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SHERMAN VAN SOLKEMA Februa:r'y ls’ 1972

VICE PRESIDENT

Professor Saul Novak
232 Beach 132 Street
Belle Harbor, New York 1169k

Dear Baul,

Some time has passed since the Executive Committee of the
Ph.D. program in Music approved the publication of a group of student
papers in the Lacunse in Musicologicel Research seminar series. It is
thought of as a modest-formet volume to be produced at the City University
as CUNY Studies in Musicology No.l--to serve as & kind of companion
volume to the lectures and seminar discussions which will be published
by Norton this spring. It is expected that the student essays will be of
perticular interest to beginning doctoral students everywhere and to other
young researchers throughout the country. I have consented to stay with
this project and because of my schedule have asked one of our doctoral
candidates~-Bea Friedland--to serve as co-editor with me in preparing the
volume for press.

From the beginning it was clear that if each paper could be
read and commented on by a member of our faculties specializing in the
subject area, the entire project would be greatly improved.

In this connection, would it be possible and would you be
willing, in the next few weeks, to read "Scme Problems of the Early
Northern Renaissance" by Micheael Leavitt, which is enclosed? I believe
that & meeting with the writer of the paper would be the surest way of his
getting the value of a professional reading. The set of papers, frankly,
dates from 1969, and because of other student commitments cannot be given
wholesale revision. 8till, any comment or updating would be appropriate.

If you will let me know that you are willing, I will ask
Mr. Leavitt to be in touch with you directly. We hope to have the volume
ready for distribution by late spring.

Sincerely,

= A

Sherman Van Solkema
Svsgf
enclosure
ce: Mr. Michael Leavitt
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'continued discussion..

It 1is the purpuse~af‘thisépaperftnzexpibrefthe current

state of research concerning some: specific:- problems of the

.~ early Northern Renalssance.. Enimarﬁly;ye—will;déal with
4'fhe_vocal muéic of this time.. However,, instrumental = éff‘
music was not campIeter'unneLétediand;willlbezconsidered vjkl
as well. <Parttcular‘camrdsers*willlnottbeztreated to any i

greatl extent, for such. treatment: would: only serve-to narrow

‘rather thaa.bruaden.ﬁhe’disnussicn;

. Because af’ths.tremendhus_Impilcatjons:dffsome problems

=5 we w will ccncentrate:our‘discussibnionzthe:Rénaissance Era

as a whale, moving anIy secnndarily to: speeific appllcatlons,

tc the early fifteenth century

It is nmot eur alm to proviae: answers: to- rarticular

qnesticas, But rather,, to agktnewfquestions:andtstimulate
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A gquraphical orientation 1s a-necessary beginning.

_" The House of Burgundy wes a‘mobil_one, and its territory and

1nf1uence were wlde-spread. From the last third of the four-
teenth century (1367) through the first three-quarters of the
fifteenth centufy the court was controlled by four dukes:
Philip the Bold (d. 1404), John the Fearless (4.1419),

Philip the Good (d. 1467), and Charles the Bold (d. 1477).
While the exact boundaries of the territories assembled by

these great dukes varied in this period of slightly more. than

~a century, “the cultural sphere...under Philip the Good (1419-

1467) and Charles the Bold (1467-1477) included the whole of

eastern France as well as Belgium and the Netherlands."1 The

ambit of the Court of Burgundy can be seen on the map below. g
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Fhilip"s favorite residences,. the: capitals:of French Flanders
(Lille), West Flanders (Bruges),, East Flanders (Ghent), and
Brubart (Brussels) provide: the: outer-1lmits of this ambit.

. Brussels was especlally important  in.the-last half of Philip's

relign and thruughout:the;nuIefof?Charlés:(and subsequently .

)

hies daughter, Mary of Burgundy).. ' R UL

Attention should be: called: to: the: fact-that although the

actual renge of court movement. is: centered_in a comparatively

small physical area,, its lmmedlate: sphere-of: influence 1is
broadened comsiderably Yecause: of the:vital . ties with Cambrail

to the soumh:and‘ﬁiéga to:thezwesi;UTThEegpeat,cathedrals of

these impartént aitiaszsuppiibditﬁezmnsibiansAnot only for
TR,
the Burgundian dukes,, but. also: for- the- papel)choir. The inter-
& \\\_//'

:vactiag.between.the court. cities;. the: cathedral citlies, par-

tlctlarly Cambral, and Rome; formsan.orbit:of_ considerable size.

