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INTRODUCTICN

The history of song 1s perhaps as old as the history of
mankind., For song was the heritage of the people; it had confided
the joys and sorrows of the people.. In the broadest interpretation
of the word, song might include such varied forms and methoés of
joining words and music as flok song, art song, liturgical chant,
madrigal, motet, etec. Therefore, song 1s a dual art and at its
best there is a fusion of text and tone.

During the nineteenth century composers created an abundance
of unusually beautiful art songs. This was because the period had
such great lyric poets as Goethe, Heine, Mlller, Mdrike, Mallarme.
Moreover, the piano by this time had attained its mechanical
perfection. It is appareht that the outstanding literary produc-
tion gave great impetus to the composition of songs. The symble
of the art song, for instance, Schubert was not too particular in
his cholice of poems. But he had the fortune to be born at a time
when much poetry of a h%gh order was being writpen in Germany, and
this enabled him to produce more than six hundred‘songs. Among

those there are forty-four songs included in his two cycles, Die

Schine liflllerin and Die Winterreiée, based on the poems of riitiller,

Hereof, naturally one thinks of the Dichterliebe song cycle, one

of the pest examples, in which the beauties of the poetry of Helne
end the music of Schumann are joined.

In 1913 the Gitanjali song cycle was produced out of the union
of Rabindranath Tagore's poetry and John Alden Carpenter's music,

Tagor and Carpenter were contempararies as Schubert and Miller or



Heine and Schumann were, but they neve;theless were living in
two different parts of the world. It is interesting to note how
the Indian poet became known in this western country. The Nobel
Prize in Literature made Tzagore world-famous even though the award
in 1913 to him for his Gitanjall was a complete surprise to the
world. |

However, Tagore was known 1ﬁ the United States before the
award of the Nobel Prize, During his half-year's sojourn in this
country he lived in Urbana, Illinois, visited many places in the
country, and delivered lectures at Harvard University, the Univer-
sities of Chicago, Illinois and elsewhere, It was Carpenter's
fortune to live in Chicago where Harriet Monroe published some
poems of Gitanjéli in the local magazine of verse, Pcetry, which
was perhaps the first journal in the West to publish Tagore's
poems.,

Undoubtedly, those poems from Gifanjali that appeared in
Poetfz led Carpenter ﬁo be interested in the whole work. And the
beauty of Gitanjali stimulated Carpenter's musical images. The
choice of these six poems from the entire work of one hundred and
three was due to Carpenter's love of nature and his interest in
children. His intention to rearrange the order of the poems in
this song cycle is also naticeable.

The study of this Gitanjali song cycle attempts to present
how Carﬁenter-gave the form to his music basedron the movement of
the verse; how he fitted the words of the text into his melodic

line; and how he furnished the mood for each song by using the

flexible medium, piano, to illustrate and intensify the meaning



of the poetry. Consequently, the general organization and the

vocal line of each song were analyzed and included in this report.



CHAFTER I
THE TEXT

Gitanjall is a collection of poems written by Rabindranath
Tagore in 1909 and 1910 and published in the latter year. These
lyrical poems wére originally written in his. own language, Benga-
11, which is only one of over thirty in India. To his own people,
Tagore was not only a great poet, he was also a great musician,
His songs were sung throughout Bengal,- Although he became famcus
in his own country early in his youth, his world-fame was made

after his English translation of Gitanjall (Song-Cfferings).
ENGLISH TRANSLATION GF GITANJALI

Sir William Rothenstein, the fnglish painter served as mid-
wife to the birth of Tagore's fame in Europe. Rothenstein had
visited Indijia in 19103 During his stay in Calcutta he had already
heard of Tagore's reputation as a poet from his Indian friends.

On his return_to London he read an nglish translation. of one of

Tagore's stories from the Modern Review and that impressed him

7very much. "He wrote to his friends in Calcutta inquiring if any
more such translation were avalable, In response he received a
few translations of pocems done b& Ajit Chakravarty, a'colleague

of Tagore's on the staff of the Santiniketen school."1 "The

lKrishna Kripalani, Rabindranath Tagore, New York; Grove
Press. Inc.. 1962, p. 217.




poems,"” Rothensteln stated, "of a highly mystical character,
struck me as being still more remarkable than the_story, though
but rough translations.“2 Therefore, he wrote to Tagore, ex-
pressing a desire to see some of his p;ems and urging him to come
to London,

And so in the beginning of 1912 Tagore made preparation for
his third voyage to Europe. He was due to sall from Calcutta on
19 March, but suddenly felt 111 on the night before his departure,
so the journey was postponed until 27 May. During these days he
went to Shelidedh to take a rest, It was there he began to trans-
late some of his Gitanjali 1hto English, As Tagore wrote in his
letter addressed to his niece, Indira Devi;

«+sIt was then the month of Chaltra (llarch-April), the
air was thick with the fragrance of mongo-blossoms and all
hours of the day were delirious with the song of birds...

