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FOREWORD


GERARD GILLEN


My connections with Harry White go back to his pre-birth, as it were, as in my early teenage years I was organist for the boy’s choir directed by his late father, Frank, at the Oblate Church in Inchicore in south-west Dublin. I remember well his father announcing to me that their firstborn were soon to arrive in the form of twins, thus heralding the birth of Harry and his brother John in July, 1958. About a dozen years later I noted with pleasure that the twins had been awarded music scholarships to the newly founded Schola Cantorum of St Finian’s College, Mullingar, where they came under the benign and sensitive tutelage of Father Frank MacNamara, whom Harry generously acknowledges as a prime influence on his future development, musically and intellectually.


While it is hardly necessary to do so, it is worth reciting Harry White’s formidable litany of academic honours and achievements, and concomitant list of publications. Suffice to say that in the subjects he covers with magisterial authority, ranging from music in Imperial Austria, through a history of Anglo-American musicology since 1945, to authoritative monographs on the cultural history of music in Ireland, he has richly earned the description of him in the New Grove Dictionary of Music and Musicians (2001) as “the leading Irish musicologist of his generation”. But Harry White is not just a most distinguished musicologist, he is in the fullest sense of the term, the “compleat” man of letters, as he is also a dramatist, a novelist and a poet of no mean accomplishment. While a graduate student at the University of Toronto in 1984 he won the University’s gold medal for poetry, and in 2012 he published his first collection of poetry, entitled Polite Forms. Thus in Harry White we have a formidable combination of first-rate, widely-encompassing musical scholarship mediated to us through the prism of a highly creative imagination, which gives to Harry’s scholarly writings a literary patina which makes him a delight to read and to experience in “live performance”.


However (to return to musicology), there are three very important achievements of Harry White which I would like to draw attention to at this seminal moment in his stellar career: (i) his founding of the musicological journal series Irish Musical Studies; (ii) his establishment of the Society for Musicology in Ireland (of which he was the founding president); and (iii) his crucial input into the gestation, birth, and delivery of the Encyclopaedia of Music in Ireland, which was published in October 2013; thus was born the largest research project in music to be undertaken in Ireland to date. Readers can be assured that without Harry’s drive, persistence and initiative, and the input of his own considerable intellectual and critical vigour and rigour, none of these three enormously important developments for Irish musical scholarship and its reputation both at home and abroad, would have happened.


In a curious way Harry White brings to mind one of his predecessors as Professor of Music at UCD over a century ago, and one of my predecessors as Professor at Maynooth, the German priest and scholar, Heinrich Bewerunge (1862–1923), who in his day was a mover and shaker of formidable influence and achievement, just as Harry is today. White is a gifted pedagogue, a forceful, illuminating and prolific writer on many of the musical educational issues of the day, and an internationally acknowledged authoritative scholar. And so I think it is no accident, as it were, that Harry White has had a long-term fascination with Bewerunge and his work, and gave expression to this in a very thoughtful essay on the writings of Bewerunge written in collaboration with Frank Lawrence some 25 years ago in the second volume of Irish Musical Studies (Music and the Church, 1993).


Harry White, like Bewerunge 100 years ago, is passionately concerned with music education in Ireland. In Bewerunge’s case he was particularly exercised by the lack of opportunities for the training of church musicians in Ireland which resulted in the importation of a number of German and Belgian organists to fill the various new cathedral Kantor positions as they became vacant. He felt that the only remedy, if Irish musicians were to fill these positions with professional competence, was for the church to set up a special school in Ireland dedicated to their training. However, it was not to be until 1970, some 47 years after the death of Bewerunge, that that proposal received partial implementation with the establishment of the Schola Cantorum at St Finian’s College, Mullingar. And among the first cohort of students admitted to the new Schola was a young 13-year-old Harry White. So this 1970 establishment, founded in a sense at the historical instigation of Bewerunge, was to give Harry White his crucially important early musical education.


It’s a great personal and professional pleasure and honour to pay tribute to my distinguished colleague, close friend, and former student, Professor Harry White, on the presentation to him of this Festschrift volume to mark his 60th birthday. Ad multos annos!




INTRODUCTION:
LIBER AMICORUM
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LIBER AMICORUM ESSAYS DEDICATED TO HARRY WHITE ON THE OCCASION OF HIS 60th BIRTHDAY


LORRAINE BYRNE BODLEY (MAYNOOTH UNIVERSITY) AND ROBIN ELLIOT (UNIVERSITY OF TORONTO)


A birthday, and reaching the age of sixty, make an appropriate time to celebrate one of Ireland’s most distinguished musicologits. The title of this book, “Music Preferred”, is from White’s very first publication, a poem written to announce his intention to privilege music as a preoccupation rather than take a purely literary path.1 Since then White has actively built a stellar reputation as an eminent scholar of international stature. His establishment of Irish Musical Studies, The society for musicology in Ireland and general editorship of The Encyclopedia of Music in Ireland not only bear testimony to the kind of goals that he has set himself, but his ability to bring others with him. It is a measure of his gifts and of his energy that in the past three decades he has remained an exceptionally productive scholar, whose work has been transformative. His monographs and edited volumes have been reviewed as being major works of scholarship. The original quality of these publications has led to White’s widespread international acceptance as a leading musicologist specializing in the cultural history of music in Ireland, the music of Johann Joseph Fux and the history of Anglo-American musicology since 1945. The vitality and creativity of his scholarly career is indicated by the fact that he continues to work in all of his fields of interest, cross-fertilizing each of them with questions and insights drawn from the others. As a scholar he represents the tradition of musicology in Ireland at its very best: original, insightful, expansive and yet responsive to public interest, a superb communicator and industrious to a remarkable degree. Aside from honouring to his lifelong commitment to musicology, this book celebrates his extensive European connections and his distinguished record as an inspirational teacher.


Born in Dublin in 1958, Harry White was at the earliest age exposed to music at home and at St Finian’s College, Mullingar where he was a Member of the Schola Cantorum from 1971–76. Educated at University College Dublin (1976–81), the University of Toronto (1981–84) and Trinity College Dublin (1984–86), White took degrees in English (BA), Music (BMUS) and Modern English and American Literature (MA) at University College Dublin, after which he took an MA in Musicology at Toronto. As a graduate student in Toronto he was elected to a Junior Fellowship of Massey College in 1983 and was awarded the university’s gold medal for poetry in 1984. He wrote his doctoral dissertation on the oratorios of Johann Joseph Fux (PhD) at Trinity, graduating in November 1986.


To work as a musicologist is more than to publish criticism, give public lectures or contribute to panel discussions; it is also to bring the routine labour of these things into a meaningful alignment with the society in which they take place. For White that work began (as now it so commonly does) in the obligations of university teaching and research, in his first teaching appointment as a part-time lecturer in St Patrick’s College, Maynooth (1984–1985). He was subsequently appointed to an assistant lectureship and college lectureship in music at University College Dublin (1985–1993), incrementally establishing himself as a far-carrying voice in musicology. From this auspicious start, he was appointed to the Chair of Music at University College Dublin in January 1993, where he soon became regarded as the foremost Irish musicologist of our generation. His visiting professorships at universities in a number of countries – the University of Western Ontario (1996), Ludwig-Maximilians-Universität, Munich (1999), King’s College, Cambridge (2005) and the University of Zagreb (2006) – testify to his reputation as an international musicologist of singular versatilty. His most recent short-term teaching appointment abroad (of which he has undertaken several in the course of his career) was in November 2017, when he gave the inaugural seminars in the newly-established doctoral programme in musicology at the University of Zagreb, where he has been a regular and welcome guest.


White has been a defining presence at the School of Music, University College Dublin, where he has spent his entire academic career. His teaching has in the main been devoted to European art music, music in Ireland, the relationship between music and literature and the history of Anglo-American musicology. He has contributed importantly not just to academia but also to the wider community through his fifteen-year directorship of the UCD Baroque Orchestra and Chamber Choir in public performances of Bach, Fux and Mozart. Even more seminal has been his establishment of the first taught MA programme in musicology (subsequently designated as the degree of Master of Musicology) at an Irish university, through which he has attracted generations of younger scholars to University College Dublin to pursue recondite fields of music history. For George Steiner, there is no craft more privileged than the calling of the teacher. ‘To awaken in another human being powers, dreams beyond one’s own; to induce in others a love for that which one loves; to make of one’s inward present their future: this is a threefold adventure like no other’.2 Harry White’s teaching career bears testimony to this belief. Just as his presence fills the room, his musicology has filled the minds of generations of scholars and students and his reputational excellence as a teacher has grown with each succeeding decade.


No Irish scholar has worked harder than Harry White to promote musicology in Ireland in all its variety. His career has spanned over thirty years to date and his services to Irish musicology have been outstanding. This is illustrated by White’s 30-year co-editorship of the book series Irish Musical Studies which he founded in 1990 with Professor Gerard Gillen (published initially by Irish Academic Press and subsequently by Four Courts Press), the first five volumes of which he edited with Professor Gillen and Dr Patrick F. Devine. It is also illustrated in his pioneering and jointly organizing (with Patrick Devine) in 1995 the first international musicological conference to take place in Ireland. In 2003 he founded the Society for Musicology in Ireland (SMI), served as its Inaugural President and has continued to serve as a council member of the Society to the present day. During his tenure as President of the SMI (2003–2006) the Journal of the Society for Musicology in Ireland (2005–) was established online. He also chaired the first RILM and RISM Irish committees (1994–2005) and actively promoted the presence of musicology as an Irish discipline through the agency of his own research. While his benign influence on, and generosity and encouragement of younger musicologists is widely acknowledged, his nurturing of generations of readers has been less remarked. In both respects his achievements in the writing and re-writing of Irish musical history have merited affirmation through his work as joint general editor (with Professor Barra Boydell) of The Encyclopaedia of Music in Ireland (EMIR), begun in 2003 and published in 2013, which gathers together 240 contributors and is the single largest research project on music in Ireland to have been undertaken to date.


As editor as well as author, White’s work has had an international impact which has been recognised in numerous editorial appointments, notably as a member of the executive board of the Irish University Review (1987–1997), consultant editor in music to The Oxford Companion to Irish History, edited by Seán Connolly (1998), The Blackwell Companion to Modern Irish Culture, edited by W.J. McCormack (1999) and The Encyclopaedia of Ireland, edited by Brian Lalor (2003). It was Professor White’s editorial ability which led to his position as national advisory editor for the revised edition of The New Grove Dictionary of Music and Musicians, edited by Stanley Sadie (2001), which increased the presence of Irish music and music in Ireland in an international context. He has also served as foreign corresponding editor for Current Musicology (New York), and as advisory editor for The International Review of the Aesthetics and Sociology of Music (Zagreb), the Journal of the Royal Musical Association (London), the Canadian Journal of Irish Studies (Montreal) and the Dictionary of Irish Biography (Dublin).


Another hallmark of White’s work (and character) is his pietas. White, who has built so much himself, has reminded us how much we owe to our musical forefathers and that the way forward in the humanities requires the humility to acknowledge this truth. The effects of this virtue are extended to the long dead, examples of which are his Royal Irish Academy Discourse in 2010: “Aloys Fleischmann and the Development of Musicology in Ireland” and his keynote address “The Enchantment of Authority: Heinrich Bewerunge and the Cultural Discourse of Music in Ireland” at the International Conference on Heinrich Bewerunge in Maynooth University (2012) both of which limn the achievements of scholars who laid the foundations of musicology in Ireland.3 Further acts of commemoration are White’s establishment of the UCD memorial lectures in honour of John F. Larchet (1884–1967) and the Harrison Medal of the Society for Musicology in Ireland in honour of the ethnomusicologist Frank Llewellyn Harrison (1905–1987).4


In remembering others, White has inadverently brought honour onto himself and his extraordinarly imaginative scholarship has led to a proliferation of national and international awards to date. On home ground these include: a Government of Ireland Senior Research Fellowship awarded by the Irish Research Council in 2005; election to the Royal Irish Academy in 2006 – he was the first historical musicologist to receive this honour – an honorary Fellowship of the Royal Irish Academy of Music the following year and a DMUS degree for published work from the National University of Ireland also in 2007 – again he was the first person to receive this distinction. In recognition of his outstanding contribution to musicology, the Society for Musicology in Ireland awarded him the Harrison medal in 2014 and life membership in 2015. Further afield he has received the Michael J. Durkan Prize of the American Conference of Irish Studies in 2009; honorary membership of the Croatian Musicological Society in 2012; election to the Academia Europaea in 2015 and to the Croatian Academy of Sciences and Arts in 2018.


As awareness of his importance spread and increased, and his ideas and intellectual engagements continued to deepen and grow, the effects are to be observed in the kind of engagements White has received over the years. A brilliant speaker and raconteur, he characteristically introduces his lectures with anecdotes to put his audience at their ease. Everyone who knows him is in agreement with his immense gift for hilarity, his sharp intelligence then making a smooth transition into the main body of a lecture where he patiently unravels the cultural context of a piece of music until it suddenly explodes into meaning. As a conference delegate, keynote speaker and guest speaker, White has widely participated in international meetings, research seminars and colloquia in Ireland including multiple keynote lectures at University College Dublin, Maynooth University, Trinity College Dublin and Queen’s University Belfast; keynote and guests lectures at DIT Conservatory of Music and Drama; the Royal Irish Academy of Music; Dublin City University; University of Limerick; University College Galway; the National Library of Ireland and the Royal Irish Academy. White has matched his national contribution with widespread international activity in the Universities of Edinburgh; Oxford; Imperial College London; Royal Holloway; King’s College London; St John’s College Cambridge; the Universities of Durham and Bangor. In the past decade, invitations of every kind have arrived constantly from all over Europe including: the Slovenian Academy of Arts and Sciences, Ljubljana; the Universities of Munich and Regensburg; Como, Gorizia, and the German Historical Institute, Rome; University College Roosevelt, the Netherlands; the Royal Conservatory of Music, the Hague; the University of Warsaw and the Adam Mickiewicz University in Poznań. An enthralled audience, and their response afterwards, always testifies to White’s unique rapport with readership and audience which has resulted in multiple keynote lectures in the International University Centre Dubrovnik, the University of Zagreb and the Croatian Academy of Music. Venues at which he has delivered papers in North America include: the University of Western Ontario; Queen’s University, Kingston, Ontario; University of Ottawa; University of Chicago; University of Missouri at Kansas City and St Thomas’ University, Missouri; and the Julliard School of Music, New York.5 While acting as keynote speaker and as a delegate in many conferences and symposia in Ireland over the past thirty years, he, at the same time, has had the broadest public reach and has maintained an active profile in public musicology as a contributor to radio programmes, as a guest speaker at book launches and as a reviewer of books for The Irish Times. He has also written several programme notes for the Abbey Theatre, Opera Theatre Company, the Gate Theatre, Opera Ireland and for CD recordings of the music of Johann Joseph Fux.