While this matter of’ geography- is:falrly clear and is

Vgenefally agreed upomn. By scholars;. the:whole:-question of the

© relstionship of musicians toc the: Court.and:of: the musiclans

to each ather has lang“been:a;maitef:offcontroversy. Various

> :
lah;eé}h&ve»baen:useditn:Ldéﬂtify'the:three"generations of
musiclsns fn the pertod under consideration-(ca. 1400-1500).°7

R.G. Klegsewetter was: the: first- to:formulate the three

Netherlends Schools In. Dle Verdienste der Niedelander um dle
Tonkunst (Amsterdam,. 18291...Theééfdeéignatidnélhave unfor-
tunately'Eeea.p&ssedidﬁwpstn;tﬁe%ﬁfégent*dayQ appéaring in
the;hcrks af such scholars as: van.den.Borren and Bridgman.
By the three Netherlandsfschanis:Kiese%etter.meaﬁt (1) the
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{ 2neration of Dufay and Binchols (early 15th century), (2)
the generation cf BusnaLS’and‘dhkeghem (Yate 15th-century),
(i?l;aﬁ%ithe generation aof Josquln. end’ Obrecht. (¢continuing into %
the 16th century). But these national names- or-schools
failed to indicate the musicilans' deep roots: in French speech
and culture; Furthermore, Belglium wom. 1ts: freedom and be-
came a separate kingdom only two years after Kiesewetter's
book appeared. "What thls meant far music. History was thaf
the only place agsacizted with any of” the: Netherlands Schools
that remained in Netherland's hands was: Bergen op- Zoom, home
of Jacob Qbrecht af Bergen”a (s&e—mapj,:
Nearly a century later, Iin IG2%4, Wilibald: Gurliit coined

"f. ~the Burgundlan designatlon, applylng It. to: the: song,. however,
rather than a group of geaplemsg Heslnrich Besseler;, in Die

Musik des Mittelaters und der Renzlssance (1931) speaks of a
X Burgundian Schoel composed of Dufay, Blnchols;. and:thelr |
contemporarles, but retalins the use off Netherlands: for later
_ generationa.6 FPaul Henry Lang's article: “The: So-¢alled
Netherlands Schcol"7 suggests the use: off the: Burgundian
School for the gensration of Dufay  and Binchols: and the
7 Franco-Flemish School for later generationss.
';/% Two last interesting facts are added to: complete this

x_unstable picture. Musicalagistszhaya;lbngfconsidered.the :
Burgundlan Court at Dijon to have:beéni"thezléading"center
for culture for all aof Eurapa“u;h“afandiyet:weéléarn”from

Clarke” that this was not smong PiiTip the: Good! sz favorite

residences nor can we speak of It 1m connection with serious , %
.,'- . ‘/\_/ .
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music. Secondly, thefa”is 0o reccrd af‘cﬁurf'service;of
elther Dufay or Ockeghem; therefdre,-ﬁd aaIIaDufay Burgundian
in one generation to distlngulsh him from Gckeghem in another
generation 1s indeed tenuous nomenclature..

It should be obvious to the reader by mow that the
testimony given above 1s confusing and offers Iitfle assistance
' in deciding what or how to Si}} these Important musicians.

They all were men of French culture inm a Flemish environ-
: ment; they received their training primariTy at Cambrai or .
: at Lfége as both cathedrals provided singers for Flanders

30 Clarke's case is clear: ™"Calling these musi-

‘and Rome.
cilans Netherlandish distorts thelr Image ta the north;
Burgundian distorts it to the south. If they are French,
they are alsoc Flemish., If they are Flemigh they are also
French; Call them--but cell all of them—'Eranco-Flemish,'
Or, better still let them be the musiclans of the Northern
Renalssance. nll How are we, then, to emphasize their
dlfferences? Here we must turn ta the Important area of
style analysis.

The area of style:Z;alysis has become Lnareasingly im.
. portant since the time of.the Renatssance.. Today, in con-
trast to former times, ccmposers_&nd performers have become
a vital part of the academlc and Intellectual community,
often functioning dually as scholars and theorists. "In
the fifteenth and-sixteenth‘centuries [however] only a few
compcsers of importance had any cannecttaq:wlth.academic

circles. A veritable divorce tock placé hetween;speculation

o A .. =




-about music and musical Iife itself..... The: higher education

by the technlcal apprenticeship offered in the cholr schools of

~ the modes.13 A certaln amount, however:,, was: written of an

Theoretical writings of suaceaﬁing_peniods, too, consistently
lack the broad historical viewpolnt: so- essential to style

~ analysls.

