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INTRODUCTION

This paper's main thrust 1s on the pedagogy of these reciltal
pleces, with a discussion of interpretation and style when pertin-
ent to the individual compositlons. Due to the essential under-
standing of each text toward proper interpretation, strong con-
sideration 1s given to the texts and thelr translations.

The individual composer's background is included where re-
sources allowed, and tc point out developments of the composer
and medlum: oratorio, art song, opera.

In order to -show variety in technigue, accompaniments, style
and flexibilities in interpretation, an attempt has been made at

choosing a well-rounded group of composers and songs.

2!

ach of the five partg forms a single unit, each containing
many musical examples, fer which I thank my husband. Grateful
appreciation goes to Dr. Jean C. Sloop for her help with the trans-
lations. The appendices are intended to aid the reader In under-

standing this paper and the indlividual compositions.
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PART I: Understanding style, approach,

breathlng and rhythm in a Handel oratorio arla

How should a young singer aprroach a Barogue vocal plece?
First of all, 1t 1s essential to know whether a plece 1s from
a large work or is an individual composition. If a plece is
from an opera or an oratorio, then the dramatic context for the
aria can be discovered in the score or Llbretto. Too many times
songs are sung wilthout the performer knowing what the piece is
heping to expresg, causing a mental handicap from the onset.
Secondly, krowing the style of the large work or plece and how
the parvicuxar composer fits hls composition into the pericd
will give an even more comfortable foundation with which to
work, There 1s a definite feeling of security in knowing tan-
gitle factes about otherwise intangible muslc, before the music
is to ne performed.

Beyond the baslce facts, however, there 1s not always a clear-
cut concartion of the proper performance practlce to be found.
rfor example, there 1s no precise definltion for the term oratorio.
Winton Dean defines oratorilo as "a fairly serious work of fairiy
large preportions for voices and instruments."! In other words,
each indlvidual oratorioc has tc be dealt with separately to de-
termine its type and purpose.

The c¢ratorio form developed out of the liturgical music drama
of the 10th-late 13th centurlies. The dramas had a dldactic opur-
pose I1n the church, in order for the pecple to learn the Bible
iessons. They were performed in Latin by the clergy and sprang

from the use of tropes. Many of the performances incorporated

costumes, scenery, and staging, with instrumental accompaniment,

iWinton Dean, Handel's Dramatlc Oratorios and Masgues, Ox-
ford Unlversity Press, New York/Toronto, 195G, p. 3.

h




Mystery and miracle plays replaced listurgical music dramas
in the early lith-15th centurles. Tna2se plays moved out of the
church into the vernacular Lo eventually become the predecessor
to European drama. The subject matter was still sacred: 1) mys-
terles (3ibilcal stories), 2) miracles (lives of the Virgin and
saints), with allegorical characterizaticns for reinforced drama
and an element of charm. These aspects anticipated the birth of
the oratorio form in the late 16th century.<

In 1564, a friend of Palestrina's, St. Philip, established

T

an order of priests called Congrepazione dell'Oratoric. How

much this group actually affected the oratorioc form is unknown.
Thelr purpose was to bring the "idle youth" of the area to the
church through music.3

Cavalieri's composition, La Rappresentazione d4i Arnima e di

Corpo, was the first so-named oratorio. If was perfcrmed in St.
Philip's church in 1600 and has served as a bridge between the
medieval tradition and the opera form. This "sacred copera be-
gan the oratorio lineage., Cavalieri (c. 1550-1602) belonged to
the Florence Camerata, which l1ed opera development by adapting
Greek tragedies to music.®
Carissimi (1605-1674) intenticnally composed Latin oratorios
for their original didactic purpose, using straightforward de-
clamatlon, simpie harmony, instrumentation, and counterpoint.
Credit goes to Carissiml for the use of a historicus (narrator),
though he was strongly influenced by opera. His pupll, Alessan-

dro Scariatti (1660-1625) was more interested in composing opera

or oratorio voigare than oratorio. These oratorio velgare wers

in the vernacular, had unrestricted performance Locations, and

zDean, pp. 4-5.
31pid., p. 6.
6.

Y1vid., p.



choice of using staging or not. The plots were taken from the
Bibie or the lives of the salnts. The performers were cpera
singers and castratl. Scarlatti's style included the balanced
structure of recitativo secco and da capo aria. Stradella (164L-

1682) developed a more advanced style 1in his oratorlo volgare,

with a concerto grosso accompaniment and harmonic and dramatic
skiii.>

Like his predecessors in the oratorio form, Handel (1685-
1759) was more interested in opera, but fcund opera to be imprac-
tical for him, both flnancially and musically. With the oratorilo,
he was able to expand his style and creativity, since he had very
few competitors and was not bound by the strict opera form.

However, Handel did not assoclate himself with ths oratorio
form very smoothly. If 1t had not been for his involvement in
the Burlington and Chandos circies, he may not have written the
two theatrical masques in 1718-1720 for the Duke of Chandos. The

Masques were entitled Acis and Galathea and Haman and HMordecai

(later Esther). These two works were not performed for 12 years,
and then only to save his copyright. When Esther was hurriedly
revived 1n 1732, the Bishop of London demanded that there be no
costumes or action, creating the first oratorio performance Lon-
don had witnessed. The outcome was surprisingly so favorable

that Handel composed the oratorios Deborah and Athalia. These

works were nct performed in London in the near future, causing

Handel to turn back to opera, onliy to encounter more frustration.
By 1738 he had begun oratorio composition again. The years 1738-
1744 were to produce eight of the most monumental of Handel's or-

atorios, inciuding Messiah, Israel in Egypt, Semeie and L'Allegro.6

2Dean, pp. 7-8.
“Ibid., pp. 33-34.



Handel's oratorios have teen classified according to thre=
types: 1) choral opera-~these works are quite similar to opera,
especlally because the plots were from ancient mythology. They
could be considered English operas. They are styled after the
Italian operas of the Viennese court, because of the choral func-
tion, which was to enhance the solos. There are more solc numbers
in the choral operas. 2) choral cantata--there is no staging with
these works and they are based on allegorlecal subjects. Joshua,
the work to be discussed, falls 1in the third category: choral
drama--~the chorus expresses the emotions felt in the drama, while
the s0loists are spokesmen for the peorle. This is why the 0id
Testament was an excellent source for the numerous oratorios of
this type. "Handel's grand manner, his broadly sweeping style,
are pecullarly fitting for these massive choral dramas, so that
subject matter and musical style are in perfect harmony“.7

Joshua (1747) is not considered one of Handel's best orator-
los, though 1t was one of the more popular of the later oratorios,
The plot, which 1s dilscussed in Appendix A, 1s a weak story, es-
peclally taken from the Book of Joshua, which is a "tedious and
bloodthirsty chronicle”.8 Of the oratorioc itself Dean contlnues
to be disappointed:

It 1s unusually short; there 1s no proper overture;
two of the three finales are perfunctory in the ex-
treme; two airs in the libretto were set only 1in re-
citative; there are again many borrowings; and a
great deal of the music, including nearliy all the

recltative, 1s poor and mechanical. It 1s likely
that the subject matter did not interest him.S

(Manfred E. Bukofzer, Music in the Baroque Era, W. W. Norton
and C%" Inc., New York, 1947, p. 336.

Winton Dean, p. 499,

91bid., p. %99,




"Oh Had I Jubal's Lyre" occurs in Act III after Othniel has
conquered the last clty, Deblr. Caleb glves Achsah's hand to Oth-
niel for his reward, and zshe rejolces in this aria. The Doctrine
of Affections of the Baroque Period dictates one emotilon in "Ju-
bal's". The form 1s not da capo, which 1s unusual for this peri-
od, thils composer and this medium.

As we have discussed, the correct style of Baroque perfor-
mance 1s hard to relate to, and is further inhibited because re-
cordings of original performarnces are not available. The melis-
matic passages in "Jubal's" (and most Baroque arias) are written
so that the voice has to flow smoothly, rather like a string play-
er who piays many notes with one bow stroke. These melismas are
part of the style mainly due to the castrati, who were allowed all
sorts of freedom in thelr lines. These men had an incredible
range, wlth more power and stamina than women singers, allowing
for brilllance and agiliity previcusly unheard of. The castratl
Zained such dominance in singing that male singers with normal
ranges were all but forgotten, and in the oratorios, women sing-
ers were not as popular. Because castrati were of a special na-
ture, they were allowed a monopoly on training. Below 1s a mo-
dest example* of an insertion by Farinelli (1709-1782), who was

orne of the most renowned castratl that ever lived.

AR v 4 B A " »
""f"‘ ?l .4 * LA flnf "’_1
2 - f" M Y
ﬂ( = =l == S
Rall.
e " “Hrdr ey
| ‘c-"";‘ > ‘1 r“- > o
1. o7 & il
iz
£ : T .

¥*Robert Donington, The Interprestation of Farly Music, Faber
% Faber, Loendon, 1963, p. 111.




The following example is from "Jubal's"™ (mm. #41-44):

e __=__\:'\

] Y ’ =, 7 =T ”’—‘:
ik il ! L
[ & J& -
.Re-JOi-oo ) ﬂ

P?\\
/]

.

E ”

P,
v S

The above example shows the influence of the castrati, but is
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wriltten to enable a clean and smooth result. The line is long but
1s made up of loglcal patterns of sequence, written-out trills,
and scales. Though Handel did not work with the highest calibre
of singers for hls later oratorio performances, he was undoubtedly
impressed with the abilitles of the castratl and opera singers he
employed 1n the earller years. He was able to shape his singers
to his purpose since they were not of the hlghest calibre.

The other aspect of style that could cause problems with me-
morization is the structure of the plece. Two themes are incor-
porated, wilth variations occurring in the melismatilc passages.

The two plano interludes are different. The first interlude is a
statement of both themes and the second is a statement of the se-
cond theme. Once a plece 1s broken down in this way, the mind can
be more at ease during performance. The two basilc themes are i1l1l-

ustrated below:
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With the general style in mind, one can determine a sensinhle
approach for understanding the style in modern terms. There has
to be a dramatic approéch, but the drama involved is not full of
deep meaning. It must be remembered that this arla has an instiru-
mental background. Therefore, the reason behind the mellisma 1s
mostly musical rather than psychological. However, one can use
the context of the aria, as mentioned earlier, to maintain the
lifted sensation that 1s essential for the proper tone production.
4 person would certainly feel glorious on their engagement day,
and would probably be capable of any feat they cared to try. That
attlitude would allow the confidence needed to spin this aria out
from beginning to end. According to Robert Donington:

The interpretation is so intrinsically vocal that
it cannot be conceived apart from its technlque.
The smooth, deep current of sound never falters,
but 1ts surface 1s a continual ripple of changing
colours, modulations of volume, flexibllity of
tempo. The 1imaginaticon is pure singer's imagl-
nation.l10

The breathing problems can be eased with a healthy approach
to the line: each breath has to be fuil and open in order for the
steady flow of alr to carry the tone. With each breath, one should
1ift the palate to a high level and maintain its height as the alr
spins out. The greatest concentratlon will be on the mellisma which
wlll not have encugh support unless the mind remalns on an even
keel with a calm assoclation to the note patterns used.* Diction

is eclearer and smoother when the air 1s allowed to flow evenly,

resulting in a relaxed posture and tone. Jean-Philllippe Rameau,

1UDonington, pp. 450-451.

*To achieve thils assoclatlion, the use of solfege 1s highly
recommended for determining which notes of the scale are promin-
ent and which serve an ornamental function. The pattern is much
easler to remember after the basic melody is outlined.
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in his Code de Musique Pratique, 1760, explains a healthy approach

to breathing:

Yes, all the perfections of singing, all its diffi-
cultlies, depend solely on the breath which comes
out of the lungs. The larnyx, the wilndpilpe, and
the glottls are not at our dlsposal, we cannot see
their different positions, transformations, to each
sound we wish to give; But we do at least know
that they must not be constricted in these differ-
ences, that they must be left at liberty to follow
thelr natural movement, that we are only masters of
the breath, and that in conseguence it 1s for us to
gover?lit so well, that nothing can disturb the ef-
fect.

Along with breathing, the rhythm 1n Barcque singing can be a
stumbling block. "Jubal's" contains many of the typilcally Baroque
rhythms that were used interchangably, instrumentally and vocally.
Again, the instrumental backgreund has to be realized in order for
the proper execution of the rhythm to take place. The first theme
aiready shown on page five, for example, was first used in the ri-
torneilo section in Handel's F major setting of "Qul habitare fa-

cit", from the psalm Laudate pueri, (e. 1707)*., 1In 1707 he put

the theme in the volce part whille resetting the Psalm in D major.
The violins were then given a syncopated version of the theme in

the ritornellich#.