These multiple distinguished invitions bear testimony to Harry White’s standing throughout Ireland, Europe and North America as a great authority in the cultural history of music in Ireland and a leading authorty on the music of Johann Joseph Fux (latterly in relation to the music of Bach and Handel). His research and publications embrace an astonishing range of fields and his work has stimulated an unprecedented (and sometimes controversial) degree of public debate in relation to music and musicology in Irish intellectual life. Many musicologists and writers on Irish cultural history have crossed swords with Harry White over the decades, yet his combination of uncompromising critical feistiness, unusually subtle and wide-ranging musical and literary knowledge, and great personal generosity have won him the profound respect of his peers at home and abroad. At the heart of his work is a spirited and sometimes sceptical interrogation of the music and cultural politics of Ireland in a series of landmark monographs that are reference points for anyone writing on the field. In many ways he has created Irish musicology in a series of pioneering essays and monographs on music in Ireland – most notably The Keeper’s Recital (1998), The Progress of Music in Ireland (2005) and Music and the Irish Literary Imagination (2008) – all of which have exercised considerable influence on the perception of Irish music as a cultural phenomenon (especially in relation to Irish political and literary discourse).


Music and the Irish Literary Imagination, for example, is a work of outstanding detail and originality and its impact was felt globally. It was easily the most important book of literary criticism to have appeared in the new century: important as pertaining to Irish musicology (though by no means exclusively so), and important as a fixed point in its articulation of a central and abidingly relevant question. That question is, of course, the question of music in Irish cultural history – a question raised for over a century, one way and another, but raised and treated rhetorically rather than raised and then properly addressed. White not only addresses this question but also courageously raises an even more central one, namely “the extent to which literature has taken the place of music in the emancipation of an art form answerable to Ireland’s sense of self”.6 To understand the auditory imagination of any of the writers discussed – Thomas Moore, William Butler Yeats, John Millington Synge, George Bernard Shaw, James Joyce, Samuel Beckett, Brian Friel and Seamus Heaney – is the work of a lifetime, doubtless; but to answer that central question with a full comprehension of the meaning of music for the Irish literary imagination from 1800 to the present day, to pursue music as a preoccupation in the poetry from Moore to Yeats to Heaney, to trace Moore’s impact on the development of European musical romanticism in the music of Berlioz and Schumann or explain the significance of Mendelssohn, Chopin and Janáček in Brian Friel’s dramatization of Irish experience is an altogether more daunting proposition. And yet Music and the Irish Literary Imagination did all of this, certainly, definitively, and productively. No book had done these things before and – like all the great critical works – it could have been written by nobody else than its author: timely as the book was, its existence was something other than a function of the time being ripe. That the critic who wrote the book was Harry White is no surprise; more than this, it appears in the best way an inevitability, for White is Ireland’s finest musicologist in a century and a central figure in defining the living intellectual culture in Ireland for the century to come.


Such claims are large ones, and may seem unacceptably large in relation to someone who is, at his core, a writer about music. Yet that is to downgrade the musical: it is not only in Ireland, of course, that even celebration of the arts has tacitly colluded with their more general marginalisation in society and in the political sphere, but Ireland has been a site of musical and cultural contestation since (at least) the later nineteenth century, where the meaning, function, and possibilities of music and literature have been at issue. To substitute blanket celebration for criticism is to dodge that issue and, in the process, to forego its larger potential and possibility. Consistently, Harry White has lived up to this higher calling of criticism. His work has had a profound influence on larger questions of Irish musical culture, identity, and political imagination because it has never shirked them, or made them appear less formidable than they really are. Unafraid to be controversial, White has spoken up about subjects that some have found difficult and has not felt the need to soften the edge of his words. Instead he writes with stringency, shrewd discrimination and his work is valued by musicologists and cultural historians alike, for its fidelity and the utter candour of his writing. He is not only the best known musicologist in Ireland but is also a courageous intellectual leader, ready to question received pieties about nationalism, the Irish canon, and the development of musical thought in modern Irish cultural history.


From the beginning this powerful note of certitude is heard in White’s championing of Fux, which first came to general awareness with Johann Joseph Fux and the Music of the Austro-Italian Baroque (1992; reissued in 2016) and has shaped in crucial ways the cultural background against which this composer is read. His early academic writing was of great originality and consequence for his studies of Johann Joseph Fux and forms the principle means of access in English to a composer whose importance has grown steadly among the scholarly commmunity. With authorative sureness of direction, White has recently reapproached this early preoccupation, maturing his ideas into extraordinary resources after a career’s worth of further scholarship and direction. His return to this subject has encouraged a reading of the early eighteenth-century musical imagination that privileges concepts of political and religious authority in relation to the jurisdiction of received (musical) forms in sacred music between 1700 and 1750. His critique of this repertory culminates in The Musical Discourse of Servitude. Authority, Autonomy and the European Musical Imagination, 1700-1750 forthcoming from Oxford University Press. His study of Fux – in relation to Johann Sebastian Bach and George Friedrich Handel – is full of acute observations which focus the reader’s attention on the music and through that on aesthetic possibility more generally. After this book, Fux will no longer need any kind of special pleading from musicologists: he will have moved decisively from the constraints of a reception history centred upon the significance of his famous and enormously influential treatise, Gradus ad Parnassum (1725) to the centre of English-language discusion of his compositional practice in relation to his peers. What White has done through his discussion of musical servitude and autonomy is to open a path to a much larger understanding of how demands of the imperial liturgy accommodated (and failed to accommodate) Fux, while also proving (as a critic needs to do) the intrinsic worth and coherence of his subject’s work. His work on this Austrian composer, in particular his exegesis of Fux da capo arias and stile antico is crucially an act of deep attention directed towards Fux in and for itself; and the lessons learned through this were directly applicable to the Late Baroque and recast Bach’s and Handel’s late work in a new light. Here White’s work is as broad and adventurous as it is principled and searching.


One of the difficulties in attempting to write about Harry White is that you inevitably end up talking about the themes and concerns of the work he has published to date. This is fine on some levels. There is, after all, a distinct Whitean set of concerns, a distinct trajectory and narrative where each monograph can be slotted, and because the work itself is highly reflexive, the different stances and arguments are actually embedded in the essays so that you can easily discuss the content and subjects. This can make it easy to miss what is truly valuable and unmissable. We return to White’s essays because we are led by the way a particular configuration of language operates on mind, heart and body, and will not let us go. Everyone has their own favourite essays and poems for their own reasons and there is an astonishing richness of work from which to choose. And yet it is not the gravity of White’s subject matter that lends his writing substance but his level of awareness, his responsibility of answering in some way what is occuring.


This book attempts to capture something of the depth and range of the contribution of Harry White to our contemporary world. The carnival of themes in this Festschrift offer a conspectus of issues which relate to, or reflect upon, White’s contributions to his various scholarly fields, as well as important original research by many authors. While the book has been guarded as a surprise on one level, on another level, to borrow Philip Bohlman’s words:




to honour Harry White for his remarkable role as one of the most distinguished and influential musicologists in the world is in itself quite obvious, even expected, as the list of forty contributors to the Festschrift bears witness. Moving section by section, even chapter by chapter, the volume travels through the world of music scholarship charted by Professor White in a career that spans that very world, and moves from its honoree to the intellectual landscape he has shaped effortlessly and effectively.7





This book provides eloquent testimony to the focus in depth of Harry White’s research in a wider European context and how his erudition has, for thirty years, stimulated exchange and discussion of the highest order, thus creating the sense of a continuing international symposium. Bohlman recognizes the scope of this book in which the individual sections: The Musical Baroque, Music in Ireland, Music and Literature, Music and Poetry, Austro-Germanic Traditions, Music in Britain, Music Histories Worldwide:




cohere as the parts of a whole that allows us to reimagine what music scholarship can be in the twenty-first century when we really are talking to each other, not least inspired by Harry White’s vision for what music and music scholarship should be … At first glance, it might seem paradoxical that so many contributors actually teach elsewhere in the world—Part I contains two contributors from the United Kingdom, and one each from Germany, Taiwan, Italy, and Australia—but this list of international scholars actually reflects the reach of Professor White’s influence, and it illustrates the position of Ireland’s position in the modern world of music scholarship.8





Following the lead of the honorand of this volume, Part One, “The Musical Baroque”, offers a collection of articles which aims at contributing to current debates in Fux studies and offering new insights into the music of his contemporaries. Julian Horton’s exegesis of Johann Sebastian Bach’s Fugue in C sharp minor from Das wohltemperierte Klavier, Book One offers analytical reflections on the problems of fugal analysis, paying close attention to what Horton terms as hybridity – the habit of summarising multiple fugal types in a single fugue. Drawing on theoretical frameworks developed by Peter Schubert, Christoph Neidhöfer and William Renwick, Horton traces the interaction of three successive types in Bach’s C sharp minor Fugue – ricercar, combinatorial fugue and stretto – as formal stages in an evolving thematic process which gradually unlocks the cruciform subject’s contrapuntal properties. Horton not only illustrates how Bach’s foregrounding of the interaction of generic subtypes and contrapuntal operations is fundamental to fugal technique, but locates this dialogue between counterpoint and generic typology as a vital locus of the autonomy that White observes as a principle in Bach’s music. Turning to Fux’s instrumental music, Lorenz Welker highlights the unique scoring of Fux’s sonata à quattro for violin, cornett, trombone and bassoon, for which he identifies possible models in works by Habsburg court composer, Johann Heinrich Schmelzer, the Viennese court lutenist, Marco Antonio Ferro and the North German composer Matthias Weckmann. In a close reading of the sonata à quattro, Welker identifies Fux revival of already obsolete conventions of instrumental writing in the seventeenth century and proposes that the work may have been written for didactic purposes or as an attempt to don the mantle as Schmelzer’s and Ferro’s successor at the court of Vienna. Tassilo Erhardt outlines the complexities of a detailed examination of Fux’s liturgical music. He explores the spiritual and liturgical framework of Fux’s church music before proceeding to examine representative works written for Mass and the Office (primarily Vespers), using Fux’s own style categories, set out in his Gradus ad Parnassum, as guidelines. Jen-yen Chen’s essay proposes the idea of a musical Baroque in China, approximately contemporaneous with the European Baroque period. The function of music as a political legitimation at the courts of the Holy Roman (Austrian) Emperor Charles VI (reigned 1711–1740) and the Qing dynasty Chinese Emperor Kangxi (1661–1772), two of the most representative Absolutist monarchs, offers Chen the potential for conceiving important parallels between these diverse Eastern and Western contexts, particularly with respect to the ideology of a historicizing universalism which sought to transcend all temporal and geographical boundaries. Chen contrasts how in Vienna this ideology found its musical embodiment in the practice of vocal counterpoint as codified by Johann Joseph Fux, while in Beijing it took the form of tuning based upon the huangzhong or yellow bell, a perfect pitch which helped to engender political and social order through its cosmological significance. He illuminates how the dissemination of European music to the court of the Emperor Kangxi articulates not only the ideological affinities of the two milieus but also their tensions and incompatibilities, especially concerning the matter of whether polyphony or monophony stood higher as the more refined and developed musical art. Denis Collins’s chapter takes its cue from one of White’s earliest publications which drew connections between Bach’s Musical Offering and several collections of counterpoint from the seventeenth century that had previously been treated independently by scholars.9 White’s observations underscored the depth of interrelationships between these diverse works and their significance for deepening our understanding of Bach’s contributions to advanced contrapuntal techniques. Collins traces how subsequent research has continued to tease out the complexity of interactions amongst contrapuntal traditions, with scholars becoming increasingly focussed on the activities of early seventeenth-century Italian musicians, especially those based in Rome where an obsessive interest in all manner of contrapuntal techniques can be observed in the output of many composers. He offers as a case study the work of Paola Agostini (c.1583–1629), whose five books of masses published in 1627 provide a rigorous exposition of different types of canonic writing. Collin contextualises Agostini’s achievements within the Roman intellectual climate that encouraged the most disciplined compositional strategies in much of its church music and demonstrates his achievements in the long line of contrapuntal compendia from the late Renaissance to Bach.


Part Two aims to advance studies on a wide range of central issues to “Music and Ireland”. Kerry Houston opens this section with a reappraisal of John Mathews, chief copyist at both Dublin Cathedrals from 1776 until his death in 1799. Although Mathews’s work as a copyist would be criticized by today’s editorial standards, Houston convincingly argues that his “interventionalist approach” was intended to ‘correct’ what he considered corrupt copies and was also informed by his knowledge of ‘modern’ sources that he brought in manuscript form from Britain. By placing Mathews’s work in a broader cultural context, Houston casts new light on the image of Mathews bequeathed to us by the Victorian music historian, John Skelton Bumpus (1861–1913), to reveal a very different image: that of the diligent copyist who took much greater care than many of his contemporaries to ensure that legible and complete copies of the music were preserved for succeeding generations. Ite Beausang’s chapter spotlights early performances of Bach’s vocal music in Ireland, in particular the provenance of a chorale, There is a calm for those who weep performed at the Antient Concerts Society in Dublin in March 1855. Through examining copies of the vocal score held in the Antient Concerts Society music collection in the Library of the Royal Irish Academy of Music, Beausang identifies the chorale, There is a calm for those who weep, as Wie schön leuchtet der Morgenstern, one of Bach’s favourite hymns, and connects this edition with the contemporary English Bach Revival.


Axel Klein’s essay brings us forward twenty years as he documents and examines popular perceptions of the Irish as a musical nation during the period 1875 to 1925. Klein raises this question in the context of a wider cultural debate of Anglo-Irish conflict in the decades preceding Irish independence. Examining an intense exchange of letters to the editors of English and Irish journals, Klein reveals profound differences in the practice of music between the protagonists of art music and traditional music, and roots the understanding of the term ‘Irish music’ in the popular imagination as largely pertaining to traditional music in this historic debate. Adrian Scahill develops this strand through his identification of how the piano’s use within traditional music contexts began to be established during this period of the Gaelic Revival (c.1890–c.1920). He proposes that the piano acted as a mediator between the different sociocultural classes and repertoires of the period and outlines the various functions it served: as accompaniment to singers and instrumentalists; as a solo instrument; and as part of early ensembles which prefigured the later céilí band. Maria McHale’s article on Dublin’s operatic culture takes its cue from a 1910 article that appeared in the Irish Times. The article entitled “Hopes for Regeneration” presented the need not just for an opera house in Dublin but nothing less than a national opera house that would be the centre of operatic activity in the British Isles. McHale deconstructs this seemingly idealistic assertion to show how opera was not only popular but profitable at the time, but that this was also a period in which Irish opera and operas in Irish came to the fore. Through her scrutiny of performance records, her chapter throws new light onto what is otherwise generally perceived as a somewhat impoverished period in Ireland’s musical history. Karol Mullaney-Dignam’s essay turns to the politics of music publication by the Irish state in the early decades of independence and considers related issues of music education, collection and composition. Mullaney-Dignam examines the roles played by successive governments and state officials in developing these aspects of musical activity, highlighting that, by and large, individual or personal rather than official attitudes resulted in state initiatives for the development of music as a national cultural endeavour. Her chapter traces the responses of various music professionals who continually advised the government of the urgent need to have a comprehensive centralised state policy for the development of all aspects of music in Ireland. One of these aspects was the dance craze during the interwar years when hundreds of dances were held across the island annually. Ruth Stanley traces how the cultural and religious ethos of the new Irish Free State was particularly hostile to jazz: a concerted anti-jazz campaign by the Catholic Church and the Gaelic League resulted in the Public Dance Halls Act (1935) and subsequent pressure to restrict broadcasts of jazz music on Radio Éireann. Although jazz found a more hospitable environment in Northern Ireland where the broader cultural exchange afforded by links with mainland Britain encouraged rather than hindered its development, Stanley avoids a simple polarisation between North and South and explores the deeper complexity underlying jazz reception across the island of Ireland.