—-a method of anaslysis which enables us: to- define the nature

~ because 1t 1is so mew it aoffers, L belleve,, the greatest

~ .fundamental questions about Renalssamce: music.:

: on many diverse andyimpdrtaﬁt topics;: we: have: avallable the
" music of many of_the.majar'ddmposezmi(though.the lacunae of
'?the 1400's are &Zp&rttcularingianingjproblemls); we ﬁave
begun to collect bioérapﬁic&ln dultunal,.sociological, and

e

and general culture dispersed by the: universities was countered

the great churches."™2 Nuch. of the: dlscussion of music, in-

deed, was from a speculative viewpodint;: chant and poiyphony .
o o, WSS o

were consldered as were rhythmic structures: and particularly, o

}nstructional nature, yet thls was more a reflectlion of con-

temporary compositianal practice than. an historical approach.

. What 1s generally considered today to: be: style-analysis
of a musical style--lis a..rai:he;r'necesnt:d‘evelopment.l4 And

challenge for modern musicology. We hHave hardly broken the
surface in seeking answers to some: of the: most. pressing and & ¥
‘ 15 5

We have e R

amassed an enormous, and ever lnmcreesing,, body of knowledge | i

philosophical data{ and:we»&r&-&ble ta conduct "a descriptive

tour“ through the music af’thevﬁenaissance.!‘These tasks are

=
on their way to fulfillment and;have:already bornavital frult. 4 oL
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practlce periad—the elghteenthr and nineteenth centuries. ﬁ{;h

hey are steps, however, and only o prelude-to-actually deal-
ing with the music itself. We must: face:- now the most funda-
mental and virtually still unanswered questlon:: What are the

princlples of mugsical organization: and: coherence in the

music of the Reaaissanqe?l7‘ FEor the: answer,.we-must turn to

the caoncepts farmulated by Heinrich: Schenker:as:-I_belleve

. they can lead us to an intimate: understanding of the muslcal

3
architecture of the past..
Schenker's cdnceptionsfhave?aiready‘provenztheir value

in the understanding of the music ofY the: so-ealled common

But their systematic avnplicatliom toc compositions:-of other & 5%

historical periods, particulerly- the: Middle: Ages:and the : k¢ ‘
T : o P B Ty

n'Renaissance, is Just beglinning.. Schenker-belleved that

"Like a laglcal argument. or a- literary N
- eomposition, a musical work is-directed; — Ama. Mrtadse
lts direction 1ls determined: by the:very W g
goal towards which it moves.. Thus:the X
signiflicance of tones and chords:and. the
functions they fulfill depend upon-this
goal and the direciion. the motlon takes-
to attain it.... Schenker developed- the
digtinctlion between: chords: oft atructure
-~ and chords of prolongation . diresctly out
‘of his differentiation. between.shord
grammer and chord signlflcance.-<.~ This
distinction between structure. and: prolon-
. gation became the backbone of: his:whole
approach. By means of this: distinction
"~ we hear a work, not as a series: of frag--
mentary and lsclated phrases and: sectlons,
but as a glngle organic structure: through
whase prolangatlion. the prineclple: of:
-artistic unity and varilety is - malntalned....
; The structural cutline or framework.rep--
! regsents the fundamental motlon to- the:
* “goal; 1t shows the dlirect,. the shortest
way to this goal. The whole: interest:
and tension aof a plece comsists: in-the: T :




expansions, modifications, detours, and
elaborations of this basic directlion,
and these we call prolongations.... In
the recliproclty between structure and
prolongation llies tgi organic coherence
of a musical work."

The reader, understanding the far-reaching significance

' of these musical concepts, may well inquire as to thelr L&AO
specialized application to problems of the Remalssance and
,pérticularly the early fifteenth century.

One long range goal will be showing how certain prolon-

e Cotan Wk

gatlons which are used in later (or earller) periods of music ,{,..4 (.

. . ot |
history are used in the Renalssance Era (and its component atiﬁl/
periods). The various levels of volce-leading graphs--

from the detalls to the fundamental structure--will help us

- "/

clarify what characteristics are essential elements of a
“particular style or hisﬁcrical period. What this means,.of

course, 1ls a detgiled higtory of tonallity which may involve

a complete re—evaldagion of what we consider style-analysis
- as well.as a rédéfihit}ohipftﬂhé stgndard musicological and

analytic vocabularies.