Solomon ]

GMJ\ T
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Qui habitare faclit sterilem me domo, Qui

+iDonington, p. 453,

#Solomon (1748) contalns the same theme in "Thy Judgement, O
King". It is interesting that Handel would suddenly use a forty-
year~old Italian theme in two consecutive years.

#*¥Dean, p. 505.



The Tirst line for the Joshua composition originally read:
"0 Had I Jubal's sacred lyre". 'The following example shows why
the extra word was dropped. Dean finds that "this 1s one of the
many places in the oratorlos where we can as it were look over

Handel's shoulder and wateh him at work.'l2

A 2y I _Ba D P
i i’ /P ' ul {7
’41}{ z l/ |
P
a‘i ) i— )) #’ ¥ )
0 had I Jubal'sp\Lyre Had I Jubais sacred Lyre
sacred

One of the most difficult interpretative rhythms of this aria
and of the Baroque period are the dotted rhythms. Today, Baroque
notation is at the mercy of the editors, and we are responsible
for recognizing the most acceptable edltion. Below 1s an examplet

of this dotted rhythm in "Jubal's", showing the words:

f /‘Aﬂ‘ o — = —
7 ) s 7 ¢« (R 7 P P -['I

o
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My humble stralns,faintly show,\ much to Heavn & Thee___ I owe
bu How

The tempo usually dictates the length of the dotted note and
ts articulation. The pattern can be legato causing a 1ilting ef-
fect by slurring 1t, or detached by inserting a siight spacs be-
fore the sixteenth note. The 1lilting nature of the aria requires
a legato approach, yet the pattern needs to be precise. The ac-
ceptable interpretation can be produced by pushing out with the
diaphragm on the sixteenth note, while still thinking with a

steady fiow. In this way the rhythm will be precise without re-

#Dean, p. 505.
12pean, p. 505.
+Brown, p. 24.
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sulting in a Jerky or a choppy line.
Performing Baroque music should not be regarded as either im-
possible or simple. It is accessible through careful study of
i1ts style and bvackground. The technique needed for singing what
the castratl left for us is hampered more by our mental approach

than by our physical capabilities.
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PART II: Reallzing technlcal challenges in an 18th century

practice: three "insertion" arilas of Haydn

The use of the "insertion" aria was a common practice during
the Classic period. Joseph Haydn (1732-180¢) composed over a doz-
en of these arias, when an opera called for it., The Esfterhaza
Court of Prince Nicolaus was Haydn's location from 1766-1790, Re-
search shows that 1776 was the year Esterhaza's operatic 1ife be-
gan a regular season. Haydn was essentially an operatic Cappell-
meister after regular seasons had begun, from about February-De-
cember of each year. This naturally interfered with his composi-
tions in all areas. In 1786 the most productions took place,
totalling 125 performances that Haydn conducted from the harpsi-
chord. DBefore 1776 the opera productions were more occasional,
often for one of Prince Nlcolaus's "feste". Haydn was able to
compose the needed operas for about the first 10 years at Ester-
haza. When the demand increased, however, he was obliged to in-
corporate foreign operas, mainly the Itallan opera buffa of An-
fossi, Paisiello or Cimarosa.l

The publication of Arien fir Sopran, where the three arias

to be dlscussed can be found, occured four years after the "Vada
adagio, Signorina" was dlscovered at Donqueschingen Castle in 1957,
further prompted by its success at the Salzburg Festilval, 1959.2
Volume I contains "Quando la rosa" and "Costretta piangere" (Aria
di Dorina), which 1s thought to be from a lost "Commedia" of 1762.
Volume II contains Aria di Errisena, "Chi vive amante’.

OHY viQe amante" was written by Haydn in 1737 for the produc-

tion of Bilanchi's Alessandro nell'Indie. There 1s no copy of the

libretto (by Antonio Kroyss). Haydn reset the aria for his mis-

tress, Lulgla Polcellil, who was cast as Errisena in the July 26

TH. €. R. Landon, Havdn at Esterhaza, Thames & Hudson, London,

1978, p. 39.
2Tpid., p. 649.
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performance. Lulgla is described as a "pretty soubrette" of aver-
age talents, though Haydn wrote at least eight "insertion" arias
exclusively for her. She was first hired for Esterhaza in May
1779, along with her violinist husband. Luigia and her husband
Antonlo were part of the musical family through 1790.3 Aria di
Naninna, "Quando la rosa", was Haydn's first aria for Luigia. It
was inserted into the July 1779 performance of Anfossi's ia Metil-

de Ritrovata. There were only three newly conceived arias (com-

plete "insertion" arilas), of which "Quando" is one.

Haydn's apparent training of Lulgia's voice can be seen in
comparing "Chi vive amante" to "Quando la rosa', The typlcal style
for her arias is "light, ironic, charming". These two arias do not
have a tempo change, as most of them do: Haydn usually started in
s moderate tempo and ended with a quicker, six-eight "parlando"
tempo.” "Quando la rosa" contains one floratura passage, while
"Chi‘vive amante” has three. "Quando" 1s shorter, more to the
peint, with a binary form and codetta. '"Chi vive" 1s in ternary
form, with a coda. Both of these arias have lilting lines that
are indeed "light and charming”. The ironiec side is most inter-
gsting and most demanding‘from a technical standpoint. Whille the
melody is dancing along in "Chi vive", the singer is facing the
harsh reality of having loved and lost. This knowledge will help
to keep the tone from becoming too bright or too young-sounding.
Based on first impressions, it is easy to consider these arilas
simple. The challenge in these arias is deceiving and has to be
handled from a viewpoclnt of conception, rather than appearance.

"Costretta piangere”" 1s obviously from an earlier period,

thought to be from a lost "Commedia". It is in da capo form and

3H., C., R, Landon, pp. 49-50, 415, 648, 684,
41pi4a., pp. U415, 6L9-51,
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is much more ornamented, probably more affected by the castrati
influence of the Barogque periocd. Of the three arias, "Costretta®
has the longest introduction, though they all have iong introduc-
tions. Due to the instrumental treatment involved, Haydn often
added an introductlon and a coda onto hils three-part form of ex-
position, development and recapitulation.

Though "Costretta" has a sad text, as "Chl vive'" does, the
characters are of a different nature. There is no reality in what
Dorina says, which could also be an explanation for the ornaments.
Her intentions are not straightforward, but covered bty her devious-
ness. Dorlna 1s likely to be a few years younger than Errisena,
which might be her excuse for such actlons. Without the opera
gscore, which 1is unavailiable, the actual context of the aria is un-
known. Therefore, the dramatic interpretation of these "insertion"
arias 1s certalniy open for discussion.

The ornaments Haydn used are typical for the style perilod,
but the notatlon can be confusing, if one 1s unsure of the style.

The three examples below demonstrate an crnament from each aria:

Example 1 "Chi wvive amante" mm. 21-24

&=
FEI=CisisE = =

= ‘k" ;‘_ = - -

sempre so sple=ra ne d'al=tro par - la

~y

Example 2 "Quando 1la rosa" Example 3 "Costretta plangere"
mm., 17-19 mm. 52-53
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Example 1 shows two ornaments. On "spira", the notes shculd
be sung in an even four sixteenth-note pattern. The expzcted per-
formance practice for examples like "pvaria”™ is shown above the
word., The suspension was usuaily accented in this way, whether 1t
was shown con the music or not, Example 2 shows a quarter note that
should be transformed into two even =2lghts, as wlth the even six-
teenths before. Example 3 1s part of a ten-measure melisma on "ah".
The ornament should be psarformed without accents by interpreting
each note as a thirtv-second-note.

Ariother area of notation that can affect diction is with the
Italian syllables., Many times there wlll be one note under two
sylliables, such as "mlo" below. In this case it is most helpful
to write in the extra note under the respective syllable. This
will cause agual attentlon to both syllables, cliarifying enuncla-
tion. Alsc, more syllables on a steady line of breath help to

keep the momentum forward, for the most effective tone production.

Exampie 4 "Chi vive amante" Example 5 "Costretta plangere”
mm, 15-16 mm. 10C0=-101
P ——— . T TR VO b
——x .
JG‘I ] _ %
hi vi - vea-man - te nell mlo ramma -ri-co

l'_ffl;lf_-ff g0 L6

Because Italian vowels are straightforward 1n pronunciatioen,
it is the rhythm that affects the diction the most. The first two
notes, as shown 1in example U, can cause a scooving in the vowel,
which would change 1ts c¢olor instead of maintaining its pure sound.
The second measure shows the famlliar dotted elght/sixteenth notes
that tend to be articulated in the throat, tongue or Jaw Instead

of with the breath. The mind simply has to teach these muscles
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to let go and qult working against the breath. The process 1s eas-
ier if the singer realizes the mind has that capability.

The first mellsma, as usual, appears uncomplicated {(ex. €),
I the ascending scale 1s practliced initially, the pattern will
fail into place much more smoothly, keeping in mind the changes of
interval and direction in beat three. Thls type of dissectlon is
a much more fool-proof method than solely depending on yourself to
listen to the planc. In example 7, the first and last notes of
each pattern in the first measure are essential. When these are
singled out, the thirds and fourths will be more true in the final

performance.

Example 6 "Chi vive amante'" mm. 40-L41

Ascending scale
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Example 7 "Chl vive amante" mm. 63-64

Skips
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Learning to work with a solid breath foundation 1s of course
the key to spinning out the fioratura passages. The last fiora-
tura passage in "Chi wvive" 1s most helpful in showing one how to
work with the breath, or collapse (ex. 8). It is very tempting to
use a great percentage of breath on "che di penar". However, these
words have been heard many times at thils polnt. A crescendo should
start after the syllable_"nar", leading up to the "a* ", Then, to
keep the descent from crumbling, one should have enough breath left

to maintalrn a strong flow, rather than letting up as the notes go
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down. In this way, the tone will be more consistent throughout

the scale.

Example § "Chi vive amante" mm. 97-100
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"Quando la rosa" contains a2 challenging melismatlic passage.
The ornaments are light and free. The ascending scaie is 1llke a
sigh. Thls girl, Naninna, 1s very much in iove. There seems fto
be no undercurrent of 1lrony in this piece. From this description,
one might think of a gentle breeze and a pretty young girl. Thils
does not mean, however, that the technical approach can be languld.
This aspect of singing is difficult indeed, but the proper approach

wlll make all the difference in the energy of a plece.

Example 9 "Quando la rosa" mm. 35-39
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In the second measure of example 9, the breath has to move
continually through the notes. Otherwlse, the outcome will be too
heavy on the dotted sixteenths. This would put weight on the flow.
There should be a slight breath after the consecutive "d's" to help
prepare for the ascent and to keep the palate high. The tendency
could te to think of these breaths as regular breaths. The chest
and rilb cage should remain hiéh and expanded. If not, teco much

time will be taken up and the tone production willl look and sound
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over-worked. As mentioned, the ascent 1s 1ike a sigh. Therefore,
there is no need for each note to be over-emphasized. Agaln, if
the mind is in the right place, the notes will appear surprising-
ly easy, without excess work.

When the dramatic action in a piece moves slowly, the singer
needs to realize this and decide how to make a plece interesting
from start to finish. These three Haydn pleces are prime examples
of the pessibility of iost Interest. The best way to bore an au-
dilence is for the singer to lose interest in the piece. It 1s pos-
sible to bring a da capo aria to 1life at all times, not just dur-
ing ornaments or runs. The opposite can also be true. A fioratura
passage can cause the mind to think only of doing everythlng right
and what the voice will sound 1lilke. This type of thinkling takes
away from what the singer most wants. There has to be a reason in
the singer's mind for a run, beyond belng able to do it. A caden-
za has to be performed consistently with the rest of the plece.

"Costretta plangere" has a cadenza before the da cape (ex. 10).
The notes themselves are not partlcularly difficult. The harmonic
minor scale matches the situation, in that she feels no one can
consoie her, Because the opera score is unavallable, the reason
for her despair 1s unknown. But, since the aria 1s thought to be
from a lost "Commedia", her sincerity is doubtful. At any rate,
for the singer to be bellevable, the mind has to be on someone or
something outside the body. Each person can decide what 1s the
most comfortable for herself and what will bring the deslired re-
sultes.