Continuing the theme of how music, like identity, is metonymically and metaphorically linked to place, Ó hAllmhuráin’s essay explores how musical place making is a perennial feature of Irish traditional music, particularly in Clare, a music mecca in the West of Ireland. He spotlights the Willie Clancy Summer School in Milltown Malbay which every year attracts music pilgrims and aficionados from Jura to Japan, from the Austrian Alps to the pampas of Argentina. Reappraising cultural history in Milltown Malbay from its genesis as an Ascendancy outpost to its emergence as a capital of Irish world music, Ó hAllmhuráin investigates the modalities through which this community mobilised its soundscape to create a vibrant academy of music and folklife. Drawing on a cross-disciplinary palimpsest – cultural geography, music history and social anthropology – Ó hAllmhuráin eschews the false dichotomy of ‘centres’ and ‘peripheries’ that characterize traditional histories of Irish music, focussing instead on a sonic community that recentred itself away from the stasis of externally imposed marginalisation. Méabh Ní Fhuartháin contemplates the structuring paradigms of emigrant, gender and pop to consider how they inform the reality of performance, identity and reception in a case study of the Irish band of singing sisters, The Nolans. The specific period of interest in Ní Fhuartháin’s article is the decade 1975–1985, through contemporaneously, and in subsequent popular music discourse, The Nolans never seem to fit. Ní Fhuartháin addresses this repeated dislocation as emigrants, females and pop artists through a reading of their songs, which illustrates how music’s meaning is internally constructed and externally configured in people’s lives. This principle is richly illustrated in Gareth Cox’s exegesis of Aloys Fleischmann’s Games (1990) which observes the eighty-year composer departing from a life-long reliance on Irish folk music and culture to embrace a more dissonant musical modernism in what would be his final work. Composed for the Cork Choral Festival that year and performed by the BBC Singers, Games is a setting of six poems by the post-war surrealist poet, Vasco Popa, for mixed choir, harp and percussion, and one of the very few works by which Fleischmann wished to be remembered. Cox’s close reading not only examines the composer’s shift of musical language within the context of his career but also in the light of Seamus de Barra’s belief that Fleischmann might have been standing on the threshold of a new creative phase.


The final two essays of this section turn to contemporary musicology with Denise Neary’s essay exploring the developing relationship between performance and research in Ireland over the past two decades in particular through the establishment of a Doctor in Music Performance programme at the Royal Irish Academy of Music in 2006, numerous national and international conferences hosted in Ireland on the topic, and a significant growth in publications focussed on artistic practice as research. Neary’s chapter demonstrates how the development of music performance research in Ireland interacts with, benefits from and richly contributes to the vibrant musicological research culture and community in Ireland. Micheal Murphy explores the history of this research community as he places Harry White in the pantheon of Ireland’s greatest musicologists: William Henry Grattan Flood, Heinrich Bewerunge and Frank Ll. Harrison. Murphy argues how, despite criticisms of his work, Grattan Flood continues to influence the perception of music and musicology in Ireland and that an examination of the relationship between Grattan Flood and Heinrich Bewerunge – a very different type of scholar whose work accorded with the disciplined musicology of Europe – is essential if we are to understand the early stages of musicology in Ireland. Murphy contrasts White with Harrison, who, through his international profile, had a minimal impact on the development of musicology in Ireland, though his work was of tremendous importance for Irish scholars. Murphy traces White’s impact on the development of Irish musicology as a self-standing discipline, which has not only been achieved through his scholarship but through his vision for the development of musicology in Ireland.


In Part Three, “Music and Literature”, Declan Kiberd’s reading of The New Policeman considers Kate Thompson’s text as an example of the ways in which children’s literature is free to deal with social and cultural themes which often elude treatment in ‘adult’ novels. Exploring the relationship between past and present, as mediated through fiddle playing, Kiberd analyses Thompson’s treatment of the uneasy attitudes of official Catholicism to music and dance in the 1930s, comparing these with the equally ambiguous approach of a more secular order in Tiger Ireland. Kiberd’s reading offers a poignant example of how children’s literature, like the musical tradition itself, is at once radical and traditional because it invokes a critique of the status quo by marshalling energies from the half-remembered past and from an imagined future. Gerry Smyth takes up the theme of the role and representation of music in Ireland’s evolving cultural consciousness in Harry White’s Music and the Irish Literary Imagination (2008). Taking as a cue White’s linkage of Joyce and Wagner, and identifying James Joyce as George Moore’s literary heir, Smyth sets out to explore Moore’s obsession with music as a conceptual and formal influence on his own literary practice. In particular he traces the influence of Wagner on the melodic line Moore began to develop in Evelyn Innes (1898) and explores the role of music as both the central theme of this novel and principal influence upon its artistic expression. Smyth contextualises Moore’s developing technique in the musicalization of styles (all influenced to a greater or lesser degree by Wagner) developed by such writers as Thomas Hardy in England, Gabriele D’Annunzio in Italy, Thomas Mann in Germany, and Joris-Karl Huysmans and Marcel Proust in France. Within this context he recognizes Moore’s ongoing commitment to a prose style approximating at least some of the effects of Wagnerian music-drama as a key moment in the development of Ireland’s “verbal understanding of music”. John O’Flynn’s chapter expands the discussion of the role of music in literature of this period to consider a filmic adaptation in Alex North’s arranged score for James Joyce’s The Dead (Huston, 1987). Taking the original literary form and screenplay into account, O’Flynn revisits White’s identification of the four features of “literary musicianship” that dominate Joycean commentary with reference to the musical components of The Dead and critically appraises Huston’s appreciation of the ‘musicality’ of Joyce’s source text as a starting point for contemplating Alex North’s score. O’Flynn shows how North adopted a scholarly approach in his engagement with the musical texts and references that abound in Joyce’s “The Dead”, researching pre-existing sources as material for original composition or arrangement. In addition to examining the extent and ways in which music features both diegetically and as underscore for literature-film adaptations, O’Flynn argues how the composer’s economical and considered treatment of musical material throughout the film was significant not only in realising Huston’s screen adaptation but also for its poignant exposure at the musicality of Joyce’s oeuvre. Patrick Zuk’s chapter takes us from James Joyce to Michele Espositio, the Italian immigrant composer and pianist who was a key figure in Irish musical life at the turn of the twentieth century. Zuk examines the intense epistolary relationship between Natalia Klebnikoff, the Russian wife of Esposito, and the Russian writer, Ivan Bunin, who subsequently used these letters as the basis for one of his most powerful short stories “An Unknown Friend”.


In Part Four, “Austro-Germanic Traditions”, Michael Hüttler brings to light the little-known eighteenth-century Austrian composer, librettist, singer, Hof- and Domkapellmeister: (Johann) Joseph (Giuseppe) Friebert (1724–1799). Friebert spent thirty-three years as an influential Hofkapellmeister at the prince archbishop’s court in Passau, enriching musical life there through his choice of operatic performances but also through his composition of at least six Italian operas between 1764–1774, as well as many Oratorios and Singspiele. One of these Singspiele is explored in this chapter: his so-called “teutsche Operetta” (‘German operetta’), Das Serail (‘The seraglio’, ca. 1778), considered to be a model for Mozart’s Zaide. Susan Youens calls our attention from Singspiele to one of the shortest and most shocking songs Johannes Brahms ever wrote, Kein Haus, keine Heimat, op. 94, no.5, which she describes as “twenty bars of undiluted bitterness”. The Lied is set in D minor, the key that the Schubert-loving Brahms would have surely associated with Gute Nacht at the start of the composer’s winter journey and Der stürmische Morgen later in the cycle. While teasing out such homages to late Schubert songs, Youens also elucidates the text by Friedrich Halm from one of his “story-telling poems”, In der Südsee (‘In the South Pacific’), to unveil Brahms’s knowledge of Halm’s abolitionist sympathies, his fascination with James Cook’s voyages and the German Negermythos, perhaps even grounds for autobiographical regret. Shane McMahon’s essay explores the nature and provenance of temporal narratives underpinning tonal forms of the nineteenth century. He argues specifically that musical narratives are deeply indebted to narratives of theological provenance and illustrates how the sonata narrative in particular is sustained by a theologically-derived sense of time and history. David Cooper’s chapter contemplates Edgar Reitz’s 1992 television series, Die zweite Heimat – Chronik einer Jugend, which focusses on a group of artists in 1960s Munich, a number of actors for which are extremely proficient musicians, most prominently Salome Kammer who plays the cellist Clarissa Lichtbau, Daniel Smith who takes the part of the recorder player and percussionist Juan Ramon Fernandez Subercaseaux, and pianist Armin Fuchs as Volker Schummelpfennig. Cooper draws our attention to this cast of musicians acting as musicians which results in what is one of the most accurate and effective portrayals of musical performance, both technically and aesthetically, in the history of film. His chapter also examines the cultural, social and political context of the diverse score for Die zweite Heimat, written by the film’s composer Nikos Mamangakis to reflect the mood of the time, and offers parallels with the author’s own experience of being brought up in Northern Ireland through the ‘troubles’ before moving to his own second Heimat of Yorkshire as a student in 1975. Glenn Stanley’s tribute offers detailed analyses of a stream of Fidelio interpretation that emerged on the West-German stage in the late 1960s and established itself as a serious alternative to conventional productions. Stanley outlines the cultural and political context showing how various directors used Fidelio as a means to critique recent German history – not just Fascism and the Holocaust but the cultural values of the German high bourgeoisie – and attack contemporary injustice in Germany and abroad. The range of performances he discusses moves from Furtwängler’s Fidelio in Salzburg 1948 to Brechtian productions of Fidelio in Kassel in 1968, Wuppertal in 1969 and Bremen in 1974. He also traces Brechtian ideas of Verfremdung and epic theatre in Said and Barenboim’s collaboration on a production for Berlin and Chicago in 1990, a production at the Bregenz Festival on the shores of Lake Constance in Austria in 1995 and Michael Gielen’s Brechtian approach in Stuttgart 1998. Nicole Grimes closes this section by proposing a new historiographical methodology for thinking about a repertoire of German music and artworks across two centuries. Her constellation of aesthetic humanism is a temporal process – a spiritual journey which unfolds in time – closely related to the concept of Bildung which resonates and reverberates through the music of composers from the late-eighteenth century to the present day. Grimes takes as an example Wolfgang Rihm’s Symphonie: Nähe Fern (2012), a five-movement work comprising four orchestra pieces written as pendants to Brahms’s Four Symphonies and an interpolated second movement, which orchestrates Rihm’s 2004 setting of Goethe’s Dämmerung senkte sich von oben (1828). Her reading shows how Goethe’s poem sets in motion a series of responses found along a continuum from Goethe to Brahms’s setting of the same poem (op. 59, no.1, 1873) via Brahms’s Four Symphonies (1871–85), through Rihm’s rendering of Goethe’s poem for voice and piano (2004) to Rihm’s 2012 orchestral work.


Part Five, “The Music of Britain”, opens with a comparative study of three settings of the Latin Mass Ordinary for clandestine Catholic liturgies by William Byrd (c.1540–1623) and an elaborate large-scale setting of the Morning, Communion and Evening services for the Church of England – now known as the Great Service. Pauline Graham’s essay explores aspects of the Latin Creed from Byrd’s Five-Voice Mass and the English Creed from the Great Service in order to discern intimations of the Christian concept of eternity. In each case Byrd treats the text differently, but both settings exemplify the use of musical closure as a metaphor for the finitude of human existence, and its absence as intimating eternity. Graham’s chapter not only establishes a link between the composer’s Catholic and Church of England output – which has not yet received sufficient recognition in Byrd scholarship – but also provides a new interpretation of the composer’s sacred music grounded in contemporary philosophical and theological thought. John Cunningham and William Everett consider the hermeneutics of British musical theatre. Cunningham offers George Colman’s dramatic prelude New Brooms! as a lens through which to explore changing attitudes to the role of music in the theatre in the mid-to late 1770s and its implications within the wider context of British nationalism and Imperialism. Commissioned to celebrate the re-opening of the theatre under new management following the retirement of David Garrick, New Brooms! was greeted with initial enthusiasm when it was premiered on 21 September 1776. Cunningham identifies its dual function in paying homage to Garrick’s dominating presence on the London stage for thirty years, while on the other hand being a public statement of intent on behalf of new managers and a satirical response to the popularity of all-sung opera which was to all but disappear from the London stage by the late 1770s. Jeremy Dibble’s chapter brings us forward 100 years to spotlight a unique rural musical festival at Hovingham founded by Thomas Hudson, an amateur cellist, pupil of Piatti and Fellow of Trinity College Cambridge. The festival, which ran from 1887–1907, was founded with the support of the Worsley family of Hovingham Hall and the Rutsons of Nunnington Hall. Using the Worsley’s Riding School as a concert hall, the festival featured not only chamber, orchestral and choral works of the established repertoire but also works by contemporary British composers such as Parry, Stanford, Sullivan and Somervell, and numerous performing ‘stars’ of the time such as Fanny Davies, Emil Kreuz, Agnes Nicholls and Hamilton Harty. Using recently discovered documentary sources, Dibble’s essay sheds light on Hudson’s extraordinary artistic and logistic vision and how the Hovingham Festival embodied the Zeitgeist of musical renaissance in Britain. William Everett’s study of two musicals that appeared during the Great War, the American musical comedy Katinka (1915) and the British extravaganza Chu Chin Chow (1916) reflect the defining spirit of the times and places in which they are created. Both shows exhibit exotic and politically loaded features of Orientalism – looking to an imagined East – as part of their dramatic and musical personas. As the US had not yet entered the conflict when Katinka appeared, Everett illustrates how Katinka’s fundamental comic plot about Americans settling international troubles without military intervention could be interpreted as propaganda for the U.S. to negotiate peace in Europe, following President Woodrow Wilson’s foreign policy at the time. Chu Chin Chow, which addresses the crucial roles of ordinary citizens in achieving victory over adversity in a popular version of Ali Baba and the Forty Thieves, can be read as an example of Home Front morale building. Everett’s essay further explores the political and cultural context of both shows and illustrates how musical codes accentuate dimensions of plot and character. Richard Aldous’s essay on Malcolm Sargent (1895–1967) contrasts the image of “Flash Harry” – a vulgar popularizer who lacked the seriousness to be considered a musician of any great consequence – with the radical and transformational character he had been earlier in his career. Aldous traces his ascent from a prestigious organ apprenticeship at Peterborough Cathedral to Henry Wood’s mentorship of him as conductor and charts how he revolutionised orchestral life in London. Aldous offers as an example the Courtauld-Sargent concert series which not only transformed interwar programming, but set a new standard of excellence through the unprecendent rehearsal time he demanded. Aldous’s essay furnishes a new perspective as to why Sargent was such an iconic cultural figure in mid-twentieth century Britain and dominated British musical life in the postwar era.