Another, and more immediate, Renalssance problem is a

thorough 1nvestigat16n of Fhe péfticular tonal character- : %Li» ﬁdﬂ
istics of the modes. Examination may reveal distinctly ﬂi}}twfﬁ
individualized methods of handling tpé different modes by 2,000 Aoz =
composers. The ﬁéé of the»?hryéiaﬁ mode with 1£s peculia.rit,:LesuofiﬁilrW'lL
should be Qery'iﬁteré9£ih8-: What;‘if anything, substitutes ﬁ;:;;iﬁjtﬁ”

g ?
for the lack of a dominant chord? Are other compositional L( Lb*{'

S

elements stronger so as not to unbalance the artistic unity

of the Phryglan composition? These are only a few of the




= phrase compasitlcns? : }' ,H  ﬁ 'ifﬂ

guestlons one could aglk regarding  the: tonal coherence and
the structural principles of the: modes..

. 7. .
&As the fifteenth century 1s: considéred”the-era of so- FaA4:; I

called horizontal composition,. them investigation-of its

structural principles becomes an. even: higher:-priority. For
example, is the—nnrm&tive,tnteractibnibetween”the;prolongations

and the structube altered Im a significant-way?’ Are the

" structures thémselves.differente—areithey,contrapuntal'

rather than harmonic structures?’ What. rplezddées:the triad
pPlay, particularly In fauxbourdon?® Exvloratibtn -of these
questions Is embryonic. The: reader-is: dlrected-to-some pre-

,limlnary studles by Dr.. Saizer*1n:strncturaimHeartng.az

Cantus Firmus in muss and” motet 1420-1520 by Edgar H.

Spark323 is aa.extremely valuable,worka. Does:-azcantus

flrmusi either ag a‘tenun'ar (and: more: common-.in-the fif-

‘teenth century) as the.baais:qf’a.melody part,.elaborated on

and remodeled ta.canfdnm.ta_thezcomposer.s;own“melodic ideals,

—//’—*—A

-ijaffect.Strucﬁﬁﬁék WhntannIdifaillto:seeetbe:importance of

: Schenknr~s canceuts'ﬁdr*analysis of‘later parody-and para-

Fogi

g Tr——

In the time af'Duﬁay the larger formes fixegs-were giving 3.+

way to the randeau anﬁ; to & mnch‘lesser extent, ,to a mono-

- ”
/5’,’\1\ .’k; 1A

Lapfdes  UAA

phonlc type af virelal.. "ThE»qhange;had:tOfdo:with,the the ectn

9 ki Y
trend toward z more pointed and: conclse: style-but-also re- T i Rt

flects a new relationship'betweenrpoetry and- mnsic."24 Do /Qw.@ff““)’f
("'()w Y“"“""‘ y

v /(1»0‘\4/' ,34("‘ 6 -
force the meaning of the words: in vocal musié?” D6 -they /] ‘

structur&l events at this time: and: in other peritods re-en-




~Q-

.olncide with poetlc and musical climaxes? What relationship

do the prolongatlions have to the{peatry?l What: 1s:- the. im- >
N :
. plication and relatlion of the structure to form?: . D‘f q'hdu

ng
(f'm,
The 1list of unanswerediaaélar suparflcially answered

“Qquestions and partial saolutions far‘Renaissance muslic: seems uﬂof’ﬂd‘ﬁ”u

- endless. Schenkerian analysis, I belleve,, offers: many came CL’
valuable inroads. B \;.ﬂAfL

: 41 - . s : e 9..(_41&. &
Thus far, we have dealt with. problems which affect our
: _F e Cana ‘u«‘u

knowledge and understanding aof the music and’ 1ts:- historical
‘.position. But musid"dcea not exist Inm & vacuum;; the: end -
| product of research;should.ber Gf'caunées,thetreallZation
“of the printed page as a perfaormance. - The late: Noah Greenberg,
. in an article entitled,“EarIy Muslc Eérformance Toda&df\posed X
" an important quest;on: What,guid&nca.dnes;the-scholar.offer
’vfor pe-r'former'.sz.'4’25 -
The performer’cénnct passthx'watt_ﬂdn*schoihrSito;come

- to final concluslons on.many Yssues;: concert: deadllines, re-
hearsal schedules, and Oth&r‘practiaal.aspects of ' music

making must be.considered._ Suchiald;questionsfas,musica
".zlggg and rroper tempa, about whicirt there have: been.literally

decades of scholarly speculatian.an&idiscnssion;.require

- immediate aptention and soluticn.frqm'&“penfOrmerfs:point

of view. Muslclans are asking such questions: now; thewimagi-
native performe;'has no chalce tut experiment ation, frequently
" without directiont26

"of the muslc of the.fifteeﬁth.centuryfwesneedignswers

td the followilng questions: (T) Hﬁk'smail.were9thefcourt s
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M and chapel cholrs? We know, for example, that. for festive

‘occasions their size was appreciably Increased;: we know also

that at these pageants special music was composed.. What in-
deed, then, was consldered normal at the time? Collation
of archlval documentatlon, here, ls a much needed task. (2) In

the vocal music which invelves the use of solo: voices, with

- the cholr singing in alternation, which. sections: were allottea

to the cholir and which sections wers given'tatthe'solbists?