Example 10 "Costretta plangere" m, l2ja
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The two upward runs cannot be glissandos nor can they be he-
labored. Each note should be articulated lightly on a steady flow
of air. When the palate is high, this can be done very nicely.
The trill should also be done with the alr, uninhibited by any
part of the body. The mind uses the ear to make the pitch distine-
tiecns.

Haydn's instrumental treatment of the voice 1s clearly seen
in the previous examples. Much of the reason for the instrumental
treatment i1s due to the style of the pericd. Because of the de-~
mand for Italian opera in the 18th century, many composers were
compelled to compose scores that were not necessarily of top-noteh
quality. Haydn'é use of the "insertion" aria stemmed from his
view of Italian opera. He...

was trying to marry the new, profound language of
instrumental music to the world of Italian comiec
opera, to create a form in which the audlence would
laugh but the muslec would be as complete and satis-
fying as a string quartet or symphony.>

This type of treatment does not lend itself to a totally
singable style. The difficulty of these pieces lles in the 1in-
strumental treatment, because of its uncluttered, stralghtforward
style. When one 1ls aware of the desire of Haydn to bring some
"pespectablllty" to the music 6f Itallan comic opera, then one

can realize there 1s more to the arlas he wrote than meets the eye.

JH. C. Robbins-Landon, Essays on the Viennese Classical Style,
The Macmillan Company, New York, 1970, p. 17.
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PART III: Schumann's Dreil Gesinge fiir Sopran und

Harfe, op. 95: Ensemble and technical aspects

Because Robert Schumann (1810-1855) had such a fine literary
background, 1t 1s unusual that he would avoild writing songs until
he was 30. However, considering his early desire to be a virtuosce
planist, 1t is not surprising that hils energies could only inciude
attention to the piano. In fact, his attention was so focused on
the planc that he considered vocal music of a lower calibre; that
words would take away from the expression of music, Hls literary
background was 1ncorporated intc his plano music as 1f he could
hear hls favorite author's words while listening to a plano pilece.
There was apparently a spark lacklng to light his stored-up bundle
of ereativity toward song writing. That would explaln why Clara
Wieck would bring a spark of creativity to his composition in 1340,
the year they were engaged and married. Once his opposilition to
song had been dealt with, he was able to compose about 130 songs
in 1840. Schubert and Wolf are the only two composers to produce
as much in cne year, and they had already been song wrlters at the
time.l All of Schumann's vocal masterpieces were composed In the

same year, including Liederkreis, op. 24 (nine songs), Liederkreis,

op. 39 (12 songs), Myrthen (26 songs), Frauenliebe und-leben (eight

songs), and Dichterliebe (16 songs) making a total of 71 songs.

This huge array of songs had to have been brewing in his heart and
mind in order for Schumann to compose them hils first year of song
writlng.

Franz Schubert (1797-1828) was a majJor influence on Schumann,
peing the first composer of any prominence to use the Lled form as

his medium. The lyric poetry of Goethe was the major reason for

1Alan Walker, ed., Robert Schumann, the Man and His Music,
Barrie and Jenklns, Ltd., London, 1672, p. 122.
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the growing interest 1n Lied by the end of the 18th century.
Reichardt, Zelter and Zumsteeg, contemporaries of Mozart, all set
many of Goethe's poems. EReichardt and Zelter were at their best
when writing on a small scale, as opposed to scenas; Zelter was
able to portray deeper emotions than Relchardt. Zumsteeg composed
narrative ballads, occasionally using harmonic inventiveness that
had to have attracted Schubert. Ludwig van.Beethoven (1770-1827),

as a song writer, is best known for his cycle, An die ferne GeliledD-

te (1816), and the six religious songs, words by Gellert (1803).
The music in these songs 1s full of "great power and dignity". An

die ferne Celiebte contains more lyricism, with several aspects of

his last period, and substantial references to these scngs can be
found later in the music of Mendelssohn and Schumann. Weber (1756-
1826), being an opera composer, was affected by Italian composi-
tion, causing more variety in his songs. Weber, like Beethoven and
Schumann, had more of an lnstrumental approach to the voice, using
many arpeggiated phrases .2

Johannes Brahms (1833-1897) had a classical approach to his
song writinz, which was difficult at a time when all hls contem-
poraries were developing new styles. He was most Interested in
sharp technigue and compact emotion, which causes less impulslve-
ness in the music than is found in Schubert, Like Schubert, he
did not nave the literary background of Schumann, explaining thelr
occasional careless approach to the text and Brahms's océasional
use of lesser poetry. However, the muslc of Zrahms's songs 1s of
high quality, especilally in his melodies.3 The Lied form culmin-
ated in the songs of Hugo Wolf (1860-1903), who was strongly in-
fluenced by Wagner. Wolf placed much importance on the text, us-

ing the planc as a dramatic erhancer without deminating the volce.

Z2Denls Stevens, =d., A History of 3ong, W. W. Norton & Co.,
Inc., New York, 1970, pp. 234-237.
3ibid., pp. 250-253.
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Because Wolf had a liferary approach to his songs, he was greatly
influenced by Schumann.“ The Lied, then, was a popular form which
spoke to the people, making 1t a drawing room composltien. The
development of the pilano and its abllity to accompany while carry-
ing its own melodic line gave song composition 1ts intimate nature,
while adding tone color resembling the court orchestra. Lileder
were initially conceived as songs that could be composed, both
words and music, and performed by the same person, much like the
troubador tradition from the past. Fortunately, the individual
composers and poets worked in thelr respective areas, allowlng a
higher quality of songs.>

The piano technigue Schumann had studled caused more of an
instrumental style, as was mentioned, and the conversion of some
of his plano pleces into song. He chose the texts in order to en-
hance the music. Schumann's state of mind dictated hils poetry pre-
ference, and when piano music would reflect his mood, he would in-
corporate the piece with the poetry. In this way, the music and
text express the same emotions or ldeas before they are put to-
gether. This caused a "more varled texture" that was unknown to
song composition at that time. The outline¥ below brilefly defines

Schumann's song composltional style:

Song Detall Technique _

Melody Baslically stepwise

Range Moderate

Varlations Recitative treatment and

ornamental turns

Harmony Dlatonic

Contrasting sectlons In supertonic or mediant

Actual modulations Based on dramatlic effect

“Milo Wold & Edmund Cykler, An OQutline History of Muslc, Wm.
C. Brown Co., Publishers, New York/Washington, 1971, p. 183.

SWalker, pp. 120-121.

¥Information derived from Walker, pp. 125-128,
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Time signature Dictated by style of German verse:
duple or guadruple

Rhythmlc patterns Seldom repeated, except for demon-
strative effect

Accompaniment Undemanding
Complexlties Due to dramatic effect
Varied timbre Resembles another instrument

or several instruments

Text Agrees wilth music

Intricate emotion Distant key slznatures

Wide dramatlc range Melodles treated more
instrumentally

Total change of feellng Change of key signature

Disturbance Chromatics

Unusual aspect in poem Complicated or unusual time
signature

Questions in pocem Use of dominant, domlnant

seven, or dimished seven

In 1849 Schumann composed Spanisches Liederspilel, op. T4

(nine scngs for one, two and four voices), Liederalbum fur die Ju-

gend, op. 79 (28 scngs including 11 poets and four anonymous), Lie-

der und Gesange aus Wilhelm Meister, op. 98a (Goethe--nine songs),

Dreil Gesinge, op. 95 (Byron). Besides these four compositions,

Schumann wrote 28 other works of different forms in 1849. This
was the biggest output of total works for one year 1in his life.
Ferhaps this suddeﬁ outpouring was due to his desire for popular-
ity, as his letters seem to indicate. His weakening mental condi-
tion could have been a cause for this desire, which had been some-
what crushed by a critic who considered him a seccond cliass song-
writer in 1841.65 A letter from 1852 states "that he could not with
confldence look forward to any better performance in the song field
than he had aiready achieved, with which he was on‘the whele satis-
fieq".”

At any rate, Schumann was no longer a "young lover", but a fa-
ther of six children (one dead) with social responsibilities. His

textual choices were ballads and character-sketches, using contem-

CWaiker, pp. 150-151.
TIbid., p. 150.
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porary folk poetry almed toward societies, classes and nations.

The Drei Gesinge, op. 95, are no exception to the above de-

scriptions. Byron's original verses (found in Appendix B), are

from his collection of Hebrew Melcdies (January, 1815). He wrote
the words for the old Hebrew Melodies at the request of a friend.
The poems were published with the muslec, which was arranged by a

8 August Schumann, Robert's father,

Mr. Brahams and a Mr. Nathan.
was a prosperous bookseller. He translated three of Byron's He-

brew Melodies (also in Appendix B), which Robert eventually set

to music (23 years after August died). The translations are much
more descriptive, using words that direct the text in a cliear,
strong manner. Byron's verses seem archaic 1in comparison. The
songs are written for scopranc with harp or piano accompaniment,
though Stephen Walsh agrees that the intent was perhaps more in
favor of harp because of the "historical connection of the harp
player with the ideas of heroism and gallantry".®

The three songs are not particularly related dramaticaily.
Number One 1s spoken by a glrl faclng death triumphantly, Number
Two relates the moon's appearance to resigned melancholy, and Hum-
ber Three reassures a deceased hero of his pralses. The fact that
none of the texts concern happy events may be an example of Schu-
mann's regressing state of mind as the years vpassed. Tonally, Num-
ber One is in C minor, Number Two is in G minor, and Number Three
1z in B¥ major. Because they are all related keys, the three songs
make a sonorous set and flow easily from one to the other. This
aiso shows Schumann's consilderation for the harplst concerning the
many pedal changes. These pedal changes and the individual harmo-

nies will be discussed along with each separate pilece.

¢Bliss Perry, The Compliete Poetical Works c¢f Lord Byron, Hough-
ton Mifflin Co., Boston/New York, 1905, p. 216.

939tephen Walsh, The Lieder of Schumann, Praeger Publishers,
New York/Washington, 1971, pp. 86-87.
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The overall tessitura 1s such that these songs could be per-
'formed by a mezzo-sopranc or a lyric soprano., Too much of the mid-
die register 1s used to allow comfort for the coloratura, especi-
ally in Number One, as we shall see later,

These three songs show the difficulty of the German consonant
for the English speaker. The consonants have to be made out front,
with the lips and the tip of the tongue. The tongue has to be able
to remain relaxed while handling all the "d's", "t's", "1's'", and
"n's", Though the "g's" and "k's" are made with the back of the
tongue, they cannot affect the actual production, since the tenden-
cy to place the tone at the back of the throat 1s prevalent. The
challenging "ch'" consonant in German will be handled differently
in singing than it would in speaking. German speech requires two
ways of pronouncing the "eh". When it falls at the end of a word
it is pronounced as in the word "hue'", at the roof of the mouth.
When 1t 1s within a word it is formed at the back of the mouth,
with the uvula and the back of the tongue, as 1In the "k" consonant.
However, it cannot sound like a "k", but like "hue". The "st" in
the German language 1s pronounced "sht" and can be tricky at a fast
tempo, as in Number One. The "schw" (pronounced "shv") 1s diffi-
cult, found in Number Two, second verse. Though German speech re-
quires the "r" to be pronounced with the back of the tongue, for
singing, the "r's" have to be rolled at the tip of the tongue.

None of the consonants can be accented, or the line will be dis-
torted.

"Die Tochter Jepthas" is the most difficult of the three. Be-
cause the tempo is fast (J=126), it causes immediate difficulty for
the singer, since the melodic line 1s extremely syllabic. The Syl-
lable quality is based on the recitative treatment Schumann often

incorporated. With this amount cf German consonants to articulate,



"1t would be easy to become tense in the tongue and jaw. This ten-2
sion would cause the tone to be placed in the back of the throat,
malnly because the breath flow would have been inhibited. The lack
of breath flow, plus the solld line of quarter and eighth notes,
would take a great deal away from the line. The tone would then be
forced and choppy. To avold this type of production, a singer must
concentrate above all on moving the air in and out of the body wilth
a strong and steady flow, no matter what the notes are doing. The
palate cannot be forced to move up and down with the notes. It has
to be as high as the highest note within each phrase and remain
there. This also takes tremendous concentration for tone produc-
tion and placement. In this same vein, a singer cannot 1isten to
make sure the lower notes are as resonant as the top ones. The
feeling has to be forward and high throughout the scale; then one
wlll know the tone 1s consistent in both registers.

The question of the drama in "Die Tochter Jepthas” becomes de-
manding because of the five verses. They cannot be approached the
same: there has to be a logical transition throughout each verse.
One has to become familiar enough with the text to understand the
mental development achieved 1ln each verse. This knowledge will
greatliy assist the memorization, which can be difficult unless life
and purpcse are brought to the words. The harmony and text work
together, as outlined on page four and shown in exampie 11 below.