Part Six, “Music Histories Worldwide”, opens with Philip Bohlman’s set of historical reflections on places of music making that are set apart, above all as islands, either geographically or metaphorically. The chapter unfolds as a brief history of the islands of music history and isolation as a condition for sounding self and other. Bohlman’s journey begins 500 years ago in 1516, with Thomas More’s Utopia and the founding of the exile Jewish neighborhood on the ‘Ghetto’ Island of Venice. His tour takes us from one of the very first modern novels, Daniel Defoe’s novel Robinson Crusoe to Jean-Jacques Rousseau’s Essai sur l’origine des langues before navigating such islands of music history as the French government-sponsored Dakar-Djibouti expedition from 1931–1933, in which sounding others played the crucial role home. We disembark with Bohlman paying tribute to Moore’s Irish Melodies and other chroniclers of Irish History. Vjera Katalinic and Ivano Cavallini both uncover forgotten composers whose work is central to our understanding of the cultural and musical contexts of their time. Ivano Cavallini’s chapter seeks a way of understanding the broader implications of counter-Reformation reaction to the Slovenian and Croatian Protestantism through the lens of the Italian composer Gabriello Puliti (1583–1644), an authoritative and prolific composer of early baroque monody in Trieste and Istria. In the turbulent years of the Counter-Reformation, when a great number of Istrian monks and priests were accused of apostasy, Puliti, a Franciscan, dedicated some of his works to the most feared inquisitors and superiors. Cavallini investigates the nature of three dedications in the Psalmodia vespertina, Stella splendida et mattutina and Sacri accenti in the context of the social, religious and aesthetic functions of these works. He singles out Puliti’s Sacri accenti as the composer’s most complete adherence to modern monody and offers Puliti’s mass as an example of cosmopolitan polyphony deprived of its own autonomy. Even though Sacri accenti falls under the auspices of political patronage, Cavallini identifies it as work in praise of the Catholic church of Koper and in particular the Franciscan order. Through his exploration of Puliti’s use of tropes in the Creed, Cavallini shows how in the composer’s appropriation of the Athanasian Symbol, the words “Haec est fides catholica” can only be interpreted in a narrow sense as “universal faith” and proposes that the 1624 Creed functioned as a warning for heretics. Vjera Katalinic introduces to us the 18th-century itinerant violin virtuoso, Giovanni Giornovichi (1747–1804), today mostly known under the Croaticized name of Ivan Jarnović. In addition to tracing his many performances through Europe, she analyses the conditions of his success through two types of musical borrowings: popular themes on which variations were built upon, which he used to close his concerts, which local audiences could recognize and identify, and which also served as a display of the performer’s virtuosity. Her essay also unfolds engaging layers of musical borrowing in the rondo themes of Giornovichi’s popular 10th, 11th and 14th concerti but also in the slow movement of his 14th concerto. By offering examples of how Mozart, Attwood and Wranitzky in turn cited Giornovichi, Katalinic’s unveils borrowing as a source of inspiration in late eighteenth-century practice, where snatched melodies commonly traverse genre, style, tradition and musical medium. Stanislav Tuksar makes us realize that Giovanni Giornovichi is one of numerous forgotten Croatian composers by drawing our attention to the vast amount of music material collected during 450 years of Dubrovnik’s semi-independent existence (fourteenth to nineteenth centuries). Dubrovnik’s treasury is housed today in eight music collections, encompassing some 11,000 music items in all. Tuksar’s chapter draws special attention to 320 early prints kept in the Priory of the Friars Minor (Franciscan) archives which includes instrumental chamber music and vocal romances by several composers of French origins active mostly at the turn of the eighteenth and nineteenth centuries. This musical legacy reflects the final episode of the art music reception and local performing activities in the Dubrovnik Republic just before it ceased to exist in 1808. Jan Smaczny’s chapter examines a period in Dvořák’s life in the 1860s which to date has been considered one of relative obscurity. He shows how prior to the premiere of Dvořák’s cantata, The Heirs of the White Mountain on 9 March 1873, the composer had been making a distinctive mark in the musical salons of Prague, notably those of Ludevit Prochazka and his wife, the singer, Marta Reisingerová and at the musical evenings of Josef Porges, Edler von Portheim. Smaczny argues that these events gave Dvořák his first chances to meet patrons, critics, musical and literary figures of significance in Prague as well as of presenting new compositions. He closes his chapter looking beyond the early 1870s to consider the role of similar gatherings in Dvořák’s career, where he interacted with such cultural luminaries as Jaroslav Vrchlický, the librettist of his oratorio St Ludmila and his last opera, Armida. Part Six closes with an answering echo to Bohlman’s songs of travels, this time with Jamie Jones taking us to Maharashtra, where devotional songs composed by the singer-saints of the Hindu Vārkarī sect are performed publicly and spectacularly during the vārī, one of the largest annual mass pilgrimages in the world. Jones illustrates how neither the musical repertory nor the ritual journey itself – despite deep associations with tradition and the past – have fixed meanings, and the complex affective experience of pilgrimage does much more than simply reinforce religious ideology. Drawing upon anthropological frameworks developed since Victor Turner’s foundational work in the 1970s, Jones interprets pilgrimage as a dynamic temporal overlapping between people, places, and texts. While songs are often understood as simply one point in this dynamic, Jones argues that music is the medium through which these entities are merged. Pilgrimage comes into existence when people sing through, about and in place. Developing an ethnomusicology of pilgrimage is therefore not just tangential, but fundamental.


In conclusion, this book bears testimony to a meaningful, clear trail Harry White has made across the world’s musicological landscape, a trail of celebration and admiration, of high standards and, above all, a trail that has conferred honour and happiness on us all. His reputation is that of an exceptional international musicologist who has managed to retain a firm involvement in his original field of research, and by so doing he has brought the importance and relevance of Irish musicology to scholars in many countries. Honouring his sixtieth birthday is a measure of our high esteem for an extraordinarily imaginative researcher but it is also intended to be a gathering of energies and part of that special literary genre of Festschriften which Irving Louis Horowitz has identified as being “not just retrospective but prospective … a Beruf, a call to further work, effort, and energy, a call to the improvement of learning, of a discipline, a science, an artistic vision, or an intellectual position”.10 This book pays tribute to a scholar who has injected into Irish musicology a new excitement and has exposed questions yet to be tackled, a process stimulated not a little by the breadth of his expertise outside music in Ireland. It not only honours the ideas with which he has inspired Irish music scholarship over the course of his career to date, but also his great gift for language, his gift for laughter and for friendship, a generosity entirely congruent with the qualities of his musicological and poetic accomplishments. This great generosity – the legacy surely of a Dublin upbringing – towards those in the musicological neighbourhood (young budding musicologists and ivied old hands alike) and towards many others who he has befriended, admired or mourned in the larger neighbourhood of scholars and artists, has frequently required him to put life before musicology. The dividend, however, has been writing of immense integrity and compassion: one as empathetic, and unpretentious and undeluded as the man himself, which makes his life’s work a wonderful and humane achievement, as well as a scholarly and artistic one.
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PART ONE:
THE MUSICAL BAROQUE
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J. S. BACH’S FUGUE IN C SHARP MINOR, WELL-TEMPERED CLAVIER, BOOK I AND THE AUTONOMY OF THE MUSICAL WORK


JULIAN HORTON



INTRODUCTION


Among the many reasons I have to recall my time at UCD with great affection are the numerous stimulating conversations with Harry White, spanning more than a decade, about the music of J. S. Bach. The fascinating questions of theory, analysis and interpretation generated by Bach’s fugal counterpoint, considered both as a typical feature of his style and a characteristic by which it is distinguished from his contemporaries, formed a recurring theme. Harry consistently argued that Bach’s significance lies in large measure in the autonomous musical imagination that his music expressed. The density of thought embodied in Bach’s fugues in particular exceeds anything evident in the music of his contemporaries, and extends well beyond any functional requirements of the court at Cöthen or the Church in Leipzig. For Harry, this evidences a kind of emancipation of the musical imagination, which preempts the familiar discourses of liberation surrounding Beethoven’s music by more than half a century.


Harry formulated this argument in critical opposition to Lydia Goehr’s historicization of the work concept in The Imaginary Museum of Musical Works.1 Goehr influentially sought to expose our tendency to think about music before 1800 much as we think about music after 1800 as a kind of false consciousness, which imposes notions of autonomy on Baroque composers who would have found the idea meaningless:




Just as a piece of pottery or a pile of bricks can come to be thought of as, or transfigured into a work of art through the importation of the relevant concepts, so, since about 1800, it has been the rule to speak of early music anachronistically; to retroactively impose upon this music concepts developed at a later point in the history of music. Implicit existence has become here essentially a matter of retroactive attribution.2





Goehr’s argument is apostrophized in the lapidary statement that ‘Bach did not intend to compose musical works’: however abstruse Bach’s contrapuntal engagement becomes, his music’s abstractions are always subservient to their social function, or at least to a notion of composition that does not recognize music’s intellectual separation from church or court. Harry disagrees:




No-one can usefully deny that Bach’s cantatas were more immediately indentured to social function than the keyboard compositions of Beethoven, but this does not mean that Wachet auf, ruf uns die Stimme is less emancipated in musical terms than the ‘Waldstein’ Sonata. To suggest otherwise, as Goehr does, is to mistake the social function of music for its meaning.3





The notion of autonomy prevailing after 1800 names the musical aesthetic of bourgeois emancipation, but this does not demonstrate the impossibility of autonomous musical thought in the absence of that label, or that music’s sociological victory over courtly and liturgical servitude brings autonomy into being as a compositional aspiration.


A question naturally arising from this dispute is: if Bach’s music instantiates autonomy, then how do we locate and explain it through analysis? Extensive as the literature on Bach’s music is, a major study addressing this question remains to be written, in part for want of a consensus answer to a second question: what kind of theory best enables the analysis of Bach’s fugues? This raises the attendant issue of whether fugal theory in general is fit to this task, the visibility of structural processes depending upon theory’s capacity to see them. Yet despite the traditions of theorising fugue stretching back behind Bach into the seventeenth century and merging with Renaissance contrapuntal pedagogy, the toolkit available to analysts is considerably less standardized and integrated than that available, for instance, to the analyst of classical form. The stronger inclination towards compositional pedagogy in fugal theory is both a help and a hindrance in this respect: texts that make theoretical statements in the interests of teaching fugal composition are certainly more numerous that pedagogical theories of sonata form, but the pedagogical service that theory performs for fugue acts to the relative disadvantage of analysis. This condition impedes the search for autonomy, because, in order to have traction, the classification of techniques and processes lying beyond the domain of social function requires an orientating body of analytical practice as well as an orientating theory.


Recent contributions to fugal theory reflect a further dilemma, which pervades contemporary music theory in general: should we analyse fugue in terms drawn from eighteenth-century theory, that is to say, according to a historicist attitude, or is it more constructive to move beyond that context, that is, to adopt a speculative attitude? Positioned firmly at the historicist end of this continuum we find David Ledbetter, who approaches the Well-Tempered Clavier as a compendium of the fugal techniques and styles that Bach absorbed, and thereby pursues his analyses according to the terms of early eighteenth-century theory.4 Ledbetter’s fugal palette comprises a complex mixture of rhetorical, expressive, stylistic and contrapuntal devices discovered in seventeenth and eighteenth-century theory, ranging across rhetorical schemes found in Mattheson, models of invertible counterpoint as described by Fux and J. G. Walther, concepts of fugal typology indebted to verset traditions, and the contrapuntal ‘genera’ (species) developed by Fux, Berardi and Mattheson.5


Although taking cognizance of seventeenth and eighteenth-century theories, William Renwick’s mobilization of Schenkerian theory places him at the opposite end of the spectrum.6 Employing Schenkerian linear progressions as a basis for classifying subject types, Renwick’s theory works upwards from the voice-leading modifications that enable real and tonal answers, through principles of invertibility, linear expositional paradigms, sequential treatment appropriate to episodes and stretti, to the Schenkerian analysis of entire fugues. Ultimately, Renwick subsumes the contrapuntal diversity of fugal form as a variant of the undivided Ursatz, at which level issues of counterpoint in the narrow sense give way to problems of identifying the fundamental line and bass arpeggiation:




In the final analysis it is the coherence and conviction of the voice-leading connections that validates a fugue as an artistic work in Schenkerian terms. Thus, when we consider the tonal structure and voice-leading of entire fugues …, the considerations of imitative counterpoint … recede in favour of a more traditional Schenkerian focus on the upper voice and bass lines independent of surface counterpoint.7



 

The pedagogical texts by Thomas Benjamin, and by Peter Schubert and Christoph Neidhöfer can be understood as occupying a kind of middle ground between these approaches.8 Both blend modern and historical elements, although Benjamin leans more heavily on Schenkerian methods, whilst Schubert and Neidhöfer are orientated towards seventh- and eighteenth-century models (chiefly Mattheson, Kirnberger, Marpurg and Rameau). Schubert and Neidhöfer nevertheless periodically reach beyond their historicist remit, supplying novel theoretical concepts, which analysis might apply. At the same time, Benjamin focuses exclusively on Bach’s instrumental music, whereas Schubert and Neidhöfer embrace diverse repertoire, including Bach, Handel, Scarlatti and a variety of Kleinmeister.


The interaction of process, architecture and voice leading constitutes a major concern across this field. Above all, attempts to analyse fugues in terms of a formal scheme susceptible to architectural description seem doomed to inadequacy. The repertoire’s diversity quickly swamps putative ideal types, the standardization of which often conflicts openly with seventeenth and eighteenth-century mentalities, for which the concept of form in the modern sense is anachronistic. The architectonic approach is also largely indifferent to the types of counterpoint that fugues employ, an oversight holding manifest difficulties for a body of practice to which counterpoint is fundamental. We could, at best, identify the alternation of subject entries and episodes as a basic principle, but this alone hardly differentiates fugue from ritornello (Ledbetter’s invocation of the concerto principle to account for this distinction is well-taken).9 On the other hand, the question of form is no less relevant for fugues than it is for ritornello movements or da capo arias: it is never the case that fugues convey no architectural sense apart from the contrapuntal manipulation and elaboration of the subject. And this leaves aside the tricky question of harmonic function: fugues deploy cadences, sequences and prolongational harmony as a matter of course, but the issue of how these functions should be theorized as formal determinants remains problematic.


