorak,” p. 609.
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again in 1890, and thus began his teaching career. Dvorak took up his post at the conservatory in
January 1891 that is described here:

“He was not a natural teacher; his lectures and his comments on students’ work were too
often determined by his own moods. Nonetheless, according to the students he taught
them well. He aimed to make them think for themselves: he would criticize and discuss
weak passages and errors in their compositions and get them to say what effects they
wanted to achieve, but refrained from providing all the answers, so that they had the
useful experience of working out their own alternatives. Dvotak expected a great deal of
hard work from his students (‘If you cannot do that, then you are no composer,” he said),
as well as originality (‘I have heard something like that before; try again and think about
it...just as we were trying to do’). He also required mastery of the skills of composition
(‘The writing must be clean and distinct; a composer is equally responsible for all the
parts, principal and accompanying parts alike”) and suggested they should be studied in
the works of Mozart, Beethoven, Schubert, Schumann and Wagner. Another of his
demands was an abundance of ideas, for he saw composition as the ability ‘to make a
great deal-a very great deal-out of nothing much.””'%’

This post would prepare him for his upcoming invitation to America.

“In June 1891, Jeannette Thurber (President of the National Conservatory of Music in
America founded in 1855, in New York) had asked Dvotak if he would accept the post of artistic
director and professor of composition at the conservatory from October 1892 at an annual salary
of $15,000 (25 times what he was paid at the Prague Conservatory).” '*' Mrs. Thurber had
dreamt of creating an American national sound and Dvotak was a well-respected nationalistic
composer of whose music had been performed in America since 1879.'** He would also bring
prestige along with his reputation with him to the school. '*> While the salary was very tempting
as he had six children to provide for between the ages of 3 and 13, it would also mean that he
would have to leave his beloved Vysoka, his homeland, and friends behind and uproot his family
to move to different country. Once he had straightened out some of these family issues, he

accepted the position later that summer, signed a contract in December, and was granted a leave

20 Dsge, “Dvoiak, Antonin (Leopold),” p. 782.
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