Example 11 Number One "Die Tochter Jevthas" mm. 1-2

¥ ~— L'

I &
resn N s
—" —} |
oy

T fe 3

Mit Affect %

(% -

L)

5 57




26

Number One (ex. 11) begins on the dominant seven, which could be
portraying the question, from Jeptha and the people, of how the
daughter will respond to her ensuing death and the tenslon involved.
The dynamic marking in example 12 (fp) occurs in each verse on a

dramatic word such as "Tod".

Exampie 12 "Die Tochter Jepthas" mm. 5-6
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The most technically demanding section is in example 13, with
the seventh skip down. The first four verses contain this iline,
and the drama dictates it with a strong statement such as "Pene-

trate me, I stand ready!"

Example 13 "Die Tochter Jepthas" mm. 8-10
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The last two verses are different in construction. The fourth
verse 1s a rhythmic augmentation of the first three, causing long-
er lines. The tessitura also moves up as can be seen in example
14, The longer notes regquire more attention to spinning the vow-
els straight out. The fifth verse is different still in the me-

lodic 1ine (example 15) and has a more disjunct pattern.

Example 14 "Die Tochter Jepthas" mm. 34-37
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Example 15 "Die Tochter Jepthas" mm. 51-54
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For the harp, the Drei Gesinge of Schumann/Byron are consi-

dered difficult. Number One 1is the hardest, due to the pedal
-changes required 1n rapid succession. The third system has the
most changes in the set (except for the second measure of the
introduction in Number Two). Number One has the fastest tempo;
therefore 1t can suffer the most from lack of ensemble. The ex-
amples show not only the harp pedal changes, but also the rhythmile
pattern varlations throughout'the song. These variations can
cause tempo problems, and the harpist must make decisions as to
which hand to use wlthin each varilation.

Number Two, "An den Mond", is a nice contrast to the first
song. In example 16 below, the introduction to the second verse
contalins arpegglated chords that establish the thoughtful mood

needed, while the fast harmonlc rhythm underiles the melancholy
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emotion. The first verse is treated 1like the second, and has a
drastic rhythm change in the fourth measure of the volce, showing
the intensity of thought (example 17). The harmonie rhythm in-
creases out of the progression of thought. This song seems much

more relaxed than Number One, both in tempo and dietion,

Example 16 "An den Mond" mm. 22-25
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Example 17 "An den Mond" mm. 2€-30
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However, it 1s easy to over-emphasize each note (instead of
placing the notes on the line of breath), because of the slow tem-
po. The palate height 1s easler to approach since the first notes
are higher, though concentration is still required for maintain-
ing its height as the notes descend. A slower tempo can aliso
cause laziness of consonants, which would put welght on the 1line.

Forward motion will carry the tone through the c¢onsonants, in—‘
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stead of going back in betwesen the conscnants. As mentionred in
Number One, the vowels become mcre demanding in a slower song,
since they are given nore time. The vowels cannot be placed in
the back of the throat, elther. The reason for clean consonants
1n Number Two 1is also because the clarity wilill give an added feel-
irg of sharpness, as the moon's light is being described.

Compared dramaticalilly to Number COne, "An den Mond" is much
more perscnal, with many more unsald thoughts and emctions. This
is the maln reason feor the 1intensity of line needed in the voice,
Again, the words and music are very closely constructed toward
the idea of bitterness that is felt by reading the text.

"An den Mond" 1s the most idiomatle for the harp, though all
three songs are well-written for the harp. There are only a faw
places that can cause problems, as we saw in "Die Tochter Jepthas'.
The example for "An den Mond" shows the pedal changes which are
difficuit, not because of the temgpo, but because of the lack of
enharmonic possibllities in the harmony. The rhythm change in
example 17 has to be steady, or the ensemble will suffer while
the singer takes a breath.

"Dem Helden", as the name implies, i1s full of the heroic guai-
ity typical of the period, both in music and text. The most he~
roic feature is the rhythm, which has several dotted eighths and

sixteenths (example 18). The result is a march-like effect.

Example 18 "Dem Helden" mm. 1-4
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The harp 1s more independent from the voice in several places.
When 1t 1s independent, the harp has fluorishes of arpegglos,
whlle the volce is on one note, causing the melodic interest to
lle in the accompaniment (example 19). Because of the march qual-
ity, this song 1s easiest to place back In the throat, by allow-
ing the pulses to occur 1n the throat instead of the mind. It is
difficult to reallze that rhythms, consonants and vowels can be
distinct without accenting their production, wifth excess tension
in the Jaw, throat or tongue. Number Three c¢an be a prime exam-
ple of how the body always wants to work tco much alengz with the
mind, causing tension throughout the various parts of the body.
This tension can constrict the breathing to an extent where there
is not enough air available to support the tone. When the neck,
throat and tongue muscles are called upon to compensate for the
lack of ailr, more tenslon will result. This descripfion paints
a bleak pilcture, but 1t also explalns much of the tension that 1is
used by young, inexperienced singers of today. Almost all of the
energies required in singing should be focused in the mind, which
frees up the parts of the bédy for a more relaxed performance,
Therefore, if the march style of "Dem Helden" is consldered in

the mind, the production will be appropriate.

Example 19 "Dem Helden" m. 17
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The three verses are handled in the same fashion, so that the
dramatic transitions must be an integral part of the performance
to avoild redundancy. The harp is also treated consistently through-
out. The only tricky places are wlth the rhythm, and are mainly
due to the combination of arpegglos and full chords one after the

other.

In conclusion, the Drei Ges¥nge, op. 95, show many of Schumann's

sensitivities to words and music together, but appear somewhat un-
inspired in comparison to earlier pieces, from 1840, for example.
The op. 95 are technically challenging for singer and harpist.
Aside from the obvicus musical worth, these three songs are well
worth performing, for they offer an opportunity to sing with a

harp and are seldom performed.
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PART IV: Stylistic and technical ccomparison

of four French songs

The French m&lodie sprang from the romance form, which was
composed 1in an unornamented, familiar style, to be "sung simply,
with a carefully-tuned volce." There were two types of romance:
1) expression has priority over a set form, with an expressive
accompaniment. 2) Itallan style with priority on vocal line more
than text; simple accompaniment. Beriloz was apparently the
first to use the term mdlodie consistently.l

"Pastorale" (18683), by Georges Bilzet, is an unusual m€lodie.
First, it is a love song sung by a narrator from an observational
standpolnt. It is most comfortable to assume that the "young
girl"” in the song 1s the narrater, who is retelilng the story,
and having immense fun with her rendition! In this way the sing-
er plays three roles: the narrator, Colin, and the young girl
(French translations are in Appendix D). Secondly, "Pastorale"
has a Spanish flavor set in a minor key, which seems strange for
such a light-hearted text, though 1t was a common practice of the
time. However, the minor key is an excellent foill for the mel~
ody and the text. "Pastorale's" strongest asset 1s 1in Blzet's
fine cholce of the poem by Regnard, coupled with Bizet's use of
foreign influence, which will be discussed 1n more depth later.

The most difficult aspeet of this mélodie from a technical
standpoint 1s the tessitura. A lyric sopranc is more comflortable
singing around "a," and "bbz”. "Pastorale” has a range of "di"
to "gg". This is great for developing the mid-range into a more
consistent tone production with the higher notes. The palate must

malntaln an "a2" or "H’E" helght for the production to be unhamp-

1Denis Stevens, ed., A History of Song, W. W. Norton & Co.,
Ine., New York, 1970, pp. 200-201.
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ered by palate welght. The opening phrase stays on ”02” with an
"ah" vowel, requiring an extreme concentration toward spinning the
air out. (example 20) It is also essential to listen to the planc
and sing into its sound, rather than listening to oneself. By

listening to the plano, one can be assured the pltches are in tune.

Example 20 "Pastorale' mm. 1-6
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Another challenging aspect of "Pastorale”™ is thes 28 vocal or-

naments, 12 in each verse. These are due, of course, to ths Spanish
flavor that Bizet incorporates into his mélodies so well. Another
reason for the ornaments was Blzet's knowledge of the voice and 1ts
capabilities, which he learned from his voice feacher father at an
early age. "Guitare" 1s perhaps the best example of Bilzet's 'de-
parture from the French climate, cultivating true leccal color. Ma-
ny composers suggested exoticlsm with special rhythms. Bilzet went
much farther, utilizing all the elements of musical technique, har-
mony and melody as well as rhythm, in the depiction of exotic atmo-
sphere."2

Below are examples of the four different types of ornaments

used in the vocal line of "Pastorale':

EFrits Noske, French 3ong from Berlioz to Dupare, Rita Benton,
trans., Dover Publashers, Inc., New York, 1970, pp. 195, 198-99,
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Example "a" shows the volce imitating the piano's initial pat-
tern, causing more of a duet feeling (which i1s another reason for
listening to the plano). This ornament is a bouncy idea that must
be sung with the ear and mind, not the throat or tongue. However,
a slight articulation can still be felt in the palate (as in the
Haydn discussion), as long as i¢ remains relaxed and the air flow
is steady.

Example "b" contains a grace note ornament that 1is used eight
times in this m8lodie. Six of the grace notes are whole steps, hut
they are handled in the same manner, though some begin just before
the beat. The "d 2” begins on beat two, but moves lmmediately up
to the "f1" so the emphasis falls on the top note. The movement
should be very smooth, unlike the dotted pattern in "b",

Example "¢" 1s a marvelous variatlon on a turn ornament. It
fits "echantant" very well and 1s part of the reason why this work
is so enjoyable to perform. The crescendo oceurs in the "e»", mak-
ing the turns themselves light and lyrie. The accents should be on
the "¢", using tﬁe tongue only, allowing the forward "t" to propel
the tone into the crescendo, and on the second beat of the piano,
which propels the turn.

Example "d" falls at the end of the first verse, and is per-
haps the second hardest measure in the m@lodie. The most difficulst
measure is the only other trill, which ends the plece. Not only
are both measures full of ornamentation, but both lle in areas of
the voice that are difficult for the soprano to project. The last
trill is on "e,", followed by an "f5", which 1s on a register change.

A trill reguires a lot of alr in order for the tone to flow easily
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from note to note, These trills also have to Tlow Into the next or-

nament to create rhvthmie continuitv,

The final technlical asvect to be noted has to do with rhvthm
and consonants. Rxamnle 21 shows sixteenth notes, each with a3 svl-
lable. The kev 1s to aim for "ee", brineine out the "b" in "ber"
on the wav. Becsuse the rhvthm is aulck, one should not worrv about
how much sound 1s heins heard, but rather about the consonants bhe-
ine out front. The "la's" should be nronounced with the tongue cn-
ly. on a steadv flow of air. (Thls narticular erace note should be-
oin iust before the heat.) In examnle 22, the consecutive "n's"

should bhe nronounced with the tonrue onlv, without accents.

Examnles 21 % 22 "Dasforale" mm., 15-16, 55

Ma bercere Ma berg®re Tra lalalalalalala Non, non,non...

Example 23 demonstrates a real tongue twister: 'prendre un tendre".
This should be spoken without rolled "r's" at first. ("prendre" e-
lides onto "un", so that an extra note can be written in for clearer
diction, as suggested in the Itallan discussion.) The turn 1s on the

"dre" syllable, not "ten".

Example 23 "Pastorale”" m. 23

T - :-.“—
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prendre un tendre balser

As has been stated, Georges Bizet (1838-1875) was at his best
in the mfelodie when using a foreilen influence, particularly Spanish

and Oriental. In "Absence! we will see Bizet was ant to follow Gou-
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nod's style, in composing for a "salon atmosphere".3 Because he had
more interest in the larger medium of opera, he often lncorporated
so many theatrics in simple stanzas, that they became overdone.
However, theatre tralning lent much to Blzet's 40 some melodies,
allowing more depth of character than 1s sometimes associated with
the French melodie. He dealt more stronely with the emotions ex-~
pressed by the text than with the text itself. This caused an oc-
casional "verbal distortion', but never took away from his dramatic
powers.u

Hector Berlioz (1803-1869) also set "L'Absence". Like Bizet,
Berlioz preferred larger forms, althouch Berlioz wrote 33 melodies.
He demonstrated thlig by resetting many original versions for or-
chestral accompaniment. Berlioz!' first attempts at romances in
hls youth were even then moving away from the set form, so that by

the time of 1840 and Les nuits d'été, the transformation was com-

vlete. "L'Absence" (the third song of the cycle) is considered the
peak of thils six-song cvele, which moves from sorine love to a wi-

thering rose, belng isolated, then left by a love, to a cemetery

and finally seeking a falithful shore. Les nuits aéea (poems by
Gautler) is a orime example of Berlloz' spirit, his idea of "ex-
pression".5

It 1s in melodies that are at once complete statements

and independent objects of art--that Berlioz thinks

and delivers himself--neither depletion nor labellng,

but the embodliment in sognd of Intimations lying deever

than articulate thought.