This essay’s central objective is to explore the coordination and interaction of counterpoint, process and form as evidence of a kind of compositional autonomy in the C sharp minor Fugue from Book I of the Well-Tempered Clavier. My immediate task is to account for the Fugue’s design neither as a formal scheme nor a generative response to the subject, but as a reflection of the types of counterpoint employed. A striking feature exposed by the analysis is however the extent to which the processes overarching or propelling the form are neither generated by the subject, answer and counter-subjects, nor aligned with them in the disposition of material. In effect, the Fugue discloses two parallel narratives, one concerned with the treatment of the subject and its attendant voices, the other with ancillary material or middleground features, which are threaded around the contrapuntal complex. Points where these two narratives converge hold special analytical interest; but more often, the intellectual gauntlet that the Fugue throws down is the task of comprehending both threads at once, notwithstanding their misalignment. I see this as a significant concern for fugal theory, but one for which there is currently no consensus vocabulary: how do we describe and explain processes, which cannot be captured by the prevailing discourses on fugal construction building up from subject-answer relations via exposition design to fugue as a whole, but which are apparent under analysis? Finally, I offer reflections on the Fugue’s hermeneutic implications, mindful of the subject’s chiastic design, as well as larger formal, rhetorical and topical considerations.


ANALYSIS: FUGUE IN C SHARP MINOR, WELL-TEMPERED CLAVIER BOOK I


Fugue IV has perhaps the strongest claim amongst the Well-tempered Clavier Book I’s fugues to be described as a hybrid: that is, a fugue, the generic subtype of which changes during its course.10 Properly speaking, I would argue that Fugue IV is not, as is sometimes claimed, a triple fugue, because it comprises three continuous fugues on one subject, rather than one fugue on three subjects.11 The difference can be readily appreciated if we compare W-TC I Fugue IV with W-TC II Fugue XIV, which is a clear triple fugue. In the latter, Bach composes a fugue on S1, a fugue on S2, which ends by combining S1 and S2, and a fugue on S3, which ends by combining S1, S2 and S3. W-TC I Fugue IV does no such thing; instead, each section displays a different fugal practice, signified by textural change, orientated around the same subject: a ricercar, or stile antico fugue in bars 1–35 (hereafter fugue 1); a combinatorial or permutational fugue in bars 36–93 (hereafter fugue 2); and a stretto fugue in bars 94–115 (hereafter fugue 3). As Ledbetter explains, in W-TC I Fugue IV the types of counterpoint are exploited in different fugal styles mediated by a common subject: fugue 1 is a fuga major in the antique manner; fugue 2 is a fuga minor or keyboard fugue.12 Fugue 3 functions synthetically in relation to fugues 1 and 2, returning to the stile antico to accommodate double stretto on the subject and fugue 2’s second countersubject, altogether conceived as a stretto maestrale peroration. Fugue IV is, consequently, not a fugue on three subjects. If we claim that it and W-TC II Fugue XIV are both triple fugues, then we necessarily claim that there is no difference between a multiple fugue and a combinatorial fugue; a triple fugue becomes any fugue with two regular counter-subjects.


As such, Fugue IV places considerable strain on any theory committed to establishing a formal paradigm. Distinctions between exposition, counter-exposition and middle entries carry variable explanatory weight, and the differentiation of entries and episodes, or even the relevance of distinguishing between subject and answer, is sometimes unclear. These problems become apparent if we consider the entry design of bars 1–17, which could be defined as the exposition, since they encompass the introduction of all five voices in fugue 1. Superficially, the logic of the passage is clear: the voices enter by adjacency, from the bass in bar 1 to soprano 1 in bar 15. As Example 1 reveals, however, the music’s orthodoxy goes no further than this. The tenor responds to the bass with a dominant real answer in bar 3; however there is no subsequent retransition, as Neidhöfer and Schubert term it, but rather a ‘splice’, the alto entering immediately in bar 7 with a variant of S in which the incipit’s note value is halved, labelled S1 in Example 1.13
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Example 1: J. S. Bach, W-TC I Fugue IV, fugue 1 exposition


An expositional episode follows in bars 10–11, which cannot be described as a retransition, because it separates subject and answer, not answer and subject, and so has the effect of putting distance between the alto entry and its subdominant tonal answer, which finally arrives in bar 12. Soprano 1 then enters in bar 14 with the tonic form of S1, following a splice between answer and subject truncating the answer’s ending. The fact that all voices have now entered suggests that bar 17 brings the exposition to a close, but a summary of its subject properties alone – two variants of S; both dominant and subdominant real and tonal answers; and an episodic bridge between third and fourth, rather than second and third entries – underscores the music’s theoretical evasiveness. Moreover, although all five voices have shared some form of S by bar 17, we still await the full vocal texture, since the tenor drops out for the whole of soprano 1’s entry (in fact, we have to wait until bar 29 before all five voices are in play).


Fugue 1’s subsequent entries compound the sense of contrapuntal latitude. Table 1 maps out the entry design. Strikingly, the initial form of S is never recovered: all subsequent entries in fugue 1 employ S1 or a variant thereof. The first middle entry arrives in the tenor in bar 19, initiating an unusual trio of subject entries (6–8 in Table 1). Entries 6 and 7 appear sequentially in the tenor as dominant and subdominant entries respectively, the latter involving a further compression of the incipit, from a minim to a crotchet; entry 8 then restores S1 in the tonic. Fugue 1 is completed with a pair of entries (9 and 10) in bass and alto respectively, both of which negotiate cadential issues: entry 9 supports a clausula in B major, but this is treated deceptively, since the inner voices create a 6–4 on the downbeat of bar 32; entry 10 supplies the alto for a perfect authentic cadence (PAC) in E, the only such cadential progression in fugue 1, and the piece’s first major point of structural arrival.


Identifying a regular countersubject is equally problematic. The tenor’s material in bars 7–10 duly reproduces the bass from bars 3–6, but nothing remains of this melody as a counterpoint to subsequent entries save the conjunct crotchet tail labelled as ‘x’ in Example 1. Instead, Bach weaves a contrapuntal texture around the entry structure, to which x is crucial. Its treatment in effect supplies a parallel narrative, appraised in Example 2, which sometimes aligns with S1 and sometimes does not.


I describe such situations, in which the functional boundaries of one contrapuntal process are out of phase with another, as non-congruent counterpoint; this technique constitutes a recurrent and strategic feature of the Fugue as a whole. Its first phase occurs in bars 9–11, where x’s duty in the tenor as the counter-subject’s end is re-contextualized as the middle of a threefold imitation at a bar’s distance, which is misaligned with the subject entries, beginning in the bass midway through entry 3, and continuing into episode 1, as the alto picks up x as a continuation of S1 in bars 10–11. For entries 4 and 5, the counter-subject is jettisoned altogether. Instead, x is deployed in continuous imitation between bass and alto, a process that is also non-congruent with the entry structure, the alto’s first iteration of x spanning the end of entry 4 and the start of entry 5. In episode 2, the bass generates a new motive, x1, which is spun out of the end of x by inverting its downward trajectory in bars 17–18, the diminished form of which supplies a generative element of CS1 in fugue 2.





Table 1: Fugue 1, entry design
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Example 2: J. S. Bach, W-TC I Fugue IV, non-congruent counterpoint in bars 4–17


Thereafter, the contrapuntal motivic labour in fugue 1 is shared between x and x1. Thus entry 6 continues the process established with entries 4 and 5, except that the voicing is inverted: soprano 2 initiates x mid-way through bar 18, answered by the bass a bar later, concurrent with S1’s entry in the tenor. As the tenor continues to entry 7, however, x1 takes over, appearing in imitation between alto and soprano 1; and both motives are in effect liquidated with entry 8, being compressed to the scalar quaver figuration in soprano 1 in bar 26, which is immediately imitated in the alto. Elements of x and x1 are woven around entries 9 and 10 in a comparable way. The bass line of bars 17–18 becomes the tenor in bars 31–32, overlapping the end of entry 9 and the start of entry 10. At the same time, soprano 1’s tied semibreve in bar 32 initiates an inversion of x ascending to scale-degree 1, and this in turn sets of an inversion x1’s turn figure to form soprano 2 approaching the final PAC.


Fugue 2 engineers a twofold transformation of fugal character. Its technical objective is to provide S with two invertible countersubjects, and therefore to explore the permutational properties of triple invertible counterpoint. Simultaneously, its stylistic function is to contrast fugue 1’s archaic, vocal manner with a keyboard style, and so simultaneously to showcase old and new contrapuntal media and to juxtapose vocal and instrumental idioms. Example 3 maps the interacting voice-leading properties of S, CS1 and CS2.
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Example 3: J. S. Bach, W-TC I, Fugue IV, fugue 2 S, CS1 and CS2


In effect, the three voices evolve out of the interplay of three schemata. The subject comprises a cruciform [image: ] figure, but the distribution of voicing in effect splits this into two elements: an implied [image: ], and a counterpointing [image: ], the two converging on the tonic scale degree at the subject’s end.14 The [image: ] element of S forms parallel tenths with a third schematic element, the [image: ] figure comprising CS1. As Example 3 shows, the leading note present in S is notionally resolved by CS2, which picks up the [image: ] pattern and completes [image: ]’s resolution, in the process forming a discant-tenor clausula with the other voices.


Table 2 lays out the grid of relations for triple invertibility and numbers the six possible combinations; Table 3 maps Bach’s treatment of S, CS1 and CS2 across fugue 2 and flags the combinations as they occur.15


Table 2: Permutational Grid
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The fugue comprises fourteen entries. Entries 1, 2 and 3 in effect serve as a counter-exposition. Entries 1 and 2 have the character of a subject-answer pair, and entry 3 follows in the tonic after an orthodox sequential retransition in bars 41–43. The sense of an exposition is however problematized by several factors. Primarily, the counter-exposition is restricted to three voices, there being entries of S1 in tenor, alto and soprano 2, and entries of CS1 in soprano 1 (consecutively) and bass. Entries 4 and 5, in bars 49 and 51, both appear in the subdominant, and entry 6 (bar 54) in VI, thereby establishing a series of middle entries before all five voices have participated in the expositional S–A succession. Secondly, even though the S–A–S succession mimics a three-voice exposition, Bach only introduces CS2 with entry 4, and the counterpoint’s triple invertibility only starts to emerge with entry 5, which exploits permutation 1, transferring CS2 from the bottom of the texture to the top, and S1 from soprano 1 to bass. Fugue 2 also ultimately revokes the primacy of S1 established by fugue 1. Variant S1 forms the substance of the exposition, and its incipit is itself compressed approaching entry 4, shrinking to a quaver dovetailed with soprano 1’s episodic treatment of CS1 in bars 47–48. With entry 8 in bar 59, however, S is restored, and excepting entry 12, in which the initial semibreve is compressed to a crotchet, its prime form holds sway for the remainder of fugue 2.


Table 3: Fugue 2, entry design
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In all, Bach exploits five of the six possible permutations in fugue 2 (permutation 3 in Table 2, which treats CS2 as soprano and CS1 as bass either side of S, is omitted). Given that CS2 is absent from the exposition, entries 1, 2 and 3 can be excluded from consideration; similarly, entry 14 of fugue 2 omits CS1, and consequently steps outside the permutational design. Otherwise, the entry groups fall into two larger units, defined by the distribution of permutations. Entries 4–8 consistently apply permutation 6, which accounts for three of the four entries in the group and favours S as soprano (entries 6 and 7 are problematic, since they treat S in stretto above CS1 and CS2). Entries 9–12 alternate permutations 5 and 2, as S is treated as soprano and bass, and entry 13 supplies a lone use of permutation 4. Other aspects of the form are misaligned with this design. The recovery of S’s prime form as entry 8 marks its return in the tonic, both of which properties group it more logically with entries 9–14, which predominantly favour S’s tonic assertion. On the other hand, both the distribution of episodes and the gestural design locate the tonic bass entry in bar 73 as an important downbeat.16


Fugue 3 crowns this long contrapuntal process by unlocking three hitherto suppressed properties of S and CS2: S is susceptible to stretto at the fifth (although realized under inversion as a descent through successive fourths); CS2 is susceptible to stretto at the fifth; and both stretti can be combined, creating a double stretto on S and CS2 simultaneously. Although bar 94 constitutes an important structural downbeat and initiates the double stretto, fugue 3 is dovetailed with the end of fugue 2 by two means: first, and most obviously, by the harmonic elision that the arrival on i at the start of bar 94 creates; second, and more subtly, by the fact that the stretto on CS2 commences two bars earlier, with the imitation between soprano 1 and soprano 2 in bars 92–93. Bach has, moreover, twice hinted at CS2’s stretto capacity earlier in fugue 2: in bars 63–65, where it imitates at the fourth between tenor and bass; and in bars 85–86, where it imitates successively between tenor, alto and bass across the entry of S on the last beat of bar 85. The S stretto is anticipated once, in fugue 2’s entries 6 and 7, where soprano 1 imitates soprano 2 at a fourth’s distance, while CS1 and CS2 play out in alto and bass.


Table 4 elucidates fugue 3’s entry design. It consists of seven entries of S or S1, the first four of which are treated in stretto. Entries 1–3 are vocally adjacent, descending from soprano 1 to alto; entry 4 jumps to the bass. As if to fill the resulting gap, the tenor then picks up entry 5, with the tonic variant of S in bar 100. Scale-degree [image: ] is however augmented in this variant, and its descent through [image: ] transferred to the alto. The two remaining entries, on C sharp and F sharp respectively, have contrasted formal functions. Entry 6 supplies the soprano line for the piece’s decisive structural PAC. Entering three bars into a seven-bar dominant pedal, its latter stages are distended across five bars, drawing out the [image: ]–[image: ] cadential descent, which is finally achieved in bar 107. Entry 7 is post-cadential and also incomplete, discontinuing at its penultimate pitch, a product of its role in the subdominant embellishment of a tierce de Picardie.


Recalling the role of ‘x’ in fugue 1, the treatment of CS2 in fugue 3 again develops a parallel, but often non-congruent and in many ways antithetical narrative to that involving S. The stretto process prefigured in bars 92–93 contrasts the treatment of S in bars 94–98 most obviously by travelling in the opposite registral direction, beginning in the tenor in the c register and reaching soprano 1 in the c2 register by bar 95. The processes acting on S and CS2 cross paths in bar 97 with S1’s transfer into the bass, an event serving to explain the disruption of the vocal adjacency of S entries at this point. CS2’s narrative also contrasts that of S in its escalation rather than exhaustion of stretto treatment. The stretti acting on S disperse after bar 98; the stretti acting on CS2 accumulate. From bar 98, the rhythmic distance between stretti shrinks to a half bar, culminating in the soprano 1 entry in bar 99. This turn of events is facilitated by a loosening of contrapuntal regulation, since the three entries of CS2 here have variable anacrusic intervals: soprano 2 in bar 98 retains the perfect fourth of the prime form; the tenor expands the anacrusis to a perfect fifth, which soprano 1 then contracts to a tritone.