(3) How were melodies ormsmented? Ernest T.. Ferand says

‘that the perlod up tozbout I450 was am “.... era: of  free,

creative ornamentation in monophonice and. polyphonic: music

wheather improvised or writtea;" hut.then.tﬁeﬁe.is:a'period

‘with an unexplained lack of crnamentation.zj— Why’9 Was there

e general decline 1n technique cr'a.chznge in. philosophy?

(4) How were instruments used in the eanly Renalssance

" -periods, and when? What of thelr tuning and’ construction

"_and particularly, what were theif~techniqueszofﬁplaying?

28

, Iconography can be of great assistance 1n this_ area. (5) How

were the wordless tenor and ccuntertandr parts-performed?

(6) Wwhat do we know about unwritten;muaiq of* the: Renalssance
(or other historical eras)? "It i&‘raneletakenilnto account
that the written muslc of any time repreSeﬁts:only'the top

of the iceberg that stands for’muaical.ewentszasra‘whole.

We are accustemed to ccasi&eringnmusic as:sacrediorfsecﬁlar,
polyphonic or monophonic, focal arfthstnumental,.texted or

untexted, but scarcely at all as written or unwritten."<9

~(7) What was the role of the amateur musician and’ what music




_arrangement of repertory. All of these are important areas. fﬂAr

»4'toricél periods 1s pafticularly slgnificant. He observed

=y s I

¢ 14 he play? Diariles, letters and other private documents
will provide further insight into this question. Icono-
graphy agaln may be an important aid in this area.

-~

—~ _
Manfred Rudofzer wrote an article for the Musical Quarterly X

some years age entitled “"Changing Aspects of NMedieval and

‘Renalssance Music" (1958). 1In it he suggests the following !

-tOpics'badiy in need of investigation: = (1) the pre-history

of the parody mass--an historical force which lasts well intoﬁ;;k

g

the seventeeth century, (2) the performance of the basse danéé-qr
‘ . 2 ' (\ ; ‘l: i, .
particularly those polyphonic danceiifé}ch seem unsulted for .t b
: 1270
actual dancing, (3) the study of bound manuscripts as reper-

" tories before the invention of music printing, and the colla- ' o

“tion and comparative study of both related and unrelated

manuscripts as a key to the musical style and the external  i,0- aan

‘- PaT)

2
A5 (PN

But his discussion of the ever-changlng conceptions of his- s “Uhaann ?

-that " ... while the artistic oeuvre of a composer does not

" in itself change, the meaning and import of all spiritual

utterance 1s not the same for each generation. The appro-

. priapionvof'the cultural heritage and .its interpretation by

‘the present are not constants pﬁt'historiéal variables; 1n

other wdgggz they belong themselves to our own past."© e 3

need to formulate a History'of musicai thought of the past,
involving not only how musicians of'fhe.paét regarded them-

sol és,Abut how they saw their particular past and what they x

61t their place was in it. I believe thelr own sense of




3 .n s . DY s '

= -G . @ - .."., d .‘ ) X
history ‘and mission must have significantly affected the R

music which @hey ddmposedfg.such a history, therefore, would F.f‘

be an invaluable tool for us. 3 ' _: R %

Dﬁring the course of this paper many topics for in-
.vvestigatlon have been suggested. We_have atﬁempted to focus :
 attention, specifically, on pro&iié} which most directiy con- > X
cern the music of the period 1ltself and our perception and
S, knéwledge of it. These topics are not altogether new,
-Many.of them have remalned with us for‘generations, aﬁd
:ustill beg for resdlutlon.. It is hoped that our own additional
.discussion will ser#e as a springbéard for renewed intequt

end further reéearch.
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FOOTNOTES.

The Harvard Dictionary of Music,. ed.. . Willl Apel
(Massachusetts, 1944),/ P., 104.. :

Map reproduced from Henry IL.. Clarke,. "Muslclans of the
Northern Renalssance,'" Aspects of Medieval and Renalssance
Kusic, ed. Jan LaRue (New York,, 1866),.p.73.