Immediately, the styllistiec differences between the two compos=-

ers can be seen 1n the individual opening statements (Examples 24,
a & b, p. 37).

SNoske, p. 195.
"inton Dean, Bizet, J. M. Dent and Sons, Ltd., London, 1975,

pl 153,
;Jacques-Barzun, Berllioz and the Romantic Century, Vol. II.,
Colum%%a University Press, New York/London, 1969, o. 288,
bid.
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Berlloz obviously knew that simple statements are effectlve, both
to the singer and audlence. There is room for the singer tec breathe
and express. The accompaniment quletly walts for the volce while
echoing part of the motive. Blzet's descending line is easy to rush,
with no chance to express 1f one 1s not careful. The incessant trip-
let figure in the accompaniment gives an urgent feeling, but thils
person's love has long since been sone, leaving painful bitterness.
Bizet's opening 1s less demandineg vocally because the "gs" helps the
initial height of the palate. Berlioz wrote the most difficult spot
in the plece right away, cn "aimée", which lies on the register
change mentioned in "Pastorale”. Thils onening is used three times
throughout "L'Absence", requirineg much 1lift in the palate, with the
mind aiming the air to the back of the room. Otherwise, the vowels
will want to stay inside the mouth on those notes. (Take care not
to sing "aimé-y-e". It should be "é~a ". The final "ma blen aimée”
should have no crescendo.!)

Bizet included six of Gautler's verses, varyvine every other one.

Verses one, two and three begin as the above example, and 1n those

[Plerre Bernac, The Interpretation of French Song, Praeger Pub-
lishers, New York/Washinegton, 1979, p. 237.
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three verses there are three descending phrases. Verses two, four
and silx contain a syncopated rhythm that 1s helned only by a steady
beat 1n the accompanist's left hand and the ritard in the third mea-
sure (example 25). Because the syncopations are accented, it is
easy to over-accent the notes too muech. Thls misht cause the phrase
to drag instead of belng allowed to flow on the breath as usual,.

The syncopatlion will bring out the accents naturally.

Example 25 Bizet "Absence" mm. 23-28

Berlioz only used three of Gautler's verses, repeating the first
one three times. The first time through 1s nostalglc of the relation-
ship. The second time is the most painful, with renewed realizatilon
that it 1s over. The third time 1s as if the thought 1s numbing; theé

emotions have been through this too many times. Thils i1s why the dy-
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namices must be followed precisly. Familiarizing oneself with the
transitions in this way will put the mind where it should be. Ex-
ample 26 shows Berlioz' setting of "O sort amer". He places the em-
phasis on "0 grands desirs" instead of repveating the text, aw Bizet
does. The steady eighth notes in the accompaniment enhance the ag-
1tation, without overdoing the feeling. This also shows Berlioz'
willingness for a flexible accompaniment. (In the fourth verse,
the accompaniment 1s in duet at the third with the voice.)

Example 26 "L'Absence"

.+ . mm, 20=25
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Berlioz achleves a firmer structure by only using three verses,
In this way there are not as many words and communicates a much clear-
er statement. "L'Absence" 1s handled like an opera aria: verses two
and four are in more of a recitative style than the repeated verse,
which has larger intervals, wider range. Berllioz used musical form
and style to fit the words, not hoping te fit words into a musical
igdea.

Bizet apparently felt stifled when composing melodies 1n a light
and lyric (French salon) style. His slight variations throughout all
the verses do not appear to come from the texﬁ, but from a need for
variation., The most difficult aspect of "Absence" is remembering all

the verses, and breathing life into them while you are tryling to re-
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member, This mélodie 1s certainly challenging and is a contrast

to "L'Absence". It is rewarding indeed to experience how differ-
ent composers set the same text,

Franz Liszt (1811-1886) wrote over 70 songs, encompassing five
languages (mostly German). (Britten is the only other composer to
attempt the setting of as many 1anguages.8) Liszt met Schumann in
1840, which was Schumann's big song-writing year. Before 1840,
Liszt had only written four songs. One could assume this meeting
had an affect on his song composition.9 Due to Liszt's strong as-
soclation with Lieder, his French songs are actually "French Lie-
der": written in a French "romance" style with the German "Innig-
ke1t",10 ront quand Je dors" was written in 1842 and was first a
plano solo, which was a very typical practice for Llszt.

The plano introduction and interludes certalinly show the in-
fluence of piano style, though they never take away from the poem
or the voice, The accompaniment works closely with the volce for
the whole of the song. The péem, by Hugo, 1s a marvelous, lyric
vision of a lover who becomes real (translations in Appendix D).
The music 1s unified throughout with the motive in the vocal part
shown in Example 27, incorporated in various ways. Frits Noske
states:

"Oh! quand Je dors" 1s certalnly the masterpiece of
Liszt's French songs and may even be described as
one of the most beautiful melodies written before

Duparc. ‘Hugo's language, so rich in 1lmagery, has
only rarely found such a worthy musical equivalent.ll

Example 27 "Oh! quand je dors" mm, 9-10
I

, i

OUAJan walker, ed., Franz Liszt., The Man and His Music, Tap-
linger Publishing Co., New York, 1970, p. 225.

9Ibid., p. 221.

19Noske, p. 128,

1lTpid., p. 132.




b1
Example 28 occurs five measures after the voice enters, and

there are four more such elevated passages %o perform. The vccal
line is directly related to what the text says. All five passages
occur in appropriate places, which naturally help to motivate the
correct technique. In order to sing "Oh! quand Je dors" without
becoming tired, one must imagine herself as being part of the vi-
sion. Then, it would be quite possible to feel as elevated and sus-
tained as need be. The amount of each breath must be as full as
possible, even during mid-range passages. Another important point
to work into the technique 1s to avoid counting each beat in a sus-
tained phrase like this. Listening to the piano and feeling one's
own muslicianship can keep the mind from dwelling on each beat. Ex-
pand the feel of the pulse to the first beat of every measure, for
instance.
Example 28 "Oh! quand je dors" mm., 13-13

e . - L

,! ll
Comme FPetrar-- gque apparalssait Laura

Example 29 shows Liszt putting a huge demand on the singer,
because the breaths fall after "regard", then not ﬁntil "rave”,
The phrase 1s a great support exercise, but even Frits Noske agrees
that the "et" need not have been included:
Such a procedure may be criticized because it breaks
the rules of versification by destroying the syllabic
equilibrium and because 1t creates difficulties, even

for the very experienced singer, by requiring an in-
ordinate length of breath.1l2

Example 29 "Oh! quand je dors" mm. 44-50

aseel. CUPe -
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Que ton regard comme un astre s'éléve et soudain mon réve

IZNoske, p. 131.
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The phrase shown in example 29 ié an excliting one and is cer-
tainly a highlight, followed closely by the cadenza in example 30.
After that "shining of my dream", the song immediately settles back
into the motive and the fifth verse.

e 30 "Oh! quand Je dors" m. 55
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The closing phrase is very expressive and quite attractive.
{(example 31) The ascending scale is perfectly sulted fo the vision,
as well as a touching finish. The staccato markings refer more to
the intensity of concentration, akin to being drawn to the edge of
one's chair, than the stopping and starting of tone. The elevated
feeling in the palate 1is absolutely essentlal for the air to be un-
inhibited as 1t moves through the notes. The final breath preceding
"Laura" should be full, with a very high palate. The air must move
straight through the "g#,", letting the voice grow naturally. Once
the voice stops, the final ascending arpegglio in the plano holds
the elevated feeling in the singer's mind. The last three measures
can be very powerful for the singer, as the emotion is permitted to
fade gradually. The two final chords are like sighs that bring the

singer back to reality.

Example 31 "Oh! quand Je dors" mm. 85-93
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"Oh! quand Je dors" is an exhilarating song that is very re-

warding for the high voice. It offers much in technical training

and dramatic insight.
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PART V: American Art Song--Copland:

volce and Instruments and folk song

The art song around the turn of the 20th century was a popular
form among American composers, undoubtedly due to the significant
developments in European song during the Romantie Era. German in-
fluence brought to American art song an accompaniment with a more
concise construction toward text painting and harmonic design, whille
_the French influence caused much attention to the vocal line as 1t
relates to the text.l

Ethelbert Nevin (1862-1901), Edward MacDowell (1861-1908), John
Alden Carpenter (1876-1951), Charles Martin Loeffler (1861-1935),
and Charles T, Griffes (1884-1920) were major contriubtors of the
German and French influences to American art song.2

The first American composer of any stature to bring structural
originality to songs was Charles Ives (1874-1954)., He often quoted
American hymns, war songs, ragtime and cowboy ballads. The use of
these 1dioms was an attempt at the most realistic possible result.
He developed "an additive song structure", which resulted from giv-
ing each dramatlc transition in each song its own music. Ives had
three basic influences that he incorporated into his melodies: 1)
turn—of-the—cenﬁury Central-European idioms; 2) German Romanticism;
3) speech preservation, by using "repeated and adjacent notes, such
intervals as tritones, sevenths, and ninths."3 Ives' influence on
Copland can be seen in the following quote:

Taken as a whole, despite many and serious shortcomings,
these songs are a unique and memorable contribution to
the art of song writing in America, an art that 1is still

in 1ts first youth among us; a contribution that, for
richness and depth of emotional content, for broad range

lpenis Stevens, ed., A History of Song, Hans Nathan, "United
Statea of America", W. W, Norton & Co., Inc., 1960, p. 422,

Ibid., pp. 423-30.

3Tbid., pp. 431-35.
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and strength of expression, for harmonic and rhythmic
originality, wilill remain a challenge and an 1nspiﬁa~
tion to future generatlons of American composers.

In addition to the previous influences, Aaron Copland (1900)
has drawn from hils own experilences of American life. Althﬁugh best
known for his instrumental works, he incorporated many of the same
mannerisms into his vocal pleces. These mannerisms are the essence
of his style. Copland's "Twelve Poems of Emily Dickinson" (1949-
1950) are thought to be his most successful attempt at vocal com-
position. In these songs Copland displays particular attention to
form, close-knit integration of voice and accompaniment, with "mo-
tivie animation". We will find the above aspects to be true in his
earlier work "As It Fell Upon A Day", perhaps even more so, due to
i1ts having an instrumental accompaniment.5

"As It Fell Upon A Day", for soprano with flute and clarinet,
was written in 1923, apparently whlle Copland was studying in France.
The text 1s by Richard Barnefield (1574-1627). The text 1itself, as
it 1s taken from the score, has seven verses, though Copland's set-
ting does not delineate the seven verses distinctly. He works more
with each transition and i1dea. As one can see by looking at the
text (in Appendix E), the flrst two stanzas are narrative, depict-
ing the scene. The third, fourth and fifth verses are a descrip-
tion of the nightingale's plight. The sixth verse relates to the
second verse, musically and textually. The seventh and last verse
1s the essence of the plece, explalning the reason why the bird af-
fected the person, concluding with the "ah's" that begin the text.

Throughout this discussion of "As It Fell Upon A Day", we shall
see how the construction 1s a major factor in the dramatlic contin-
uity, and forms an understandable style. A fourteen-measure duet

introduction sets the mood and one of the most common tempos (J=116).

H2aron Copland, The New Music 1900-1960, W.W. Norton & Co.,
Inc., New York, 1963 D, 114,
Stevens, pp. Hﬁ?-&MS.
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Aftér the "ah's", there are 13 tempo changes in the seven verses,
-each occurring because of the text or because of a transition. The
plece contains nine meter changes. Four of these changes are in-
cluded in verse five, which 1s a dramatically significant verse.
Copland intertwines many motives and phrases between the three in-
struments to establish a unifying idea.

The "ah's" at the beginning represent the reminisence of "that
day in May". Hence, they are a thoughtful expression, "to be sung
throughout simply", as Copland indicates on the music. Because
there 1s no accompaniment under these "ah's", the feeling empha-
sizes the solitude of thought. One has to sing to the memory of
the bird in order to produce the proper effect. Otherwise, inse-
curlty will want to get in the way of the performance because there
is no accompaniment. There should be no decrease of energy or emo-
tion throughout the "ah's". The breath line should not sag, but
stay uplifted, to maintain rhythmic flow and energy and emctional
intensity.