Table 4: Fugue 3, entry design
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Example 4: J. S. Bach, W-TC I, Fugue IV, treatment of z and z1 in fugue 3


The remainder of fugue 3 can be understood as an exhaustive attempt to develop, combine and liquidate motivic properties of CS2, appraised in Example 4. This process begins in bar 100, where the top three voices pick up and sequence CS2’s motivic tail, labelled ‘z’ in Example 4, generating a variant described as ‘z1’, which continues z’s downward conjunct motion by a further step. Thereafter, the stretti on CS2 all explore the treatment and variation of z. In bar 103, z1 is counterpointed against its inversion, labelled as ‘z1 inv.’, an event initiating a chain of stretti, which freely employs z, z1 and z1 inv.: bar 106 counterpoints z with z1 inv.; bar 107 places z against CS2’s incipit entering in thirds in alto and soprano 2, which then exploits z and z1 inv. successively in bar 108; and bar 109 includes a new form of z (‘z2’) ending with an ascending fourth, which receives a novel extension as we enter the structural PAC in bars 110–111. Motive z’s last variant is the Fugue’s closing gesture: its augmentation in bars 113–114 supplies the 4–♯ 3 suspension defining the extended tierce de Picardie.


Although the whole of fugue 3 essentially prolongs the tonic, Bach builds in various harmonic features, which threaten to destabilize C sharp minor in advance of a structural PAC. The first, and perhaps most striking, is the harmonic chromaticism created by the stretto in bars 94 and 96 between S initiated on [image: ] and on [image: ], shown in Example 5. Preservation of S’s interval content takes the soprano up to ♮[image: ], which Bach harmonizes as the 3rd of E minor, reached by reinterpreting VI/i in bar 94 as an approach to V4-2 /iii. The successive stretti then move through a cycle of fifths, which returns to the tonic with the bass entry in bars 97–98. As Example 5 points out, this is marked in soprano 1 by an arrival on [image: ] in the c1 register, demarcating a registral transfer through a diminished octave from bar 95. In fact, this transfer interrupts a larger soprano linear progression, which enfolds both S and CS2. The soprano ♮[image: ]–[image: ] in bars 95–96 refers back to the [image: ] in bar 92, which initiates the CS2 stretti. The [image: ] discarded in bar 96 is in turn recovered in bar 99, which event facilitates a linear progression towards [image: ] in the c1 register attained in bar 105, commensurate with the bass initiating the dominant pedal preparing the structural PAC. In brief, the entire contrapuntal edifice of bars 92–105 is held in place by an octave registral transfer of [image: ], made possible by a fourteen-bar soprano 8-progression, which effectively behaves as a giant chromaticized application of the rule of the octave.
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Example 5: J. S. Bach, W-TC I, Fugue IV, soprano 8-progression in bars 92–105


Voice-leading analysis reveals that fugue 3 resolves several longer-range issues, which are installed but not decisively addressed in fugues 1 and 2. The clearest such resolution is the deployment of S’s [image: ] schema as the basis, in the c2 register, of the final Urlinie descent in bars 108–112. In a sense, the search for a cadential treatment of this schema in this register constitutes the piece’s overarching drama, an aspiration that tracks back to its frustration in fugue 1. This register is first attained with the exposition’s final entry in bars 14–17, but the expected cadence is deflected both by the bass ascent to [image: ] in bar 17, and by the piquant dissonance thus created, as A as the 3rd of iv sounds against the constituents of V7/iv in the upper voices. In advance of S’s final entry in fugue 3, soprano 1 makes three further attempts to install S in the c2 register in the tonic, none of which are cadentially successful. The first is fugue 2’s entry 7, in bars 59–62, the [image: ]–[image: ] descent of which is deflected by a 9-8 suspension dovetailed with the appearance of CS2. Bach uses a similar evasion in bars 78–79, where entry 11 treats [image: ] as part of a 7-6 suspension above [image: ] in the bass. The same dissonance treatment recurs in bar 92 at the tail of entry 14, except that here the bass [image: ] on the downbeat of bar 92 picks up the [image: ] line and continues it downwards to the tonic for the start of fugue 3, while soprano 1 leaps to [image: ] and shadows the bass in tenths, thereby completing a double soprano-bass voice exchange between bars 90 and 94, and marking the start of fugue 3 as a soprano return to [image: ]. The structural PAC in bars 108–112 then finally dispels this frustration, by holding the bass on V and coordinating the c2 descent to [image: ] with the bass ascent to I in bar 112. Bach however saves one strategic deception for this point; as Example 6 shows, bar 112 retrieves the clash between the 3rd of iv and the constituents of its dominant from bar 17, now using it to qualify the cadential motion of the inner voices over a tonic pedal: ♯[image: ] and [image: ] only settle as harmony notes in I, rather than neighbour notes embellishing iv, in the final bar. In this way, the dissonance frustrating the Fugue’s cadential trajectory in its early stages drives a wedge between the function of outer and inner voices in the ultimate structural cadence, critically diluting its force of resolution.
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Example 6: J. S. Bach, W-TC I, Fugue IV, related dissonance treatment in fugues 1 and 3


A cognate issue for this process, charted in Example 7, is the establishment of a stable Kopfton for the Urlinie. The subject naturally implies an initial ascent to [image: ], an impression confirmed with fugue 1’s entry 5, where S’s [image: ]–[image: ] descent serves as the closing gesture of the exposition in the c2 register. Yet [image: ] is problematic here, thanks to its provisional bass support, which is supplied by E in bar 15, as part of a contrary motion ascending i6-3–ii6-5–v progression, and on the weakest beat of the bar. Degree [image: ] is more firmly established in bar 44, where S enters as the interior of i, with [image: ] in the soprano, above a root position, as the culmination of the linear ascent from [image: ] comprising fugue 2’s retransition. This root C♯ however arrives rather late in the day in the overall structural scheme: it strains credibility to regard the [image: ] at this point as the Kopfton; and it is no more plausible to read the bass i at this point as the retroactive consonant support for [image: ] in bar 15. For the remainder of fugue 2, tonic support for [image: ] becomes a function of triple invertible counterpoint, since it relies on the presence of CS2 in the bass and S in the soprano during a tonic entry. The alignment of these characteristics occurs twice, in bar 60 midway through entry 8 and bar 90 midway through entry 14; the remaining tonic soprano entry of S, entry 11, places CS1 in the bass and thereby treats [image: ] as part of a passing 6-4 chord. These events however magnify the initial problem, obviating fugue 1’s failure to supply a stable bass for the Kopfton. Again, fugue 3 seeks restitution. The bass-soprano voice exchange transferring E to the top of the texture by bar 94 aligns i in the bass with [image: ] in the soprano in the c2 register, in the process categorically stabilizing [image: ] above the tonic. All the contrapuntal and linear activity between here and the structural cadence in bars 108–112 in effect prolongs the motion from [image: ] to [image: ], and from i to V. In other words, the structural voice leading now has formal containment: notwithstanding the harmony’s digressive nature and the counterpoint’s burgeoning complexity, fugue 3 comprises a closed voice-leading structure, in which a bass i–V–i counterpoints a soprano [image: ]–[image: ]–[image: ].


[image: ]


Example 7: J. S. Bach, W-TC Fugue IV, Urlinie


In addition to its work with invertibility, fugue 2 also establishes linear progression as a significant structural force in the middleground, introducing fresh issues for fugue 3 to resolve, appraised in Example 8, which beams nested and interlocking descending linear progressions as well as the entries of S and S1. The subject, answer and retransition in bars 36–44 establish two patterns, the extension and combination of which are critical later in the piece: first, the 6-progression descending from [image: ] in the soprano, formed from consecutive iterations of CS1; and second, the chromatic ascent from [image: ] to [image: ] that constitutes the retransition’s bass, counterpointing the conjunct ascent from [image: ] to [image: ] in the soprano. The former establishes the association between CS1 and descending linear motion, which proliferates across fugue 2; the latter contains the germ of a lament bass (albeit in reverse), which takes on increasing significance as the piece proceeds. In both cases, linear progressions often act without regard for fugal architecture, creating non-congruencies that mirror the non-congruent counterpoint noted in the foreground of fugues 1 and 3 at a deeper structural level.


The implications of fugue 2’s initial 6-progression are picked up in bars 47–65. The transfer of CS1’s [image: ] schema from the bass to the soprano in bar 47 recovers [image: ] in the c2 register, and this initiates an 8-progression transferring [image: ] down an octave, which spans 19 bars and enfolds four subject entries. Remarkably, two of these entries are embedded within the linear descent. Bach effectively uses S as a means of embellishing stations of the descent: entry 4 occurs as soon as the soprano has reached [image: ], which pitch S elaborates. Scale-degree [image: ] is then picked up again by the soprano’s capture of CS2 in bar 52, and the linear descent proceeds as far as [image: ], which facilitates the S stretto comprising entry 6. Arrival on [image: ] in bar 59 occasions entry 8, and the descent is completed with the [image: ]–[image: ] progression in bars 62–65. Widening the field of vision again, we could also regard bars 36–47 as a larger span prolonging [image: ] in the soprano, which in turn means that all the music from bar 36 to bar 65 enacts one overarching 8-progression coupling G♯ in the c1 and c2 registers. Other, non-congruent descending lines counterpoint this descent. The [image: ] attained in bar 44 is for example passed to soprano 2 in the following bar, who then carries an elaborated 6-progression as far as [image: ] in bar 52; as Example 8 shows, soprano 2 retrieves this [image: ] by bar 60 and then descends towards ♯[image: ] in the c register, coordinated with soprano 1’s arrival on [image: ]. Finally, the voice exchange between soprano and bass in bars 45–47, which installs [image: ] in the bass, sets off a bass 5-progression concluding on V/iv in bar 49.


[image: ]


Example 8: J. S. Bach, W-TC I, Fugue IV, voice-leading analysis of bars 35–94


Bach’s initial tactic in the second half of fugue 2 is to mobilize the lament figure implied by the chromatic ascent in bars 41–44. This is developed as a counterpoint of two voices in bars 67–73, as a method of Fortspinnung connecting entries 9 and 10. The subject’s [image: ] schema is prophetically chromaticized in bar 68 as part of a descending 7-progression arriving on [image: ] at bar 73, pre-empting the lament figure’s full exposure as the soprano descends from [image: ] to [image: ] in bars 70–73. This descent is also anticipated by soprano 2, who traverses the same chromatic space in bars 68–72, creating a concealed middleground stretto between the two voices. The fact that soprano 2’s line tracks back to the D♯ in bar 67 exposes an additional feature here. Notwithstanding the literal disposition of voices, the linear progressions unlock S’s compound-melodic nature: the D♯ initiating entry 9 in the soprano properly belongs to soprano 2 as an inner voice, above which the real soprano enters with [image: ]. This implicates bar 66’s [image: ] in a much larger inner-voice 8-progression, which is only properly completed in bar 77 midway through entry 11.


Fugue 2 exhibits two more long-range linear progressions, both of which involve CS1. The first again sets off from the c2 [image: ] recovered in the soprano in bar 82, and is conveyed to the A a seventh below in that voice in bar 88, the full octave descent being completed by soprano 2’s take up of c1 [image: ] in the following bar. Simultaneously, the alto’s CS2 in bar 82 acquires c1 [image: ], descending as far as [image: ] by bar 89, after which the remaining fifth is adopted and completed by the tenor, attaining c [image: ] in bar 94. Fugue 3 returns to the lament figure, folding it into the approach to the structural PAC by two means, explained in Example 9. Most obviously, it forms the substance of the soprano in bars 102–105, disposed above the complexities of the CS2 stretti in the manner of a cantus firmus. The bass enacts a non-congruent traversal of the same melodic space: the C♯ in bar 100 at the end of entry 4 moves downwards through B, A♯ and A towards V in bars 102–103, but overshoots G♯, coming to rest instead on ♯ 7 of iv, such that soprano and bass converge on V in bar 105 via a wedge progression in the preceding two bars.


Before leaving the analysis, it is worth dwelling on the Fugue’s extra-musical connotations. The two most suggestive figures in this regard are the chiastic subject and the lament. Bach’s association of the subject’s schema with the crucifixion is well known. Its most overt affiliation is found in the St Matthew Passion, where it is used in Part II to set the words ‘Laß ihn kreuzigen’.17 Its choice for Fugue IV seems logical, in view of the key: a cruciform key signature demands a cruciform subject. A more ambitious hermeneutic, which takes seriously the theological associations of this figure, might impute a Lenten meaning to the subject and therefore to the Fugue as a whole. Ledbetter suggests that Bach conceived the subject and its two counter-subjects as ‘an act of devotion’ in which S represents ‘Christ on the cross’, CS1 stands for ‘the nails and the spear’ and CS2 for ‘streams of healing’, mindful of the use of similar figures to this end in Biber’s ‘Crucifixion’ Sonata.18 Although the via crucis is prominent in the Catholic rather than the Lutheran liturgy, the notion that the Fugue constitutes a narration of Christ’s progress to Golgotha resonates with its strongly discursive character, particularly the mounting intensity of contrapuntal action culminating in fugue 3’s accumulation of stretti and the heavily end-directed construction according overwhelming structural priority to the final (ultimately qualified) tonic PAC. There are traditionally fourteen stations of the cross; and although there are 31 subject entries in total, the grouping of contiguous entries into subject-answer pairs or larger units bounded by episodic treatment or major formal divisions, also yields a segmentation into fourteen units in the main body of the form, mapped in Table 5, reflecting the fourteen entries of the subject in fugue 2 on a larger scale, plus one incomplete entry after the structural cadence in the coda. The one contentious point in this segmentation is the division between units 4 and 5, which are not distinguished by episodic intervention; but because bar 36 signals the start of fugue 2, its associated entry begs to be included in a new counter-exposition, rather than a larger unit including unit 4.19


[image: ]


Example 9: J. S. Bach, W-TC I, Fugue IV, elements of lament in bars 100–105


Table 5: Entry units


[image: ]


The conjunction of the cruciform and lament schemata is also suggestive in this context. The lament’s intrusion introduces a critical element of commentary on the crucifixion as an object of tragic theological reflection. It transmits an expression of grief over Christ’s death; but its presence in multiple voices implies that this is the grief of multiple bystanders. This perception in turn compels us to rethink the meanings of the contrapuntal techniques that define the three fugues. The piece’s hybrid design dramatizes a staged increase in contrapuntal involution, from the ricercar’s free counterpoint, via the permutation of two fixed voices against S in fugue 2 to stretto in fugue 3, where the action dwells on the material’s relationship with itself. The lament however stands outside this contrapuntal action, thereby suggesting that it comments on the process of accumulating strict techniques around S, in the manner of an observer analysing unfolding events. Here, perhaps, is a hermeneutic explanation for the processual non-congruence, of which the lament is one expression. Bach builds the potential for multiple perspectives into his advancing narrative: a central thread of contrapuntal action – the progression towards Christ’s death carried by the subject – interacts with overlaid processes, which transmit extra-musical meanings over and above the narrative carried by S. This reading also gives narrative weight to the startling dissonance marking the culmination of fugue 3. The shocking intervention of A in bar 112’s attempted tierce de Picardie turns cadential progression into an expression of pain rather than release, and as such serves as a forceful signifier of mortality. But this is also the termination point for all of the Fugue’s processes: the lament, the figure of Christ and his attendant counterpoint all converge in this final moment of expiration.