In such a state one cannot remain idle, Iv 1s an old hablt
of mine, as you know, that when the air strikes my bones,
they tend to respond in musie. Yet I had not the energy to
sit down and write anything new, So I tock up the poems of
Gitanjali and set myself to translate them one by one... 1
did not undertake this task in a spirit of reckless bravado.
I simply felt an urge to recapture through the medium of
arnother language the feeling and sentiments which had
created such a feast of joy within me in the days gone by.

The page of a small exercise-book came to be filled
gradually, and with it in my pocket I boarded the ship. The
idea of keeping it in my pocket was that when my mine become
restless on the high seas, I would recline on a deck-chair
and set myself to translate one or TWo poems Srom time to
tome, And that is what actually happened....

When Tagore came to London he gave Rothenstein his manuscript

with some diffidence, "That evening;“ Rothenstein wrote, "I read

oy
Ibid s

jlbld., Ps 215,



the poems., Here was poetry of a new order, which seemed to me on
a level with that of the great mystics."* Rothenstein then gave
the manuscript to W. B. Yeats., Yeats's appreciation of these
poems encouraged Rothenstein to have a gathering with a few
friends in his Hampstead house on the evening of 30 June, Yeats
read the poems to this choice gathering, which included Ezra Pound,
May Sinclair, Ernest Rhys, Charles Freer Andrews, and others.s
After they had heard the poems their enthusiasm equalled Yeats's
and Rothenstein's, As May Sinclair stated in a letter to Tagore;
May I say now that as long as I live, even if I were
never to hear them again, I shall never forget the impression
that they made., It is only that they have an absolute beauty,
a perfection as poetry, but they have made present for me
forever the divine thing that I can only find by flashes and
with an agonizing uncertainty...You have put into English
which is absolutely transparent in its perfection things 1t
is despaired of ever geeing written in fnglish at all or in
any Western lLanguage.
Rothenstein proposed to the India Society that the poems be
printed, On November 1, 1912, the Gitanjall was first published
in English with an introduction by Yeats in a limited edition of
750 copies. The book was on the whole well received in the British
press, lLater on, Rothenstein persuaded George Macmillan to publish
a popular edition. Since this was before the award of the Nobel
Prize, some persuasion was necessary to make the publishers take

the risk of publishing the unknown Indian work, After some hesi-

tation, Gitanjiali was first published by Macmillan in March 1913.

“Ivid., p. 218.

5Ibid., pp. 218-219.

1p1a., p. 219.



The general reception of_Gitanjali in the British press was over-
whelmingly favorable. In the same year alone it was reprinted

thirteen times.? Tagore's name was sufficiently bandied about in
the Znglish papers after the publication of his book for his repu-
tation to have crossed the Atlantic; Finally, the Nobel Prize in
Literature went to the first non-white recipient for his Gitanjalil

in November 1913,

TAGCRE IN THE UNITED STATES

Tagore, however, was not in Zngland when Gitanjali was pub-
lished, "In October 1912 he sailed for the United States accom-
panied by his son and daughter-in-law. The son, who had earlier
graduated from the Univefsity of Illinois, persuaded the father
to spend some quiet months at Urbana, hoping to take this oppor-
tunity of completing his own thesis for the doctorate. A house
was rented not far from fhe College where the family settled down
for the winter.“8 Although the ordinary American citizen was hard-
ly aware of Tagdre's obscure ‘existence in Urbana, invitations from
academic and other circles began to pour in, During his half-
year's sojourn in this country, he delivered lectures at Harvard,
the Universities of Chicago, Wisconsin, and elsewhere, He also |

went to Rochester to attend the Congress of Religious Liberals

7Rabindranath Tagore, Gitanjali (Song Cfferings), London,
Macmillan & Co., 1966, p. IV.

8Kripalan1, op. cit., p. 221.



where he spoke on "Race Conflict”. From Rochester Tagore went to
Boston and before his return to London in April 1913 he wvislted
New York.

In January 1913, Tagore stayed in-Chicago as a guest of MNrs.
William Vaughan Hoody.g Previously in December, six poems from
the Gitaniali were published with a prose article "Tagore's Poems"
by Ezra Found in the Chicagoc magazine of verse, FPoetry. The
magazine, Poetry, was perhaps the first journal in the West to

10 In the June issue fourteen more of

publish Tegore's poens,
Tagore's poems appeared. Moreover, thére was a short notice that
Yeats had written a beautiful introduction for the Gitanjalil

published by Hacmillan, and articlgs on the Indian poet appeared

in The Ilorth American (May Sinclair), The Fortnigntly (Ezra Found),

The Nation (Evelyn Underhill), The Hibber:t Journal (T. W. Rolle-

ston), Curresnt Opinicn and elsewhere.11 Undoubtedly, Tagore was

well known in the United States even before the award of the Nobel

Prize.