The harmonlc context of the flrst verse emphaslzes A minor.
There are staccato markings over the words. This does not mean
choppy, however, but crisp and clear. The alr flow must still be
steady to supply the energy needed for precise diction and arti-
culation.

The three-measure interlude before the second verse paints the
frenzied picture that the text goes on to explain. The “gl" can be
heard from the middle "e¢" in the flute one beat earlier (example 32,
page 47). Because the instruments are loud and active, this sec-
tion requires tremendous support to produce the crispness desired
over the instruments. The amount of attention to the drama and
technique 1s critical in these three phrases. These phrases cannot

be oversung. They must be approached from the breath, not in the

sense of shouting. The body must remain relaxed and let the musilc
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express the dramatic tension. Again, the flute plays the "cl" that

the singer enters on.

Example 32 "As It Fell Upon A LCay" mm. 27-30
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Verse three 1s now dramatically centered around the blrd, which
glves the volce its directlon. These next four phrases are smooth
and connected, in contrast to what has come before and what'the
flute is playing (as shown in example 33, page 47a). The clarinet
has the "g{" prior to line one. The "c;" for line two is in the
flute. This verse should spln out on the breath without accenting
each beat. The singer must see the bird in all 1ts misery; then the
focus produced will help the muslec fall into place.

The most difficult section for pltches 1s also in verse three
(example 33). As has been mentioned, entrance pitches are helpful-
ly glven in the instruments shortly ahead of time. However, once
the line begins, the singer 1s much more often left to her own de-
vices. Solfege 1s one of the most logical and unshakable techniques
easily avallable, because 1t can bring a series of difficult inter-
vals into perspective. Quite often a "movahle dd" is essential, as
with this plece.

From example 33, one can see that the first five measures could
be described as emphasizing C harmonic minor. Once the "a-flat " is
obtalned from the clarinet, 1t becomes "la", moving to "ti" (b-natur-
aly) . This "t1" emphasizes "d3" (c-natural,) in the fifth measure,

In the s3ixth measure the emphasis is on D major, producing "sol" (a-
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Example 33 "As It Fell Upon A Day" mm. 44-49 .
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natural,). The last "mi" and "sol" become "d8" and "mi" of F# ma-
Jor, beginning in the fourth verse.

This movable "dG" system can be somewhat confusing at first,
but if offers definite, tangible approaches to otherwise elusive
pitches. Using solfege alsc helps the singer to be more indepen-
dent of an accompaniment., which is lmportant in this plece since
it is essentially a trio.

As was mentioned, verses three, four and five describe the
nightingale's plight, each one causing the singer to become closer
to the pain. In verse four, the voice must imitate the bird, try-
ing to express what the bilrd would feel. Using the dramatics in
this manner helps keep the singer's mind away frém herself.

The two beats between verses four and five help to show the
close relationship of these verses. Verse filve is where the singer
has a full realization of her own similarities to the nightingale.
During the four-measure interiude, the focus shifts to her for the
last two lines of the verse.

In verse six the instruments repeat the interlude which builds
up the tension, as in verse two (example 32). Therefore, verse six
contains the same amount of intensity with its proper approach.

As has been stated, the construction of the plece works well
for the dramatic continulty. An example of this can be seen be-
tween verses six and seven. The first two lines of verse seven are
somewhat connected to verse 31x, in the same manner the second verse
ended earlier (example 34, page U49). This structure is due to the
parallel meaning between the last two lines of verse six and the
first two lines of verse seven. Clear dramatic sense occurs from
Copland's text treatment, allowlng a solid coherence that is a tre-
mendous ald to the singer.

By the last two lines of text, the singer has reached an emo-
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Example 34 "As It Fell Upon A Day" mm. 79-81
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All thy fellow birds..Careless of thy sorrowing

tional state, one still needs much intensity of breath and a l1lift-
ed feeling in the palate. A common misconception seems to be that
singing softly or sadly, or both, requires a different technique
than singing quickly and loudly. Without equal energy flow from
the mind and breath, a soft and slow passage oculd easily lose its
tone quality and momentum.

The final "ah's" should be very focused toward the devastation
the singer feels. The alr must move straight out on an even plane
for each "ah", using a high palate for an open throat. This 1is one
of four sectlons where the three parts must depend more on each oth-
er., The breaths are a big factor in the last sectlion, adding depth
of expression with the silences they create.

Though Copland's style 1s dramatically convincing and very
flexible in "As It Fell Upon A Day" and in the "Twelve Poems of
Emily Dickinson", his two volumes of "0ld American Songs" are even
more "spontaneocus", full of such rich materials as "banjo and fid-
dle tunes, ballads, folk hymns and ditties, early Negro minstrel
melodies and their manner of performance."6

"Simple Gifts" was a favorite Shaker song of 1837-1847. Ed-
ward D, Andrews included the melody and text of "The Gift To Be
Simple" in his book of "Shaker rituals, songs and dances."! From
this source Copland retains the simple nature by using a basic
chordal accompaniment. Its sophistication 1s shown in the overlap-
ping of the held chords into the next ﬁeasure. This emphasizes the

"and" of the first beat whlle the voice flows along as expected.

63tevens, p. 448.
Taaron Copland, "01ld American Songs", Vol. I, Boosey and Hawkes,
Inc.’ p- 3-
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Each verse 1s preceded by the melodic line to be sung. Octaves are
articulated to portray the "turning", all in the simple and straight-
forward style that Copland enjoys with thls melody. '

The song is repeated with a forte for variety. The tempo mark-
ings of,]=72 does allow a flowing quality, but more comfort and fa-
cility can be gained with a slightly slower tempo. The song goes
by fast enough as it 1s. The message of "Simple Gifts" is too of-
ten taken for granted. Therefore, the words can be intensified
somewhat with a slower tempo. In this way there 1s much more to
this song, both vocally and dramatically, than one would usually
realize.

An important area 1s "the place just right", which has a slight
ritard and a fermata over "right" (example 35). Because the tessi-
tura is relatively mid-range, this slowing ascent can catch one. not
concentrating. This could result in an uncomfortable "e-flat,", in
the throat and too heavy. The air must still move forward even on
a ritard, or the throat will want to grab ontoc the voilce for sup-
port. "Simple Gifts" can be a touching and tasteful song when 1its

qualities are appreclated.

Example 35 "Simple Gifts" m. 8
7N

In the place Just right

CARLISLE FLOYD: SUSANNAH

Carlisle Floyd (1926) is definitely considered an American op-
era composer of note, though only hls third opera, Susannah, has
achieved repertory status. Floyd, along with Marc Blitstein (1905)
and Gian-Carlo Menotti (191i1), is among three opera composers who

have written their own libretti with success. Of these three, Floyd
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has probably been criticized the most for his libretti. According
to Floyd, the most diffilcult aspect of opera composition is "not to
bend or force the libretto into preconceived musical structures.
The shape most frequently proceeds from the dramatic 1ine."8

The libretto of Susannah (1955) was conceived from the Bible
story of Susannah and the Elders. Floyd transplants the story in-
to the American South's Bible-Belt. (The plot is in Appendix E.)
The strong characterization of Susannah and Reverend Blitch cause
a steady dramatic flow that allows consistency of style and lan-
guage throughout the opera.? |

Floyd used what has been called a "sophisticated folklore™
style.10 Language is a large part of this style and 1s in fact a
large part of the reason our American opera has had problems with
success. Many of the critiques describe an inconsistent language
style, elther too wordy or too colloquial. The use of language as
"natural speech patterns"” 1s a similarity between Susannah and The

Ballad of Baby Doe (Douglas Moore), which gives the operas a "par-

ticular distinction and dramatic thrust."il

"Ain't It A Pretty Night" occurs in Act I, scene two, right
at the height of Susannah's aspirations, and this i1s where the sing-
er must be. She 1s young and pretty, with her whole life ahead of
her. At this point she has grandiose visions of what she wants her
life to be. There are many words in each phrase of this aria, be-
cause she has a lot to say and dream about. The problems occur when
the singer merely sings words. One cannot think about the words and
make sure each one 1s correctly sung, one must see what the words de-

scribe and feel what the words say. Otherwise, the result will be

8Teland Fox, ed., "The State of Opera: A Dialogue", The Opera
Journal, Summer 1971, Vol. IV, No. 3, Univ, of Miss., pp. 19-31.
Andrew Drummond, American Opera Librettos, Scarecrow Press,
Inc., New York, 1968, pp. 69-70.
iOFox, p. 26.

1lprummond, p. 140.




B2

pretty music with a lot of words, but no impact. This whole aria
represents the harsh irony of Susannah's situation and her fate,
though she 1s blissfully oblivious to it all at this time. The
accompaniment wonderfully captures her mood and the irony.

The aria is bullt on the motive in example 36, the first vocal
entrance. The intertwining of this motive, as well as the lush
chords, vividly describe the scene and emotions. The transitions

are well handled musically and allow much expression.

Example 36 "Ain't It A Pretty Night" mm. 4-5

ik & - m—

Aln't it a pretty night!

Before singing a note of this aria, it would be advisable to
speak 1t through, as if it were a monologue. A higher-than-speak-
ing-volce pitch should be used so one can begin to feel the eleva~
tion technically and emotionally. In this way the proper emphasis
of words can be felt and retained in the melody. Singing in Eng-
1ish is often much harder than is at first thought. We tend to
feel there will not be any problem with the language since it 1s
our own.

The words should be hsed for momentum toward the end of the
phrase, just like our natural speech abilitles. Consonants such
as "d", "v", "p" and "t" should not pull down on the palate or the
jaw, but should be produced right at the tongue and lips. This al-
lows the forward motion of the tone and breath to remain consistent.
Also, the amount of breath will not be diminished at nearly as fast
a rate, due to less pressure on the vocal mechanism.

A difficult phrase for support, tone quality and diction occurs

in measure 16, example 37, page 53. Obviously, if a lot of emphasis
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is put on "that it might", the "a,'s" would not have enough support
and the tone could become less pleasing: they might be strident or
weak, depending on what the singer does to compensate for the lack
of support. The idea should be to sing toward "heaven", without
overemphasizing words that are naturally emphasized, For a smooth
line, it would be helpful to elide the "n" onto "out" and the "t"
onto "of". Then, there are no holes in the line, no reason for

stopplng the momentum.

Example 37 "Aln't It A Pretty Night" m. 16
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While working with consonants, one should not neglect the vow-
els, which are where the tone develops its quality. One should
think of long vowels, to aveld slighting the tone quality. A phrase
might be moving along with a lot of words, but that does not mean
there is no time to sing vowels. The consonants help malntain pure
vowels, if they are placed forward,

This aria nmust not be sung in an overly determined fashion.

It should be hopeful and yearning, yet simple and straightforward.
The approach should not become too marked and heavy, preoducing an
angry effect. Susannah is seeing a glorious vision, not the real-
ity. Measures 26-32 and 41-U46 are two places that should be more
hopeful than earth-shattering (example 38, page 54).

The dramatic intensity of the above sectlion i1s extremely high,
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Example 38 "Ain't It A Pretty Night" mm. 26-28
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leave thils vélley gomeday & find out fer myself
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however. One can see Susannah struggling with her desire to es-

r e
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cape, yet afrald to leave all the things she has ever known., Floyd
outlines all this emotion very clearly. This aria is a high point
in the opera, and Floyd demands the same intensity throughout the
opera. This dramatic intensity 1s perhaps Susannah's strongest ap-
peal to performers and audiences alike.

The final section (measure U48) 1is calmer than the preceding
ones, but is more draining because 1t requires the most intensity.
There are two fermatas. The second one becomes an octave glissan-
do, as shown in example 39. The breath must move through "blanket",
then stay high mmd steady through the "d-flatl's“. After the glis-

sando, the "p" should be put on "in" for momentum.

Example 39 "Ain't It A Pretty Night" mm. 52-51i
» 37 ::l ~Y 1
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up,and cover us up 1in one big blanket of velvet & diamonds.

By Act II, scene three, we see Susannah in a completely dif-
ferent situation. She has been cast out by the community, but knows
she has done nothing wrong. She 1s expected to "repent" of her sins
in a revival meeting, but she cannot stand the pressure and runs

home. It 1s at this time that she sings "The Trees on the Mountains".
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Her obvicus feeling of isolation reminds her of this song her moth-
er had taught her, Her ideallsm toward her fellow townspeople has
been shattered and from this she feels she is beginning to under-
stand human nature in the worst way.