CONCLUSIONS


The tension between the servitude of the indentured Baroque composer and the autonomy of the musical imagination is keenly expressed in this Fugue. Its meditation on fugal technique moves well beyond any function imputed by the genre, and its burgeoning complexity generates a material and processual excess, which explanations grounded in reconstructions of the genre’s function in the early eighteenth century struggle to contain. The Well-Tempered Clavier’s compendious function – the idea that it, like the Art of Fugue, seeks to appraise the totality of contrapuntal technique – enfolds more of the music’s esoteric surplus; but even this leaves questions unanswered. Fugue IV, for example, clearly seeks to juxtapose three fugal techniques; and this juxtaposition can be understood as an exploration of the idea that their respective applications should be focused on one subject. But this alone hardly accounts for the bewildering thoroughness of the material’s contrapuntal treatment, or for the array of non-congruent strategies that weave around S and its associated materials.


We need speculative rather than historicist approaches to explain this music precisely because such processual excess bursts its historical frame. Like many of Bach’s mature fugues, this piece is an exercise in extremism, in combining established procedures in a way that operates at the outer limits of their technical or generic capacity. This is partly a matter of formal expansionism: the sheer scale of Fugue IV, in common with fugues VIII, XII, XV, XX and XXIV in W-TC I, makes fugues by many of Bach’s contemporaries seem short-breathed. But it is also a matter of density, of burdening each moment with a contrapuntal substance that it struggles to support. Like a room that has walls but no discernible floor, the Fugue creates the illusion of being diachronically bounded but synchronically fathomless: no audition can grasp all at once the inexhaustible complexity of the music’s contrapuntal design, material process and voice-leading structure, even as it apprehends the temporal experience. The material’s hermeneutic resonances only reinforce this perception, adding a theological dimension, the initial clarity of which is progressively obscured by the mounting plurality of perspectives on the chiastic subject that the Fugue accumulates.


So here, in sum, is the analytical substance of the emancipatory tendency that Harry so eloquently describes. Any kind of strong historicism committed to the primacy of social function is forced to see Fugue IV as a keyboard exercise for private consumption or tuition, in-keeping with Book I’s purpose ‘for the use and improvement of musical youth eager to learn’ as famously inscribed on the 1722 title page, and with Bach’s habit of using the collection in his own keyboard teaching.20 But no imaginable concept of keyboard pedagogy necessitates the kind of processual excess that the piece engenders, even if we accept that ‘practise’ has to encompass fluency in the execution of complex contrapuntal relations. It is in this domain – in the gap between utility and intellectual aspiration – that autonomy resides; and it is in the mapping of this territory that analysis, liberated from the tyranny of historical context, proves its worth.
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9 Ledbetter: Bach’s Well-Tempered Clavier, pp. 101–103.


10 In fact, W-TC I Prelude VII is the closest comparator: it consists of a toccata and two successive fugues on the same subject, a ricercar and a fugue with a new regular counter-subject.


11 On the definition of ‘multiple’ fugues, see Schubert and Neidhöfer: Baroque Counterpoint, pp. 162–187 and Benjamin: The Craft of Tonal Counterpoint, pp. 258–259.


12 Ledbetter: Bach’s Well-Tempered Clavier, p. 161 and for a general discussion of verset fugues, pp. 96–98.


13 On the concept of the splice, see Schubert and Neidhöfer: Baroque Counterpoint, pp. 93–95; on the retransition, see ibidem, pp. 110–112. This corresponds to what Renwick and Benjamin call the “bridge” (Renwick: Analyzing Fugue, pp. 109–136; Benjamin: The Craft of Tonal Composition, pp. 207–8. In older parlance, the music linking answer and third-voice entry used to be called the codetta, an inadequate term, in view of its use in Formenlehre to describe post-cadential music.


14 A comparable analysis is supplied in Renwick: Analyzing Fugue, p. 38.


15 Bach’s triple counterpoint here is briefly considered in Renwick: Analyzing Fugue, pp. 91–92.


16 This entry comes immediately after the Fugue’s golden section in bars 71–2, an event marked by the concealed statement of the BACH motive, divided between sopranos 1 and 2. See Ledbetter: Bach’s Well-Tempered Clavier, p. 164.


17 Several commentators have also drawn attention to the figure’s use in the chorale, Nun komm der Heiden Heiland, an association that adds hope of redemption to the melody’s implications. See Ledbetter: Bach’s Well-Tempered Clavier, p. 163.


18 Bach’s Well-Tempered Clavier, p. 164.


19 It should also be noted that 14 is the sum of the numbers associated with the letters of Bach’s name using the ordinary number alphabet (B=2, A=1, C=3 and H=8). If we believe the arguments first advanced by Friedrich Smend, it is tempting to propose that the overall entry structure inscribes Bach’s name as a cryptogram, which has theological significance in relation to the chiastic subject. This is however pure speculation, mindful of Ruth Tatlow’s injunction that “the use of the natural-order number alphabet in the analysis of Bach’s music should be applied with caution’, since ‘there is no certainty … that Bach used any eighteenth-century number-alphabet forms, even assuming that he knew about them”; see Bach and the Riddle of the Number Alphabet. Cambridge: Cambridge University Press, 1991, pp. 129 and 127, refuting Smend: Johann Sebastian Bach: Kirchen-Kantaten; erläutert, 6 vols. Berlin: Christlicher Zeitschriftenverlag, 1966.


20 On the genesis and function of the Well-Tempered Clavier, see Ledbetter: Bach’s Well-Tempered Clavier, 1–12.




JOHANN JOSEPH FUX’S SONATA À 4 IN G (K. 347):1 FURTHER CONSIDERATIONS ON ITS SOURCE, STYLE, CONTEXT AND AUTHORSHIP


LORENZ WELKER



It goes beyond doubt that Johann Joseph Fux (1660–1741) not only held a most significant post as Hofkapellmeister of the Viennese court, thus in the centre of the Hapsburg monarchy, but also exerted an influence on the following generations of composers which can hardly be overestimated. Of course, the most conspicuous piece of evidence for his influence is the famous counterpoint treatise Gradus ad Parnassum, first published in Latin in 1725 by the Viennese court printer Johann Peter van Ghelen, at the expense of the court, and translated into German, Italian, English and French in the following decades, either entirely or in part. It was used by Haydn, Mozart and Beethoven, to name just a few, and its approach to counterpoint and composition left traces in many later treatises, from those by Marpurg, Albrechtsberger and Cherubini, close successors to Fux’s original, to works of the 20th century, by Schenker, Roth and Tittel. To summarise Fux’s influence on his followers in musical theory and practice, one has to follow Harry White’s statement: ‘It is no exaggeration to state that Fux has played a decisive role in the formation of Western musical thought in so far as tonal practice and technique are concerned’.2


The literary style of the Gradus presents itself as a fictive dialogue between teacher and pupil, in particular and in this case between Giovanni Pierluigi da Palestrina (1525–1594, ‘Aloysius’) and the author Johann Joseph Fux himself (‘Josephus’), establishing not only a document of deep reverence for the master of sixteenth-century church music, but also initiating a new wave of Palestrina reception in the eighteenth century. However, the musical examples interspersed throughout the text of the dialogue are taken from Fux’s own works not Palestrina’s.3 Despite the somehow dry and abstract matter which is taught and thouroughly explained in the Gradus, both style and examples render it lively and close to actual contemporary teaching practice. And indeed, Fux’s teaching practice in persona can be traced back to the decades immediately before its publication.


Documentary evidence shows that in the years 1716–1719 the Dresden court musician Jan Dismas Zelenka (1679–1745) travelled to Vienna at the expense of the court of the Elector of Saxony and King of Poland, to study with Fux and to improve his compositional skills at the already mature age of 37. Not many details of his journey and the circumstances of his time in the Hapsburg metropolis are known, but we do know that he stayed in the home of one Philipp Troyer, who probably can be identified as the violinist of the same name and member of the Polnische Capelle (Polish orchestra) at the Dresden court from 1723 onwards.4


Even more significant than the few pieces of documentary evidence is an impressive musical document in a hand of the 18th century, Collectaneorum Musicorum libri 4, de diversis Authoribus (‘four books of collected musics, by various authors’), Dresden, Sächsische Landesbibliothek, MS mus. 1–B–98, which allows a glimpse into Fux’s counterpoint laboratory, with its selection of historical examples from the sixteenth and seventeenth centuries, from well acknowledged masters of the past as well as from composers who belonged to the previous generation. The examples apparently should lay the foundations of paradigmatic good style. To these examples of masterly compositons by other composers a rather small selection of Fux’s own compositions is added which can be similarily considered as paradigms for contrapuntal exercises. The collection is completed by exercises in the hands of Zelenka, Philipp Troyer and others. Each of the four books was apparently compiled as a separate unit, but all four were bound together as one volume in a contemporary leather binding, probably shortly after Zelenka’s return to Dresden. The volume presents three series of page numbers: (1) an incomplete contemporary ink pagination at the upper left or right corner, (2) a more modern pencil pagination in the middle of the upper page margins, and (3) a complete pencil pagination in the middle of the lower page margins. Page numbers given in this article refer only to this third pagination.5


The first book (pp. 1–132) is exclusively made of a selection of fifteen Magnificat settings by Cristóbal Morales (c.1500–1553), probably taken from the collection of sixteen Magnificats, published in print by Antonio Gardano, Venice, 1542. The second book is in its first part (pp. 133–224) a manuscript copy of Girolamo Frescobaldi’s (1583–1643) Fiori musicali, printed for the first time by Alessandro Vincenti in Venice, 1635. The second part is a collection of seven four-part ricercari by Alessandro Poglietti (first half 16th century–1683), court and chamber organist at the court of Emperor Leopold I in Vienna; it is likely that the ricercari were intended for keyboard, but are copied in score. The fourth book is a manuscript copy of Luigi Battiferri’s (c.1600–c.1682) op. III: twelve ricercari, Bologna, 1669. Battiferri served as a maestro di cappella in several places in middle and Northern Italy, such as Ferrara and Urbino.


The most interesting part of the whole collection with regard to Fux’s teaching, however, is the third book, because it contains on the one hand exemplary vocal polyphony by Giovanni Pierluigi da Palestrina, the hero of the Gradus, on the other works by Fux himself and exercises by his pupils. The third book starts with a selection of four mass settings by Palestrina, taken from the first and second book of masses, printed for the first time in 1554 by Valerio and Aloysio Dorico, in Rome, and in 1567 by the heirs of Valerio and Dorico, also in Rome. Two keyboard ricercari by Luigi Battiferri and one by Johann Jakob Froberger (1616–1667) follow Palestrina’s compositions. The second half of the third book starts with works by Johann Joseph Fux himself. But instead of displaying another selection of church and keyboard music, the Fux contribution presents a series of four ensemble sonatas, for three and four string and wind instruments with organ accompaniment. Thus, at a first glance, it seemingly does not fit into the supposed educational programme. Only the final section of an otherwise not yet found Gloria, entered before the series of ensemble sonatas, and a Benedictus dalla Messa Ariosa immediately after the series of sonatas are reminders of Fux’s mastership in church music. Here, obviously, instrumental ensemble music was chosen to represent the contrapuntal style of the master of counterpoint. A series of canons by the Viennese court musicians Ragazzi and Bernabei and by Jan Dismas Zelenka conclude the third book.6


The chronology of the four books which form the collection is not easily established. The year 1717 can be found on the title page of book three, the year 1718 on the title pages of books one, two and four. The year 1719 marks the end of Battiferri’s ricercari in book four on page 395. However, also on top of the music entries in book two, the year 1717 can be found below an earlier entry which was cut in half during the process of binding. Thus, a possible – and in my opinion plausible – sequence of copying and chronology would be: the process of compiling started with book three, continued with book two (maybe begun at the end of 1717, and continued till 1718), advanced further with book one, and ended with book four. The contemporary pagination in book three – which covers its first 92 pages, but is abandoned on the following pages – could be seen as a confirmation of the hypothetical chronology: the compiler started a pagination but stopped it later. However, this hypothesis is partly contradicted by the partial contemporary pagination in book one, which also starts with a page 1 and covers only the first 28 pages of the Magnificat collection.


Only book three offers evidence for an interaction between instructor and pupil, in this case Johann Joseph Fux and either Jan Dismas Zelenka or one of his classmates, for example Philipp Troyer. Troyer was responsible for copying the music pp. 227–296 (Palestrina Masses; the text was entered by Zelenka), possibly also the music on pp. 297–302 and pp. 303–304 (‘Cum Sancto Spiritu’).7 The five-part ‘Cum Sancto Spiritu’ is accompanied by a remark in the hand of Zelenka: ‘Del S: Fux Soggetto principato d’un suo Scolare e/ mandato gli da finir, il qual a preso un altro Soggetto/ e l’à condotto in quest maniera./ Pars 5. ad libitum.’ The translation could be: ‘By Signor Fux[,] the main subject is from one of his pupils, and was given to him [i.e. Fux] to finish [the composition], who took up another subject and continued in this manner. Part 5 ad libitum.’ Although it seems clear that this short excerpt from a Gloria setting is a very rare example of teacher–student interaction in Baroque counterpoint instruction, it seems somehow unusual that the teacher encouraged the student to invent a subject and he himself finished the composition, instead of starting the other way round: by offering a subject to the student the teacher encouraged the student to finish the compositon. Only in assuming that Fux wanted to present an exemplary solution of a compositorial assignment, both the remark on top of the little composition and the inclusion in a collection of model compositions seem justified.