CARPENTER'S CHOICE OF TEXT

Most of John Alden Carpenter's music is "programmatic”-
inspired by some outside source. As he put it "With only a few

exceptions everything that I have written has started from a non-

91bid., p. 226,

101b1d| 5 pl 225.
11Harriet Monroe, ed., Poetry, vol., II, June, 1913, p. 116



musical basis.“lz When he composed, there had to be first a
special mood which created his desire for musical expression.
This may have been produced by a poem. And that was especially
true in the composing of his earlier works, for up to 1913
Carpenter's compbsitions were almost exclusively songs.

As a song-composer living in Chicago, Carpenter may have
happened to be a reader of FPoetry. In the first issue of the
magazine (Cctober, 1912), there was a poem, "To One Unknown", by
the Chicago boen Helen Dudley. The poem did create Carpenter's
desire for musical expression. As a result, the song, "To Cne
Unknown", was composed in the same year and published in 1913,
Undoubtedly, Carpenter had heard of Tagore and read his poems in
Poetry as early in December 1912, Certainly, the six poems from
Gitaniall which appeared in Poetry led Carpenter to be deeply
interested in the whole work.

In the beautiful introduction for the English book of
Gitanjali Yeats wrote;

«ss]l have carried the manuscript of these translations
about with me for days, reading it in railway trains, or on
the top of omnibuses and in restaurants, and I have often
had to close it lest some stranger would see how much it
moved me, These lyrics = which are in the original, my
Indians tell me, full of subtlety of rhythm, of untransla-
table delicacies of colour, of metrical invention - display
in thelr thought a world I have dreamed of all my life long.’
The work of a supreme culture, they yet appear as much the

growth of the common so0il as the grass and TUSHES ..+

These poetic and imaginative poems were, undoubtedly, the

2 .
1 Mladeleine Goss, Modern Music-lakers, New York, =. P.

Dutton & Company, Inc., 1952, p. 44,
i3

Tagore, op. cit., pp. xiii-xivV,
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direct stimulus to Carpenter's musical expression. From the
English book of Gitanjali Carpenter chose seven poems for his
texts. However, the song, "The day is no more", is not included
in his Gitanjali song cycle. It was composed and published in
1915.

The Gitanjali song cycle was composed in 1913 and published
in 1914, Carpenter kept the title "Gitanjali" as the name of his
song cycle even though only six were used among the total of a
hundred and three poems, This cycie:is a setting of six songs
which interprets the following six poems,

Light, my light, the wofld-filling light

Qn the seashore of endless worlds children meet
The sleep that flits on baby's eyes _

When.I bring to you colour'd toys, my child

I am like a remnant of a cloud of autumn

On the day when death will kﬁock at thy door

These selected poems can be simply divided into two kinds of
subject matter. One is about children and the other about the
genius of nature. Because he chose these texts, we find that

Carpenter was interested in children, and in the expressing of

nature,
Interest in Children

The most popular songs of the cycle, "When I bring to you
colour'd toys" and "The sleep that flits on baby's eyes", are

obviously the childlike type of songs. The fifth song of the
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cycle, "Cn the seashore of endless worlds", 1s also concerned

with the fragliity and transparency of the child spirit. Car-

penter's interest in children can be found in many of his works.,
In 1914 Carpenter wrote his first important orchestral work,

the suite Adventures in a Perambulator, which made him as famous
14

in the symphonic world as he already was on the concert stage.
This charming Suite tells of & baby's outing in the park, and
perfectly interprets the child's impressions of 1life, 1In the
suite Carpenter described the world as seen through a child's eyes,
‘What made Carpenter choose the subject? Once he himself

said, "All artists are interested at one time or another in
,children.“15 Carpenter, indeed, was interested in children all

the time, -Gne of his earliest works was a group of songs titled

Improvine Songs for Anxious Children which was composed in 1901-

1902, He and his wife wrote the words together. The Improving

Songs for Anxious Children is similar in type to the Perambulator
suite., It shows real live children in every mood. “Sometimes
they are good little boys and girls, other times not so good; but

always little boys and girls, as liable to human failings as

their parents.“16

His later songs such as "If" (Mabel Livingstone) and "Worlds"”

(Afleen Fisher), composed in 1934-1935, show Carpenter's continu-

14
15

Ibid.
16John Tasker Howard, Our American Music, New York, Thomas Y.
Crowell Company, 1931, p. 482.