This aria has a much more typieal structure: two verses, the
refrain, two verses and the refrain repeated. The third verse has
a different melody and a different key, while verses twoc and four
have only slight variations from verse one. This structure leaves
somewhat more responsibility on the singer for dramatic transitions
and intensity. As each verse evolves, Susannah sees more relation
to herself and feels even more pain, Because the verses are melod-
ically similar, the accompaniment 1s allowed to vary with each
verse. This helps point out the dramatic transitions in the text.

Throughout the aria the refralns are the most difficult, re-
quiring much stamina. Example 40 shows four measures from the re-
frain. The octave leap on "come back" makes fitting dramatic sense,
as does the octave and a third. The problem 1s letting the drama
do the work, not the body. One look at those intervals, and the
singer expects to encounter a real struggle to maintain consistent
tone. The answer 1s to be elevated, in the palate and in the mind,
so the phrase can be sung stralght out on the breath. The "b" on
"back" can also cause unnecessary help from the body. The lips
must form the "b'", not the Jaw, again like in speech. The "k" from

"pback" should be put on "O" for a smooth line, .

Example 40a "The Trees on the Mountains" mm. 21-22
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Come back O summer,Come back Ylue flame
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Example 40b "The Trees on the Mountains" mm. 25-26
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Come back 0 Jlover if jes fer a day

importance.

vary the phrasing for dramatic intensity.

In the third verse, with its different melody, phrasing is of

Measures 31-34 (example 41) contain an opportunity to

for "lighten my heart", as would be expected.

A ritard 1s not required

Example 41 "The Trees on the Mountains'" mm. 31-3L4
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As in "Ain't It A Pretty Night", the singer should experience

this aria without its melody, working with the speech on a high

pitch.

vated intensity.

lose the energy and beauty this aria affords.

This allows a quicker absorption of the drama and its ele-

The last three

The repeat of the refrain at the end should nost

"ecome

back's" on their octave leaps must feel very high and sustained,

especially 1n the breaths.

The body cannot sag during these breaths

without stifling the tone quality.

American Art Song:

Seymour Barab

Hans Nathan in History of Song described Seymour Barab's (1921)

songs as "light verse that are tuneful and of whimsical humour [ﬁi%],
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they might be taken for encore pileces."l2? These descriptions are

certainly true for his cyele The Rivals. There is no particular

theme or motive, elther poetically or musically, that ties these
four songs togethesr. However, the first two are in 6/8 meter and
discuss flowers in a casual manner. The last two are in 4/4 meter,
faster tempos, and have more aggressive texts, with appropriate mu-

siec. While the songs in Songs of Perfect Propriety are unquestion-

ingly "light verse", The Rivals seem to express deeper personal in-
sight.

The fourth song, "The Rivals", could very well be considered
an "encore piece". This piece 1is by far the most difficult of these
four songs. The accompaniment and volce parts are hased on the mo-
tive in example 42, This motive never overlaps between the two
parts and is most often found in the accompaniment. It always

serves as a helpful clue, for pitch or an entrance, to the singer.
Example 42 "The Rivals" mm. 5-7
P o) —
: i rJ

I heard ?—bird at dawn...

There are five melismatic phrases in the voice part, three em-
bellishing "sing", "prettily" and "sang". These are handled in such
a way that the singer seems to be trying to outde the bird (example
43, page 58).

At the tempo, thies phrase can become Iindistinet if the inter-
vals are not precise, For a smooth line, no one note can be accent-
ed., The direction is headed toward "he" on the steady breath that
moves straight out from the high palate.

For the most part, the pltches are easlly heard. There are

two sectlons that contain sudden accidentals. Example 44 (page 58)

T25tevens, p. 456.



Example 43 "The Rivals"” mm. 30-34
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is the second phrase of the vocal part. Example 45 moves so quick-

ly that the singer would do well to solfege this phrase in D major.

The accompaniment ls more helpful than it seems here.

.

Example 44 ™The Rivals" mm. 8-9

#

Sing--ing sweetly all the time f

e .

*

Example 45 "The Rivals" mm. 25-26
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That the dew was on the lawn----
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The final mellsma begins on "gl“ and ascends to "b-flat2“ on
a sequence pattern (example 46). In order to have enough breath to
sustain this extreme range and still articulate a consistent tone
quallty, the "as he" must not be accented and the Jaw must not drop
drastically on "sang". All emphasis should be saved until "u-pon”

and its "b—flatz".
Example 46 "The Rivals" mm. 47-51
L_Jﬁigiégg - o :]" b Y
e

e g

As he sa---~ --ng u--- pon a tree

A song of this nature 1s much more difficult to interpret dra-
matically, though the singer must choose someone or something toward
which to aim her intensity. Without a focus ocutslde the body, the
chances of proper technique that allows an effortless approach will

be greatly reduced.



APPENDIX A
JOSHUA

The story deals with the Jewlsh gconauest of Canaan after the
forty years in the wilderness. Act I begins with a "Chorus of Is-
raelites after the miraculous passage of the Jordan, and entrance
into Canaan'. Joshua Instructs Caleb to commemorate the event by
setting up a meonument at Gillgal. Othniel, a young chieftan, ob-
serves the approach of one whom he addresses as 'awful, pleasine
being'. It is an Angel, who orders Joshua to attack Jericho, giv-
ing him the comfortable assurance of easy vietory. The army pre-
pares for war. In a pastoral landscape Othniel seeks Achsah, Ca-
leb's daughter, to whom he 1ls betrothed. She answers from a dis-
tance; they meet and sing happily of animal and vegetable. A
trunpet sounds, and Othniel, remarking that 'now Jericho shall know
what 'tls to have a lover for her foe', hurrles to war.

In Act II Joshua has been beslegineg Jericho for six davs. He
orders the final trumpet-blast; there is 'a solemn March durilne the
Circumvection of the Ark of the Covenant':, and the clty walla col-
lavse, Caleb gives instruction for the slaushter, and Achsah of-
fers a compnlacent moral. The entlre companv, includine 'High-Prilest,
Priest, Chilefs, Elders, and a full assembly of the vecpnle', cele-
brate the Passover. Caleb announces that the men despatched to
test the defences of Ai (rhymed by Morell with 'day') have through
overconfidence been repulsed. They enter and sing a "Chorus of the
defeated Israelites'. Joshua's rebuke sends them back to battle
'with redoubled rage'. O0Othniel now asks for 'breath' and navs re-
newed court to Achsah, but 1s soundly rated by Caleb for dailiance
when 'all the vouth of Israel are in arms'. Ignorineg Othniel's pro-
test that 'this spotless object Justifles mv flame', Caleb sends his
daughter away and gives the latest intelllgence: thelr Glbeonilte
allles are endangered by a Canaanite leasgue under Adoni-zedeck, King
of Jerusalem. Othniel's martial spirit is aroused, and the scene
changes to the battlefleld, 'the Armies of the Israelltes and Canaan-
ites prepared for battle!. A repeated 'flourish of Warlike Instru-
ments' represents the engagement. When btad lisght seems likely to
prevent vietory Joshua orders the sun and moon to stand still. They
obey, and the enemy are routed.

Act III 1s devoted to national thankseiving. Joshua proooses
to allot the conquered territory among the tribes. Caleb reminds
him of his own past services 1n the conauest of Hebron, which is at
once bestowed on him and his tribe (Judah). Othniel remarks that
one clty remains uncongquered--~'Deblr, the giant's seat'. Caleb
finds himself suddenly worn out, and asks for a volunteer to subdue
'that stubborn tcwn', offering Achsah's hand as reward. Othnlel at
once goes to it, apparently alone. In no time he is back vietori-
ous; Joshua reasonably enough declares him to have achleved 'what
scarce, In future times, shall be bellev'd.' It 1s 0Othnlel who 1is
greeted as the conquering hero, and he receives the prize in a con-
ventlonal love scene.

From Winton Dean's Handel's Oratorios and Masaues, pp. 498-99,




Arlia dl1 Errisena:

Chi vive amante,
so che delira,
spesso sl lagne,
sempre sospira,
ne d'altro parla
che 41 penar.

Aria di Dorina:

Costretta a plangere
dolente e misera
non veggo un termine
al mio penar.

E le mie lagrime

a nullo servano,

ne 11 mlo rammarilco
alcuno ha l'animo
dl consolar.

Arla dl Nannina:

Quando la rosa

non ha piu spine

ed erbe spogliansi
pratl e colline,
allor quel core,
ch'lo serbo in vetto
per altro oggetto

si cangera.
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APPENDIX B

Whoever llves loving,

I know that he raves (is delirious),
frequently thus complains {(moans),
always sighs,

neilther of the other speaks than
from suffering.

Forced to weep

sad and miserable,
I do not see an end
to my suffering.

And my weeplng has
sowed (for) nothing
and my grief (regret)
nobody has the spirit
to console.

When the rose

no longer has thorns

and grasses are robbed

from meadows and hills,

then that heart,

which I serve in (my) breast,
for another object

thus will change.



APPENDI
Die Tochter Jepthas:

Da die Heimath, O Vater, da Zott

von der Tochter verlanget den Ted,
dein 7elllbe vom Peind uns befreit,
durchbohr! mich, ich stehe terelt!

Ind die Stimme der Kliagen 1st stumm,
und mein Werk auf den Bergen ist uml
Wird die Hand, die ich llebe, mizh weih'n,
kann der Tod ja nicht schmerzlich mir sein.

Und das schwdr!' ich dir treulich und gut,
dass so rein ist mein kindliches Bluft,
als der 3egen, den strimend es flehst,

als hlenleden mein letztes Gebet!

Ot die Junegfrau Jerusalem's klagi,

seil der Richter, der Held nicht verzapt!
Cer Triumph kam durch mich euch hertel,

und mein Vater, dile Heimath, sind frei!

il%,

Wenn das Blut das du gabst, 15t entwa
die du llebtest, dle Stimme verhallt,
denk' meiner, dle Ruhm dir erwarb,

und vergiss nicht, dass 1%chelnd ich starb!

Bvron's original:

Since our Country, our God=-d, my Sire!

Demand that thy daughter explre;

Since thy triumph was bought by thy vow--
trike the bosom that's bazred for thee now!

And the volee of my mournine 13 o'er,
And the mountains beheld me no mors:
I# the hand that I love lay me low,
There cannot be nain in the blow!

And of this, oh my father! te sure

That the blood of thy child is as pure

As the blessing I beg ere 1t flow,

And the last thought that socothes me below.

Aan den Mond:

Sehlafloser Sonne, melanchel'scher Stern!
Cein thrinenvoiler Strahl erzittert fern,

¢

Sines the homeland, oh father, since God
demands the death of your daughter,

your vow iiterates us frem the foe;
clerce me through--I stand ready!

And the voice of lamentation is silent

and my work on the mountains is over!

If the hand which I love will conseecrate re,
death c¢an indeed not te nainful to me!

And I swear to you $truly and well,

that mv childlike blood i3 as red

as the blessing which flowing entreats it,
as on this earth my last orayer!

Although the virgins of Jerusalem lament,
ray the Judege, the herc not be dilscouraged|
The triumph came hither te vou through me,
and my father, homeland are free!

When the hlood which ¥vou gave has {lowed,
the volce of her whom You loved having died,
think of me, the zlory awarded vou,

and “orget not that I dled smiling!

Though the virgins of Salem lament

Be the judee and the hero unbent!

I have won the preat battle for thee,
And my Pather and Country are freel

When this blood of thy ziving has rush'd,
When the voice that thou lovest 13 hush'd,
Let my memory stlll be thy pride,

And forget not I smiled as I died!

du effenbarst die Nacht, die dir nicht weicht.
0 wie du zanz des Glucks Erinn'rung zleilchst!

2o zlénzt auch linestverganegner Tage Licht!

es scheint, doch wirmt sein. schwaches Leuchten nicht,
der 7ram sieht wohl des Stern's Gestalt,

scharf, aber fern, so klar, doch ach!

wie kal%t, wle 30 kalt, so klar,

doch ach! wie kalt!

3un of the sleepless! Melancholy atar!

Your tear-fiiled ray trembles fapr,

vou unvell the night, which softens not tuv you;

0 how completely you resemble the memory cf happiness!

S0, too, mlitters long since the lisht af days sone by:
1t 3hines, yet its delicate beacons do net warm.

Grief resembles well the star's form--

sharp but distant, so clear, yet oh!

30 cold, S0 clear yet ah, so cold!