The collection of ensemble sonatas on pp. 304–318 will be discussed below. On pp. 318–321 Jan Dismas Zelenka copied, as already mentioned above, a ‘Benedictus dalla/ Messa Ariosa’, attributed to ‘istesso Authore’ – ‘the same author’, in the same way as for the four sonatas which precede the Mass movement. The Benedictus is indeed a part of a mass ascribed to Johann Joseph Fux elsewhere; it is a part of the Missa Sancti Michaelis (K. 36), ‘di Gioseppe Fux 1700’, reserved in a MS copy in the monastery library of Göttweig in Austria.8 The remark ‘istesso’ must be seen as a referral to the author attribution for Cum Sancto Spiritu: ‘Del S: Fux’, thus establishing Fux’s authorship also for the sonatas and the Benedictus. However, Fux’s name appears for the first time on p. 303; the title page of the third book mentions the contribution of Fux only among others and within the formulation ‘accesserunt pauca alia./ variorum autorum’ – which seems a bit strange regarding to the assumed closeness and high esteem on Zelenka’s part towards Fux. High esteem of Fux is expressed indeed on the pages following the sonata collection: a canon by the Viennese court musician Angelo Ragazzi (‘Maestro dei Conserti della S:M:I:/ e Catho:’), copied by a further hand (Ragazzi’s?) on a small additional leaf between pp. 322 and 325, has the text ‘Joannes Joseph Fux excellens musicus’ for the tenor part, whereas all other parts have another text, ‘Inveni hominem secundum cor meum’. And the series of canons by Jan Dismas Zelenka, pp. 329–31, copied by the composer probably only after his return to Dresden (c.1721 according to Kohlhase and Horn), is introduced with the remark: ‘ad imitationem Aestimatissimi sui Magistri’ which is generally accepted as a further reference to Fux.9 To conclude my more general considerations on book three of the Collectaneorum series: one can find more evident traces of Fux’s teaching, and more circumstantial ones. One has to add to the latter category the layout and wording of the title page of book three. It reads: ‘Messe del Palestina. [sic!] / à 4. 5. e 6. /: Detto del Sig: Bernardo Pasquini: / Quello che pretende d’ essere Maestro di Musica / et anche Organista; e non gustira il Nettore [sic!], é / non venera Latte di queste diuine Composizioni del Palestina [sic!], sarà sempre pouerello. / Copiandas accepi à D’no Georgio Reitter Capellae Magistro apud / Sanctum Stephanum Viennae Austriae. 1717. Copiauit D: / Philippus Troyer ibidem me hoc tempore existente, J: Disma Zelenka.’ The metaphorical mentioning of Nettore should most likely be corrected to Nettare (‘nectar’), which combines nicely with Latte, the ‘milk’ of divine compositions. The spelling of the name as Palestina instead of Palestrina, however, was quite common in sources with title pages in Italian, and need not be corrected.10 For example, the first two editions of his first book of madrigals for four voices, printed in 1568 and 1574 in Venice (by Claudio Merulo da Correggio and Giorgio Anglieri, respectively) give the composer’s name as ‘Gio. Pierluigi da Palestrina’, yet all following editions (all Venice; Amadino, 1583, Amadino, 1587, Vincenti, 1588, Gardano, 1594, Scotto, 1596, Gardano, 1605) render it ‘Gio. Pierluigi da Palestina’ (my italics). The same spelling can be found in Giovanni Francesco Anerio’s edition of three masses by Palestrina (‘Papa Marcello’, ‘Iste confessor’, ‘Sine nomine’), reduced to four voices and printed in Rome by Lodovico Grignani, 1646, and, with corrections by Francesco Ganini, by Mascardi, 1689. The contents on the title pages are referred to as ‘Messe a quattro voci le tre primi del Palestina’ (1646) and ‘Messe a quattro voci del Palestina’ (1689). The Italian language of the title page of the third book of the Collectaneorum, the spelling of Palestrina’s name, and the quotation of Bernardo Pasquini’s comment point to an exemplar, which was compiled in the seventeenth century in Italy, and possibly in Rome, where Pasquini worked as an organist. It seems likely that Georg Reutter the Elder (1656–1738), who was organist at St Stephen’s cathedral in Vienna and probably spent some time in Rome during the years 1694–1695, came into contact with Pasquini or even studied with him, and was given a collection of Palestrina masses, compiled either by Pasquini himself or by another musician in his circle. Zelenka received the Palestrina collection from Reutter, and gave it for copying to his room- and classmate Philipp Troyer. There is no evidence that Johann Joseph Fux was already somehow involved in the process of copying the Palestrina masses in the third book of the Collectaneorum. And, since Zelenka pointed out later in his life that the period of studies with Fux lasted (only) 18 months,11 it is possible that he started his studies in Vienna with Reutter, and was accepted as Fux’s pupil only later.


The four ensemble sonatas copied between the Gloria section and the Benedictus offer a selection of various approaches to instrumental writing for small ensembles. It starts with a mixed combination of two string and two wind instruments with organ continuo: ‘Sonata à 4. violino, cornetto, trombone, fagotto et organo. D’ istesso Authore.’ (K. 347) This sonata is the most extended of all four works; it covers roughly nine pages in the MS, it is copied on five staves – four for the obligato instruments and one for organ, it is organised in four movements (–, allegro, adagio, allegro–[adagio–allegro]12–adagio) and 154 bars according to its version in the New Fux Edition,13 203 bars in Guido Adler’s DTÖ edition14 (Adler transcribed movements three and four in 3/2 in contrast to Guido Erdmann who transcribed the movements in accordance with the MS source in 6/2-metre). The other sonatas out of the group present a much smaller range: ‘Sonata à 3: 2 violini, basso con fagotto un poco variatto del istesso authore’ (K. 342) covers three pages in the MS, is copied on four staves – three for the obligato instruments, one for organ, and consists of five movements, but only 85 bars. The third piece is a ‘Sonata à 4: 2 violini, viola, et organo, del istesso authore’ (K. 346), it covers less than one and a half page, and is copied on four staves again. It consists of only two movements (–, piu allegro) and 45 bars: in this case, the organ part is a basso seguente which apparently incorporates also an obbligato bass voice. Finally, a ‘Sonata à 3 del istesso authore’ (K. 341), is actually a Sonata à due in seventeenth-century nomenclature because the two violins are accompanied by a basso continuo organ which has no obbligato function (and even lacks contino figures).15 It covers less than one page, is copied on three staves, consists of two movements (adagio, allegro) and 42 bars. Whereas the sonatas on the second to fourth place can hardly be seen as ‘works on their own’, and rather have the character of musical additions to the liturgy of minor importance, the first is a remarkable piece of music and deserves further consideration.16


One first and extraordinary feature of Fux’s Sonata à 4 is its scoring for violin, cornett, trombone and bassoon together with an organ continuo, which seems rather old fashioned against the background of Fux’s own musical output as well as that of his contemporaries. Especially the cornett part is rather unusual, and the combination of instruments superficially points to traditions of mixed string–wind combinations which were common in the first half and around the middle of the previous century but not in Fux’s lifetime, with noteworthy contributions by Giovanni Valentini (1582/1583–1649), Marco Antonio Ferro (c.1610–1662) and Johann Heinrich Schmelzer (1620/1623–1680) in Vienna17 and Matthias Weckmann (1616[?]–1674) in Hamburg18. It is this unusual scoring which made Herbert Seifert express serious doubts in Johann Joseph Fux’s authorship of the sonata ten years ago, and made him assume the authorship of a different composer of the same name Fux, but of an earlier generation: Vinzenz Fux (1606–1659).19 Yet, although I already anticipated Seifert’s doubts in Johann Joseph Fux’s authorship in an earlier article (without reference to Vinzenz),20 further considerations now make me believe that the sonata is indeed a work by Johann Joseph, and a fine example of his writing for small ensembles, albeit conceived only as a piece for compositional studies. Evidence for Vinzenz Fux’s scoring for the cornett (and the cornettino) is given in Michael Collver’s and Bruce Dickey’s Catalogue of Music for the Cornett.21 The authors mention a Canzon pro tabula à 10, which uses two cornetts besides two violins, viola, three trombones, and organ,22 and three mass settings with cornett parts (along with trombones) as well as one mass setting ‘in honorem Sanctae Barbarae’ for five-part choir with accompaniment of two obligato cornettini and organ, preserved in Uppsala University Library, as part of the Düben collection, which present a range comparable to that of the Sonata à 4: e’–d’’’ (‘cornettino I’) and c’–b’’ (‘cornettino II’).23 The only extant sonata in the stricter sense, attributable to Vinzenz Fux, is a work transmitted as number XX in the Rost Codex (MS Rés Vm7 653 of the Bibliothèque Nationale de France, Paris) for two violins and continuo in a A–B–A form (C–3/2–C), of 76 bars (23–30–23 bars), with a second A part identical to the first, thus a repetition form typical for Italian violin music of the first half of the seventeenth century. The author is given as ‘Fuchs’ (‘Auth. Fuchs’); the attribution to Vinzenz Fux is a plausible conjecture. The rather virtuoso interplay of the two violins is characterised by several canonical entries without any sophisticated contrapuntal elaboration. Not one stylistic trait is shared by this sonata and the works attributed to Johann Joseph Fux in the Collectaneorum MS. The same is the case for a comparison of Vinzenz Fux’s vocal music, e.g. his Litaniae Beatae Mariae Virginis for solo soprano, four-part choir (‘capella’) violin, two violas and bass / organ,24 which presents a post-Gabrielian style as described by Michael Praetorius and a threefold disposition of solo voice, vocal choir, instrumental choir and continuo. Against this stylistic background I am inclined to reject Seifert’s hypothesis of Vinzenz Fux’s authorship


Indeed, a second look at the Sonata à 4 reveals that only the cornett part within a work for instrumental ensemble and with a rather soloistic instrumental style is unusual in Fux’s oeuvre. The use of a bassoon as a bass to two violins can be observed several times, and even the trombone is used in Fux’s Sonata (K. 365) for two violins and bass: trombone, cello, violone and organ playing basically the same melodic line. The rather modest instrumental writing of this bass line, however, cannot be compared with the most challenging trombone part in K. 347. But a virtuoso trombone part can be found in Johann Joseph Fux’s setting of the Marian antiphon Alma redemptoris mater, K. 186, for solo soprano, obbligato trombone, two violins and bass: bassoon, violoncello, violone / organ. Already Leopold Ritter von Köchel gave the following remark to his entry of the setting in the work catalogue:25





In der Zusammenstellung des concertierenden Sopranes mit der Alt-Posaune hat diese Hymne etwas Apartes. Der Posaune wird in der Sonatine und neben der Gesangstimme eine nicht gewöhnliche Fertigkeit zugemuthet.





(‘in its combination of a concertato soprano and an alto trombone this hymn setting has a fascinating touch. The trombone requires an rather unusual agility in the [introductory] sonatina and in the accompaniment of the soprano.’)





The fact that the manuscipt copy of the Alma Redemptoris in Vienna, Archives of the Musikverein, MS 2770, offers evidence of several performances between 1728 and 1736, and the frequent occurrence of virtuoso trombone writing in religious and secular works by Johann Joseph Fux’s contemporaries and colleagues such as Marc’ Antonio Ziani (c.1653–1715) and Francesco Conti (1681/2–1732) is sufficient evidence that a gifted trombone player was available in Vienna in the beginning of the eighteenth century.26 It is more difficult to find evidence for virtuoso cornett playing in Johann Joseph Fux’s time. On the other hand, according to Collver’s and Dickey’s catalogue, the cornett is required in 134 settings of religious music by Johann Joseph Fux, more often than in any other extant vocal music of contemporary composers. In contrast to the above mentioned obbligato trombone parts, the use of the cornett is restricted to ripieno functions, i.e. colla parte with the soprano voice of the choir. On the other hand, all instruments required for the sonata à 4, violin, cornett, trombone, bassoon and organ, are also required for the performance of Fux’s church music. Thus, although there is no direct evidence for idiomatic cornett playing in Vienna in the second decade of the eighteenth century, there is at least a certain probability that cornett players who were required to perform psalm and mass settings on a regular basis, were also able to achieve more than the accompaniment of choir sopranos. A slightly earlier document for the requirements of a town musician in the central German town of Zeitz in the year 1701 is the Proben Stücke.27 In ordert o pass the examination the candidate for the post of town musician, Martin Winckler, had to play a cantata Was du thust, bedenke das Ende, for solo tenor, obbligato violin, cornettino, trombone and bass (‘Organo ò Violono’), with an introductory instrumental four-voice Sonata for the aforementioned instruments, and accompanying parts as well as solo ritornellos for all obbligato instruments – apparently, the candidate had to perform on all solo instruments, violin, cornettino and trombone. The cornettino part offers a range of e’–bb’’ and considerably challenging runs, comparable to the requirements of the cornett part in Fux’s sonata except for the top pitch of d’’’, which occurs only once but points also more to the cornettino than to the normal cornett with a normal range of a–c’’’. As Collver and Dickey explain in the introductory study to their catalogue, ‘cornettino is a term which appears to have been used almost exclusively in northern countries, particularly German and Poland’ (p. 23), and ‘despite the small number of indications for the instrument in Austria and Italy, the extremely high tessitura of certain works from these areas would suggest its use in pieces which carry the indication cornetto’ (p. 24). This is certainly the case for Fux’s Sonata à 4. Yet an even more prominent example for the ability of early 18th century cornett players is the scoring of the earlier version of Johann Sebastian Bach’s motet, O Jesu Christ, meins Lebens Licht, BWV 118, for four-part choir and wind instruments, which can be dated 1736–1737 (according to Hans-Joachim Schulze) and includes a cornett (cornetto) part in addition to parts for two litui (possibly French horns) and three trombones.28 The scoring for wind instruments points to an outdoor performance of this funeral motet. The cornett part has a range of c’–d’’’, which makes the use of a cornettino highly unlikely (lowest note e’ or d’). Both examples, the anonymous piece for Martin Winckler, dated 1701, and Bach’s motet of around 1736 render the assumption plausible enough that despite the apparent absence of idiomatic and virtuoso solo literature for the instrument, some cornett players were still able to use their instrument well beyond the daily requirements of colla parte playing with singers.


In contrast to earlier music for the combination of violin, cornett (cornetto or cornettino), trombone and bassoon, usually with organ continuo, the sonata by Fux has a more modern structure in its disposition of four movements different in tempo and character, but all in contrapuntal style. The first three movements end with a cadenza, only the final allegro is closely attached to the foregoing slow movement which in its characteristic 3/2 metre, its short–long rhythms and ist dance-like quality brings to mind the sarabande of the French suite, and the Italian sonata da camera. The final allegro, however, is clearly distinct from all three foregoing movements in the different employment of the organ continuo: only in this movement is the organ part is independent from the upper voices and forms a solid base for those from the beginning of the final allegro (see Example 1).


[image: ]


Example 1: Johann Joseph Fux, Sonata à 4 (K. 347), beginning of movement 4


In contrast to that, the continuo part for the first three movements is basically a basso seguente which takes up the relatively lowest part of the obbligato instruments above (see Example 2).
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Example 2: Johann Joseph Fux, Sonata à 4 (K. 347), beginning of movement 1


The four-movement disposition of the sonata à 4 and its contrapuntal style is more reminicent of the sonata as codified in the four sonata collections opp. 1 to 4 by Arcangelo Corelli (1653–1613), printed for the first time between 1681 and 1694 in Rome, and reprinted many times until well into the eighteenth century, and in many places throughout Europe. Moreover, Corelli’s style of composing ensemble sonatas influenced many if not all composers of instrumental music, from his contemporaries to at least the next generation. And it became a standard for beginners in the profession to print a collection of sonatas à tre as an opus primum, sometimes even with the hitherto rather unusual scoring of Corelli’s op. i, for two violins and violone or tiorba / arciliuto with organ accompaniment.
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