Goss, op. cit., p. 36,
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ing devotion to the childlike type of songs, which he did so

well.17

Love of Nature

Carpenter's sympathetic reaction to the moods of nature is

remarked on by Upton in his book, Art-Song in America. He states:

vesl find in Carpenter, to a greater extent than in the
case of any other American song-writer, the meditative spi-
rit, the love of expressing the quieter aspects and in its
influence upon human experience, We need but recall where
the Misty Shadows Glide, Chanson d'Automne, Le Ciel, Il
pleure dans mon cosur, The Green diver, Lookinx-Glass #diver,
Phe Cock shalil Crow, Les Silncuettes, Fog sraiths, (n the
Seashore of cndiless worlds, Lignt, my iLizht, The Day is Mo
More, Water Colors and 3lumber-Scng., <Surely no other among
our composers has been so drawn in tnis direction. This
sympathetic reaction to the moods of nature has bdeen,
perhaps, my chief point in feeling a certain non-Americanism
in Carpenter's work...de may acquire this sincere love of
nature and it is to be hoped that most of us do, but it is a
matter not lightly to be taken for granted. That Carpenter
has felt this so keenly...70o my mind, songs of this type
are the most beautiful and companionable of all types, But
not to every composer is it given to write worthily...1

Indeed, Carpenter had an inborn love of the out-of-doors in
its more subjective moods. In this Gitanjali sbng cycle aloné he
selected four poems which deal with the varied moods of natural
phenomena such as the solemnity of death, the brilliance of
light, etc.

Undoubtedly, Carpenter's love of nature and his interest in

17Willian Treat Upton, A Supplement to Art-Song in America
1930-1938, Fhiladelphia, Oliver Ditson Company, 1938, D. 7.

18W1111an Treat Upton, Art-Song in America, Boston, Oliver
Ditson Company, 1930, pp. 212-213. :
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children made him choose these six poems. However, he rearranged

the order of the poems, making an alternation between two kinds

of subjects; the first, the third, and the fifth song of the cycle

deal with the child spirit, and the others describe the varied

moods of nature.

The following are the setting of six songs which are in the

order of the Gitanjali song cycle; the Arabic numerals numbered

the poems in Tagore's Gitanjali:

62
90
61
80
60
57

When I bring to you colour'd toys

On the day when death will knock af thy door
The sleep that flits on baby's eyes

I am like a remnant of a cloud of autumn

On the seashore of endless worlds

Light, my light



CHAPTER II
THE FORMAL ORGANIZATION OF THE SONGS

The songs in the Gitanjali song cycle are through-composed,
which is ad justed to poems written in free verse, The form and
length of each.song is determined by the text. In composing the
music Carpenter's sectional strﬁcture for each piece is very often
furnished by the stanzas of the text. The formal organization is
mainly supplied by the accompaniment which controls unity in each
piece.

The general analysls of each song in the cycle was made in
accordance with the correlation of the formal orgnization with

the text.
WHEN I BRING TC YCU COLOUR'D TOQYS

The sixty-second poem in Tagore's Gitanjali, "When I bring
to you coloured toys, my child", consists of the following four

verses:

When I bring to you coloured toys, my child, I under-.
stand why there is such a play of colours on clouds, on water,
and why flowers are pzinted in tints - when I give coloured
toys to you, my child,

When I sing to meke you dance, I truly know why there is
music in leaves, and why waves send their chorus of voices to
the heart of the listening earth - when I sing to make you
dance,

Wwhnen I bring sweet things to your greedy hands I know
why there is honey in the cup of the flower and why fruits
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are secretly filled with sweet juice - when I bring sweet
things to your greedy hands.

When I kiss your face to make you smile, my darling, I
surely understand what the pleasure is that streams from the
sky in morning light, and what delight that is which the
summer_ breeze brings to my body - when I kiss you to make you
smile,

Carpenter omitted the last verse of this poem. Therefore,
the text of the.song, "When I bring to you colour'd toys", falls
into three parts.2 Tne repeated leading 1deé, When I bring.sess
When I singe..., When I bring.... suggests a ternary form of
statement, contrast, and restatement,

The song 15 79 measures long. In-addition to the B-measure
introduction and a brief postlute, the song falls into three parts
as the text itself does. Although the ternary structure is merely
suggested in the voice part by & return in Part III to the open-
ing motive of Fart I, yet such structure is obvicusly shown in the
plano accompaniment bﬁ the return of mood., The generalTorggniza-
tion of the song is shown in Figure 1. How the introductory

material is used between the two ad jacent parts in a way to give

more unity to the form is also illustrated in this figure.
ON THE DAY WHEN DEATH WILL KNOCK AT THY DOOR

The lyric, "Cn the day when death will knock at thy door”,

lﬁabindranath Tagore, Gitanjali, Introduction by W. B. Yeats,
London, Macmillan and Co.,, 1966, pp. 57-58.