Byron's original:

Sun of the sleepless! melancholy star!

“hose tearful beam glows tremulously far,

That show'st the darkness thou canst not disvel,
How 1ike art thou to joy remember'd well!

3o gleams the past, the light of other davs,

Wnileh shines, but warms not with lts powerliess rays.
A night-beam Sorrow watcheth %o behold,

Distinect, bu¥t distant--clear--but, oh how cold!



Dem Helden:

Tein Tag 1st aus, dein Ruhm fing an,
es vreist des Valks Gesanm dich,
Hoher, suf des Sieges Bahn,

dain Schwert im Feindesdrang,

die Thaten all', die du getan,
Jauchzt dir der Freiheit Dank!

Und ob du fielst, s0 lang' wir frei,
sollst du den Tod nicht seh'n,

Jein Blut so edel, rein und treu
dar® nicht zur Zrde mehi'n,

in unsern Adern fliesst' es neu,
deln Jeist mog' iz uns weh’'n!

“ein Yame sel dem Heer Signal,
rilstet's zum Kampfe s=ich,

und Jungfrau'n xidnden's im Choral,
dass unser Held erbilch!

©a netze keine Thrin’' dein Mahl,
wir klagen nicht um dichi

Bvron's original:

T™sy days are done, thy rame begun;
Thy country's strains record the
triumphs of her chosen Son,

the slaughters of his sword!

T™he deeds he did, the flelds he won,
the freedom he restored!
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Your day is over, your zlory tegun,
the people's song pralses you,
(ireat One, on the path of victory,
your sword in the enemy's throng,
all the deeds which you have dene,
freedom's thanks to you exults!

And 1 you fall, as long as we're free,
you 3han't see death,

vour blood so neble, pure and true

dare not #o to earsh,

in our veinsa it flcws anew,

your spirit must flutier in us.

¥ay your name hbe the army's signal,
it prepares itself for combat,

and maidens herald it in the hymn,
that our here Surns palel

No tears moisten your reai,

#e do not complain arecund vou!

Though thou art fall'n, while we are free

thou shalt not taste of death!

The generous blood that flowed {rem thee

disdained to sink beneath:
Within our veins 1ts currents be,
thy spirit on our breath!

Thv name, our charring hests aleng,
shall be the vattle-word!

Thz fail, the theme of choral song from

virgin veices pour‘’d!
Ta weep would do thy eglory wrong;
Theu shalt not be deplored.



APPENDIX D

Paztorale:

Un Jour de printemps, Tout le long d'un verger

Colin va chantant, Pour ses maux soulager:

"Ma bergere, ma bergere, tra la la la la la 13 la la
Ma bergere, ma bergere, tra la la la la la la la la...
Laisse moi, laisse mol prendre un tendre balser.

Oh! laisse mol, ma bergere, prendre un tendre baiser."

La belie, 2 1'instant, Repond a son berger:

"Tu veux, en chantant, Un baiser derober?

Non Colin, non Colin, tra la la 1z 1a la la la la
Non Colin, non Colin, tra la la 1a la la la la ia...
Tu voudrais, en chantant, prendre un tendre baisar?
Nen, non, nen, norn, Colin, ne le prends pas

Je vals te le donmer. MNon, nen, non, Colin,

ne le prends pas, Je vals te le donner!”

One day irn spring, 2long the entire length of an orchard,
Colin goes singing, in order to comfort his 1lls:

"My shepherdess, my shephe-dess, tra la la la la la la la la
My shepherdess, my shephordess, tra la la la la la la la la...

Let me, let me take 2 tendar kiss.

Oh! let me, my shepherdesaz, take a tender kiss!"

The fair one, at that instant, replies to her shepherad:
"You want oy singing, te rob me of a kiss?

No Colin, ne Colin, tra la la la la la la la la

No Coiin, ne Colin, tra la la la la la la la la...

You wouid like, by singing, to rob me of a tender kiss?

No, no, no, no, Colin, do not take 1it,

I am going to glve it to you! No, ne, ne, Colin,
De not take it, I am going to give it to you!™

Bizet's "Absence":

Reviens, reviens, ma bien z2imée!
Comme une fleur loin du solell,
La fleur de ma vie ent fermee
Loin de ton scurire vermell.

&h! reviens! Feviens,

reviers ma blen zimée!

ah! reviens! ah! reviens!

Entre nos coeurs tant de distance!
Tant d'espace entre nos balsers!

0 sor:t emer! ® dure absence!

¢ mrands désirs inapalsés!

Au rays aqui me prend me belle,
Hélas! hélas! si je pouvals aller;
Et si mon corps avalt une aile
Comme mon &me pour voler!

Hélas! hélias!

Au peys gul me nrend ma belle,

Si Je pouvals, si le pouvais aller.

Par-dessus nos vertes collines,

Les montagnes au front d'azur.

Les champs raves et les ravines.
J'iraig, oui j'irails d'un vol rapide,
J'irals d'un vol rapide et sur.,

Le corps ne sult pas la pensfe!
Pour moi, mon Sme, va tcut droit,
Comme une colombe bliessée
T'abattre au rebord de scn %oit.
Et dis, mon fme, et dis, mon fme,
a cette belle: "Tu sais bien
qu'elle compte les jours.,"

0 ma colombe! & tire d'aile,

Retourne au nid de nos amours

Tu sals bien gu'elle compte les jours,
0 ma eolombe A4 tire d'alle,

Retourne au nid de nos amours!

Come back, come back, mv belovad!
Like a flower far from the sun,
The flower of my life 1s clozed
Far from your rosy smile.

Come back, come back,

Coma back, mv beloved!

Ah! come back, ah! come back!

What a distance between cur hearts!
S0 much space between our kisses!

0 bitter fate! C harsh absence!

C preat unappeased desires!

Te the land which takes from me my beloved,
Alas! alas! 1if I could go;

And 1l my body had a wing

iike my soul to fliy!

Alas! alas!

To the land which takes from me my beloved,
If I eould, 1f I could go.

Above cur green hills,

The mountains with azure brow,

The striped meadows and the ravines.

I would ro, yes, I would go by a rapild flight,
I would go by a flight rapid and secure.

My body does not follow my thoughts!

For me, my soul goes straizht on,

_ike a wounded dove

£0 ¥nock you deown at the edge of 1ts roof.
And say, my soul, and say, my soul,

to thies fair one: "You know well

that she counts the days.”

0 my dove! by taking wing,

Return to the nest of our laves.

You know well that she counts the days,
0 my dove by takling wing,

Return %o the nest of our lovaes!
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Berlioz' "L'Absence™:

Reviens, reviens, ma blen aimée!
Cemme une fleur loin du soleil,
La fleur de ma vie est fermée
Lain de ton sourire vermeil!

Entre nos coeurs quel le distance!
Tant d'espace entre nos balsers!

0 scrt amer! dure absence!

0 grands désires lnapais#s!

Reviens, reviens, ma bien aimée!
Comme une fleur loin du soleil,
La fleur de ma vie est fermée
Loin de ton sourira vermell.

2'ict labas gue de campagnes,
Que de villes et de hameaux,
Que de vallons et de montaepnes,
A lasser le piled des chevaux!

2eviens, reviens, ma bien aimée!
Ccmme une fleur loin du soleil,
La fleur de ma vie ast farmée
“oin de ton sourire vermell!

0! guand je dors:

APPENDIX D

Come tack, come back, my belovea!
Like a flower far from the sun,
The flower of my life is closed
Far from your rosy smilel!

What a distance between our hearts!
So much space betwesn ocur kisses!

0 bitter fate! O harsh absence!

0 great unappeased desiresa|

Come back, come back, my beloved!
Like a flower far from the sun,
The flower of my 1ife is closed
Par from your rosy smile.

From here to where you are, how wide %the cnunt’,

How many clties and hamlets,
How many valleys and mountaina,
To tire the hooves of the horses!

Come bhack, come back, my beloved!
Like a flower far from the sun,
The flower of my life is closed
Far from your rosy smilel
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2! auand Je dors, viens auprés de ma couche
Comme a Petrarcue apparaissait Laura.

5% au'en passant ton haleine me touche=-
Soudain ma bouche s'entrouvriral

3ur mer Sront morne ol peutﬁtre s'acheve
'In sonee noir aul trop longtemns dura,
Jue ton regard comme un astre s'&ldve

Tt soudain mon r@ve rayonnera!

Suls, sur ma levre oll voltige une flamme
Eelair d'amour aue Dieu nBme foura,

’pse un balser, et d'anpe deviens femme
3oudain men Sme s'eveillera, s'eveillera.

Q' viens! comme a Petrarque apparaissait Laural

Oh! when I sleeap, come near to my couch
as to Petrach appeared Laura.

And in passing may thy breath tcuch me=-
Suddenly my mouth will open a little!

Jpon my gloomy forehead where perhaps l1s ceonsumated
a black dream that mueh %oo long endured,

May thy rlance like a star ascend

and suddenly my dream-vision will shina!

Then, upon my 1ip where flutters a flame

a lightning flash of love which %od himself purified,
Place a kisa, and Trcom spirit tecome flesh and tlood
Suddeniy my soul will be awakened.

Ch! come! as to Petrareh appeared Laural!
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APPENDIX E '

SUSANNAH

Floyd's opera 1s set in a lush valley of Tennessee., It is July
and the action takes place over a week's time. The first scene
finds the valley folk having a dance with Susannah, who 1s a lovely
young eighteen-year-old, as the center of attraction. The ladles
all brood that she is a sinner for "that pretty face must hide some
evil"., They all agree she 1s a victim of her drunken breother. The
Reverend Blitch, a travellling minister, arrives a day earlier than
expected and is greeted by all. The Elders of the church have asked
him there to run the sinners out and cleanse their dirty souls.
Blitch 1s enthralled with Susannah, and they dance.

The second scene has Susannah describing to Little Bat (an adole-
scent who 1s in love with her) about her longing to be out in the
world, past the valley, to see what other folks do. Sam, Susannah's
brother, arrives to hear the end of her description and 1s moved.
They obviously care about each other a great deal. They are happy.

During the third scend, the Elders are found searching for a bap-
tismal site. They come upon Susannah bathing nude and a proverbl-
al witch-hunt ensues. They alert the valley later, unknowit to Su-=
sannah. The Elders force Little Bat into a confession that Susannah
seduced him. They of course shun her from this point on.

Susannah 1s confused by peoples' reaction until Little Bat ex-
plains. Furlous, she laments to her brother as the first act ends.
Act IT finds Susannah beginning to belleve she is evil, but her

brother convinces her otherwise, telling her she should not fear
attending the revival meeting. Scene two is a fire and brimstone
revival meeting. During the meeting Susannah appears. The chant
for all sinners to come forward and Blitch's direct words that she
needs to be cleansed are too much for her, and she flees,

Scene three shows Susannah destitute. There is little life left
in her. After some time of lamenting, Blitch appears on the scene.
He explains that he has been wrestling with her soul since he ar-
rived. She needs to confess and be cleansed. While she 1s sobbing,
he caresses her. He describes hils lonely existence, how he craves
a woman. Susannah, realizing she 13 too tired to fight, gces with
Blitech into her home.

The next morning Bliteh is praying in church. He makes a confes-
sion of his sin in privacy. Everyone comes in, including Susannah.
Blitch tries to convince them Susannah is innocent. Of course no
one believes him and all leave to prepare the baptism. He asks
Susannah's forgiveness, but she doesn't know the word.

Sam discovers what Blitch has done and goes to the Baptismal Spring.
He shoots Blitch in the middie of a forgiving prayver. Of course the
valley thinks Susannah put her brother up to it and come after her.
She screams that she will never leave until she is ready. They de-
part chanting that a higher court will rule her someday. In a final
twisted moment, Susannah beckons the young Bat to her, begins to
caress him and then slaps him violently. He [lees and she laughs
horribly, only to sink into a personal oblivion--a "lonely prisoner
of a self-imposed exile".

Summarized from the score.
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ABSTRACT

This paper contalns flve separate sectlons of program notes
and thelr respective appendices, based on a recital program. Each
sectlon deals with the particular pedagogical aspects that are per-
tinent to the indilvldual songs. The appendices include the texts
and translations of the songs as well as plot summaries of the
large works from whilch the arias are extracted. Muslcal examples
are Ilnserted to ald the pedagogilcal discussions.

G. F. Handel, Joseph Haydn, Robert Schumann, CGeorges Bizet,
Hector Berlloz, Franz Liszt, Aaron Copland, Carlisle Floyd and

Seymour Barab are the composers included Iin this paper.