2John Alden Carpenter and Rabindranath Tagore, Gitanjall
{Song Offerines), New York, G. Schirmer, Inc,, 1942, pp. 3-7.
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is the ninetieth poem in Tagore's Gltanjali. It 1s in & simple
question and answer form. This brief poem is as follows.

Cn the day when death will knock at thy door what wilt
thou offer to him? .

Oh, I will set before my guest the full vessel of my
life - I will never let him go with empty hands.

A1l the sweet vintage of all my autumn days and summer
nights, all the earnings and gleanings of my busy 1life will

I place before him at the close of my days when death will

¥nock at my door.-

In the text of the song, "On the day when death will knock
at thy door", Carpenter repeated the question, "Cn the day when
death will knock at thy door what wilt-thou offer to him?" at the
end of the poem.u Cwing to the reappearance of the question, the
text becomes a ternary structure. - The song is, therefore, con-
trived in a ternary form also. The general organization of the
song is shown in Figure 2,

Part I, mm. 1-20; 1nterpréts the first two verses of the
poem, The last verse of the poem is carried out in Fart II,

mm. 21-33, along with the changes of key signature and rhythmic
pace.' Part III is the recurrence of the first part of Part I,

section Q@ __, which ends the L3 measures composition.

3Tagore, ODs GiEes Pu B3

uCarpenter and Tagore, op. cit., pp. 9-11.
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THE SLEEP THAT FLITS CN BABY'S EYES

Carpenter made "The sleep that flits on baby's eyes" into a
short, tender song., However, the sixty-first poem of Tagore's
Gitanjali is not short, but consists of three verses;

The sleep that flits on baby's eyes - does anybody know
from where it comes? Yes, there is a rumour that it has its
dwelling where, in the fairy village among shadows of the
forest dimly 1it with glow-worms, there hang two timid buds
of enchantment, From there it comes to kiss baby's eyes.

The smile that flickers on baby's lips when he sleeps -
does anybody know where it was born? Yes, there is a rumour
‘that a young pale beam of a crescent moon touched the edge
of a vanishing autumn cloud, and there the smile was first

born in the dream of a dew-washed morning - the smile that
flickers on baby's lips when he sleeps.

The sweet, soft freshness that blooms on baby's limbs -
does snybody know it was hidden so long? Yes, when the
mother was a young girl it lay pervading her heart in tender
and silent mystery of love = _the sweet, soft freshness that
has bloomed on baby's limbs,

Among these three verses, only the first one 1is used as the
text. of the song.6 The text contains two simple thoughts: the
question, where does sleep come from, and the answer, Because of
the text, Carpenter composed this song in two parts. The general
organization of the song is shown in Figure 3.

After a W-measure introduction, there is Part I, mm, 5-11,
which interprets the first thought of sleep and from where it
comes. Carpenter furnished this part with Berceuse-like rhythm

for associating with baby. Example 1 illustrates the rhythmic

5Tagore, op. cit., Pp. 56=57.

6Carpenter and Tagore, op. cit., pp. 13-15.
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scheme of Fart I. In Fart II, mm. 12-40, both tempo and meter
are changed, and, the lullaby is dropped in accordance with the
changing thought in the text. The B-measure plenc postlute
completes the song, It 1s noticeable éhat for giving unity in
the composition, the Berceuse-like rhythm is repurned in the
postlute, Example 2 shows how Carpenter fitted the same rhythmic

plan of Fart I into the postlute under a different time signatures

l[zj 4;5”{23 ¢.§~é": 2 3 4_4-4,'
] H ;
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I AM LIKE A REMNANT CF A CLOUD CF AUTUEN

The eizhtieth poem of Tagore's Gitanjali, "I am like a
remnant of a cloud of autumn®, contains thr=e verses which are
as follows.

I am like a remnant of a cloud of autumn uselessly
roaming in the sky, O my sun ever-glorious! Thy touch has
not yet melted my vapour, making me one with thy light, and
thus I count months and years separated from thee.

If this be thy wish and if this be thy play, then take
this fleeting emptiness of mine, paint it with colours, gild
it with gold, float it on the wanton wind and spread 1t in
‘varied wonders.,

And again when it shall be thy wish to end this play at
night, I shall melt and vanish away in the dark, or it may
be in a smile of white morning, in a coolness of purity
transparent.

Carpenter set the complete poem into the fourth song of the
eycle, Althovgh the constant half-note rhythm in the bass line
is used through most of the composition, still the song can be
divided into three parts as can the poem itself, The general
organization of the song is shown in Figure L,

Following the 4-measure introduction, Fart I, mm , 5-30,
carries out the first verse of the poem. In addition to the
rhythmic ccnstaney in the bass line, the triplet motive of in-
troductory material is also used in this part. The central part
of the poem is interpreted in Fart II, mm. 31-51, which includes

a 15-measure interlude. With the gradual increasing of rhythmic

frequency in the piano part and changes of both meter and tempo,

7Tagore, op. cit., pp. 74-75.
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the climax {mm. 37-47) developed to define the portion of the
text, "paint it with colours, gild it with gold, float it on the
wanton wind and spread it in varied wonders,.," After the inter-
lude, Fart II1I starts with the first tempo. Besides, the first
3-measure piano accompaniment of Part I recurs. HNevertheless,
there is no return in the vocal 1ine, nor in mood. Instead,
Part III, mm. 62-73, presents the last verse of the poem as a

semi-declamation enchanced by the thickened chords,

ON THE SEASHORE OF ENDLESS WORLDS

In the Intrecduction to Tagore's Gitanjali Yeats quated the
second and third verse of the poem, “On the seasnore of endless
worlds children meet", and suggested that when Tagore 1s speaking
of children he is also speaking of the saints.8 Like Yeats,
Carpenter loved this poem greatly. [loreover, he successfully
transmuted the fragile and transparent beauty of the child-spirit
into tones, The poem consists of five verses;

On the seashore of endless worlds children meet, The
infinite sky is motionless overhead and the restless water
is boisterous. Cn the seashore of endless worlds the
children meet witn shouts and dances,

They build their houses with sand and they play with
empty shells. With withered leaves they weave their boats

and smilingly float them on the vast deep. Children have
their play on the seashore of worlds,

They know not how to swim, they know not how to cast
nets. Pearl fichers dive for pearls, merchants sail in
their ships, waile children gather pebbles and scatter them

BIbid +y» P. Xx11,
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again, They seek not for hidden treasures, they know not how
to cast nets,

The sea surges up with laughter and pale gleams the
smile of the sea beach., Death-dealing waves sing meaningless
ballads to the children, even like a motner while rocking her
baby's craile, The sea plays with children, and pale gleams
the smile of the sea beach.

On the seashore of endless worlds children meet, Tempest

roars in the pathless sky, ships get wrecked in the trackless

water, death is abroad and children »lay, Un the seashore of

endless worlds is the great meeting of children,?

All of the poem is used in the song, "Cn the seashore of end-
less worlds", the fifth in the cycle, In treating this long poem
Carpenter wrote the song in a 5-part of ABCDA' form in accordance
with the structure of this five-verse pcem, The return in Part V
tc phrase a of Part I in the vocal line is as cobvious as is
the return in the words. The sectional-structure of the music 1is
supplied by the changes of meter, tempo and key signature.

Except for the 4-measure introduction, the song falls into
five parts; each part interprets one verse of the poem. The
general organization of the song is shown in Figure 5 which

illustrates how the material from the introduction is used later

irn the work,

LIGHT, XY LIGHT

"Light, my light, the world-filling light" is the poen
numbered "57" in Tagore's Gitanjali. The following is the entire

poem of five verses used for the taxt of the last song in the

?Ibid., Pp. 54-55.



26

¢ sanityg
"oAIUT
s
: z T TT Tl
R 19 | % b€ b 9/ 3
| L L L
/] ,G \6 v
4 0 d 4

-~ e I P I -~
£/ 06 49 44 i T 4
A Al il I T

LEPTIOM BB82TpPUS JO BICYSEBES 92U} UQ.

SUFTINQ waog



27

cycle,

Light, my light, the world-filling light, the eye-
kissing light, heart-sweetening lightt

Ah! the light dances, my darling, at the centre of my
life; the light strikes, my darling, the chords of my love:
the sky opens, the wind runs wild, laughter passes over the
earth.

The butterflies spread thelr sails on the sea of light,
Lilies and jasmines surge up on tne crest of the waves of
light.

The light is shattered‘into gold in every cloud, ny
darling, and it scatters gems in profusion.

Mirth spreads from leaf to leaf, my darling, and glad-
ness without measure, The heaven's river has drowned its
banks and flood of joy is abroad .19
Although these five verses are set into the song, "Light,

my light", Carpenter did not write the song in five parts as is
the poem, Instead, a three-secticn structure is designed for the
last song cof the cycle. However, excerting the chahge of tempo,
the sectional structufe can not be found in the wvocal line, The
accompaniment is the one which takes care of such a structure.
The general organization of the song is shown in Figure 6.

The song is 157 measures long. Because of the recurrencs of
the rhythmic pattern in the plano part, the song can be simply
divided into three parts, Part I, mm, 1-83, interprets the first
two verses of the poem, The next two verses are presented in
Pert II, mm, 84-119, Part III, mm, 120-157, carries out the last

verse of the poem.

0
Ibid., pp. 52-53,
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CHAPTER III
THE MELCDIC LINE

In Carpentér's setting of the songs, the melodic line is
determined by the words. The melody, rather than being stereo-
typed, falls in uneven phrase lengths; there is little rhythmic
consistency from flgure to figufe; instead, such regularity is
taken care of in the piano part. The melody, then, is one
suggested by grammatical construction and by speech, The cor-
relation of the melodic line and the text is excellent. This can
be demonstrated by comparing the important notes of the music
with the important words of the poem; the long notes or the ac-
cents 1in the vocal line often coincide with the important verbs,
nouns and adjectives. No wonder Upton suspected that no one of
all the myriad interpreters of Tagore has more truly caught his
spirit.1

In only one instance did Carpenter take a small liberty with
the words as Tégore had tranglated them, In the song, "The sleep
that flits on baby's eyes", Carpenter added the word the in the
line "among the shadows of the fsrest". This he d4did to retain

a desirable similarity of rhythmic movement between two phrases,

14111liam Treat Upton, Art-Song in America, New York, Cliver
Ditson Company, 1930, p. 208,
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Following is the analysis of the coincidence of important
words with important tones in each song. This is done by the
use of three staffs; the upper is a Xerox copy of the vocal line
and the text; the middle shows the correlative placement of
important words with pitches; the lower outlines the overall

contour of the vocal line.

L (
Xerox copy of c F4 g —
melodic line and e
text
On the day when death will knock
n ?L_ 77" v:
Correlative placement | E—
of important words b o) i S
"and pitches t)
d,cg death Knock
p .
Overall contour ) 99’1 - =
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“The Sleep that flits on Baby's Eyes”
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“On the Seashore of Endless Worlds”
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CHAPTER IV
THE PIANC ACCOMPANIMENT

As through-composed art songs, the songs in this cycle are
for voice and piano, not for voice supplemented by the piano,
It has been said that the piano part supplies the main source of
formal organization and controls unity in each song. Horeover,
the piano part is a partner with the voice, sharing equally in
the task of suéporting, illustrating,'and intensifying the meaning
of the poetry., Very often, the piano part with its harmonic
subtlety furnishes the mood of the song which becomes & live
tone-painting.

Carpenter believed thaﬁ "All music that lives is based on a-
mood, whether directiy or indirectly."l Therefore, his methods
of procedure throughout the songs such as the vocal phrase, the
color of harmonic background, the figuration of the accompaniment,
all tended to emphasize just the'right mood. The mood of each
song is, of course, directly based on the meaning of its teit.

As far as the accompanimentélﬂgackground is concerned, the
~song, "When I bring to you colour'd toys", is rich in tone-
painting. Example 1 demonstrates how a picture of the "colour'd

toys" is sugzgested by means of these repeated parallel fourths.

1. 0 & ap e g .
Madeleine CGoss, lodern llusic-lakers, I'ew York, E. P. Dutton
& Company, 1930, p. 210,
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Because the similarity in mood, the same figures of

Example 1 are used in the last section to be suggestive of the

words "when I gring sweet things to your greedy hands".
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In Example 2, a lively'suggestlon of dancing is given by
the means of jumping staccatg figurgs and some appoggiaturas_

associated with the words, "make you dance"
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What an atmosphere of soclemnity is furnished in the song,

"On the day when death will knock at thy door", by these minor
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In vividly contrasting mood 1is

song which shows in Example L, The

the middle section of the

graceful rhythmic pace, and

few long notes, accompany the thought "All the sweet vintage of

all my autumn days aﬁd summer nights, all the earnings and

gleanings of my busy life.”
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The poesy of "I am like a remnant ﬁf a cloud of autumn” is
an example of that meditative type of song; it is a good example
of atmospheric writing. A background of broad chords dominates
the entire song. Even though at times it has entirely disappear-
ed, its rhythm is present almost throughout the whole song.

It is interesting to know how the climax of the song 1is
built on the abcompaniment by means of gradually increased in-
tensity. Example 5 shows the four stages of different intensity

in the piano part.
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Example 6 illustrates how the climax at "paint it with
colors, gild it with gold, float it on the wanton wind and

spread it in varied wonders" 1is finely developed,
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In the song, "Cn the seashore of e;dless worlds", the
arpeggiated design of sixteenth notes to the suggestion of
"éeashore" in the piano part is apparent. The background of
arpeggiated sixteenth notes masters the entire song except for
Part III and part of Part II, There is nothing more felicitous
than the setting of the passage beginning "while children gather
pebbles and scatter them again® in Part III (Example 7).

In Example 8, the contrast between quiet and motion is well
furnished in the piano part in accordance with the contrary
meaning of the words. Throughout the song, however, the effect
attained is in remarkable contrast with the simplicity of the

means employed.
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In the last song, the "light" is well suggested by the

Example 9 shows

piano background in the first 33 measures,.

how Carpenter obtained the effect of the glorious light by

means of the constant octave tremolo and the high degree of

volune,

Presto gincoso 1. - 6w

Light,
f merewln
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About the brilliant paean of praise to "Light, my light",

Upton has made the following comment in his book, Art-Song in

America;

Here is no slender threadlike melodic line, but great
bursts of golden tone like the full-throated voice of the
orchestra, It is no song in the true sense of- the word,
but a flaming forth of elemental ecstasy. 1 know of nothing
like it, It is written for no mortal voice, Perhaps arch-
angelic voices nmight cope with long-drawn trumpet-like
phrases, but no earthly voice should attempt these socaring
flightst? : ,

It is true that Carpenter tried hard to end the cycle with
a song of supreme climax, In using of dynamic marks, for ins-

tance, the forte (f) and fortissimo (ff) are used for the vocal

part in most of the song, Furthermore, the fortissimo (£ff) is

used for the very last long note which is the great ending for

both the song and the whole song cycle,

2William Treat Upton, Art-Sonz in America, New York, Oliver
Ditson Company, 1930, p. 210-211.
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CONCLUSION

Tagore's Gitanjali was not merely a stimulus to Carpenter's
musical expression. 1Its structure and the organization of its
lines and stanzas were more important, for the pcem gave form to
his music, It is true that the form of the idea song 1s dictated
by the poem and that each song creates its own design. In this
cycle, Carpenter's sectional structure for each song is often
furnished by the stanzas of the poem, The main source of formal
organization is supplied by the piano accompaniment which controls
unity and develops the sectional organization in each song.

The correlation of the text with the melodic line 1s ex-
cellent, éonsistently, such important words as nouns, verbs, and
ad jectives coincide with the long notes and the accents of the
vocal line. The melody pattern is basically suggested by the
grammatical structure and speech of the text., Nevertheless, the
melody is not reduced to a mere "declamation" but, instead 1is
mostly "tuneful". No wonder Upton stated in his book, Art-Song
in America, that "we have no composer more expert at fitting the
tone to the word than he; and herein lies much of his strength
as & composer of songs."

However, the melody is considered as but one of the lines
of the texture. The piano accompaniment is very important in
thilis cycles if is a partnér with voice, sharing equally in the
task of supporting, illustrating, and intensifying the meanlng
of the poetry. His ability to imagine and his sensitiveness to

the text made Carpenter a great tone-painter. Throughout the
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cycle, the vocal phrase, the color of harmonic background, and
the figuration of the accompaniment all tend to smprhasize just
the right mood, -
In the world of the art song one may study the component
parts; examining the structure, relating text to melody,
analyzing the accompaniment, harmonies, etc., and yet he must
discover that strangely enough the sum of its parts is less

great than the whole., The study of this Gitanjali song cycle

allows no exception,
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ABSTRACT

This study presented pertinent information concerning how
the Indian work Gitanjali become known in this country and the
fact that the beauty of Tagore's poetry gave great impetus to
Carpenter's composition of this song cycle. The cholce of these
six poems from the entire work of one hundred and three was due
to Carpenter's love of nature and his interest in children. His
intention to rearrange the order of these six poems in the song
cycle was also noted.,

Carpenter gave the form to his music based on the movement
of the verse; very often, the sectiopal structure for each song
is furnished by the stanzas of the poem, There were six diagrams
(Figures 1 to 6) made inrthis paper; each represents the formal
organization of each song. The analysis of the melodic line was
also made for each song. The correlation of the text with the
melodic line is excellent. This was demonstrated by comparing
the important notes of the music with the important words of the
poem; the long notes or the aécents in the vocal line often coin=-
cide with the important wverbs, nouns and adjectives., Although
the melody pattern is basically sﬁggested by the grammatical
structure and speech of the text, the melody is not reduced to
a mere “declamation" but, instead is mostly "tuneful". No wonder
Upton called Carpenter an expert at fitting the tone to the word.

The piano accompaniment is very important in this cycle; it

is a partner with voice, sharing equally in the task of supporting,



illustrating, and intensifying the meaning of the poetry.
Carpenter's ability to imagine and his sensitiveness to the text
made him a great tone-painter. Throughout the cycle, the vocal
phrase, the color of harmonic background, and the figuration of
the accompaniment all tend to emphasize just the right mood. In
order to illustrate how Carpenter used the flexible medium, piano,

to furnish the mood for the songs, nine examples were given in

this paper.