The major fieiares of three generatlons as listed by Apel
(EDM) p. 105«  The-(single: dates indicate years of activity
in the papel cnolrl Flrst: genesration--born ca. 1375;’
Reginald Liebert (1420),. Plerre Fontalne (1420), Nicolaus
Grenan (I421), and Johammes Erassart (1%31);

Second generation--born ca.. 140057 Guillaume Dufay (1400-

2474), Gilles Binchois (140@-l457), Hugo de Latins (1453),

Heyne von Gfzeghem (I145%);.
Third generation--born. ca.. 14255 Antione Busnois (d 1492),
Johannes Regls (I1463),. and.Ph*llippe Caron.

4 Clarke, ap. Citie., . 6E..

10

11

12

13

Wilibald Gurlitt,, Buggundische Chanson und deutsche Liedkunst
(Basel, 1924)..

Besseler's Burgundlian. SchUnI.Uaraliblé Anel's second
gensration of composers which:contributes further to
present day canfusion..

Paul Henry.- Lang, "The So~Called: Nethertands School " Musical
Qua-rterly‘\ ,; 1939,, p. 53..

Apel, L T ctt“, T~ 1
Clar&e,,ap.ncitm”,pm Tess

W % wt s

It shéuld be remembered that the: House:of Burgundy was 7
always a consumer of music,, not: a- producer of musiclans.

Clarke, ap. cit., . S0..

Robert Wangermgé, Flemlisthr Musiec: and” Soclety in the Fifteenth
and Sixteenth Centurles (New York,.1968), p. 28. :

For a modern day pe&evalua*jon of the modes the reader 1s
referred to Rabert W. Wienvhal's-article "Modal Usage In

Masses of the Fifteenth Century," Journal of the American
Yusicolosical Soclety, 1952,. pp.. 37-52.. The author dis-

cusses and presents a statlsticalLanalysis of cantus filrmus

and maodal usage,gparticulani, the: Renalssance awarenegs of

the difference between the original church modes and the

modes used in polyphonic music.. Wlenphal concludes that

as the desire for melodlc: extension became stronger, the

ambltus of the modes expanded: and: mixtures therefore resulted/»/

“g
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1) Jean Anne Boucher, The Helisious Music of Gilles Binchois

a7
18

19

ol

il

Chrysander and Adler laid the foundations:- for:-the musicolo-
gical method and approach in the last. half of: the nineteenth
century. ;

The general conception of elghteenth and’ nineteenth century
music 1s slightly more promising,. less: so;. however, ‘for "-—-—— - - ?
early Baroque muslc, where instidnctive musical. understand- 2

ing cannot be relted om to such. af extont..

For example, there iIs no accessible complete edition of the
works of Binchois who, after Du;ay, 1s- the most- important
composer af the flrst half of the: fl‘toenth;century. The
scholar must search out three works:

(?h.D dissertatlon, Eoston University,.1963).
2) Arthur Parrts, The Srcred Work of Gilles-Binchols, I--III,
(Phh.D. dissertation Erya kNawr,. 1655)..
3) Wolfgang Rehm, Die Chanson vomr Gille s Binchols (Mainz,
1957).
Of these warks, ooly the Iast has: printed’ scores; each
employs a different edltorial practlce; and none 1s easily
avallable for scholarly use, to say nothing of: performance.
While this situation is, at best,. disheartening, investiga-
tion of the ather composers of the: period: is:nearly impossible.

tld e e

—
CAnas 4 Lat

~

And 1n other historical periods as: well,. — e A, o

The best explanaticn.of‘Shhenker'&»conceotionsis found in Arrnloanes
Felix salzer's Structurcl Hearing — Tonal Coherence in
Yuslec (New Yaork, 190l).

The reader 1s referred to pertinent: examples-in Structural
Hearing ani to two articles. in’ The Music- Forum, I, 1967,

"edited by William Mitchell and Felix Salzer..

1) "Vode and Polyphony arcund I500:: Theory and Practice"
by Peter Bergqulst
2) “Tonality in Early Medieval Polyphony:: Towards a History
of Tonal ity by Felix Salzer..
Volume II, which will be published this year: (1569) also
contalns articles apropos ta the: present- discussion.

AT
Chord grammar —-— the usual type of analysis: in which sepa- '-,Jﬁ*”'
rate deslgnations and labels: are assigned: to: chords refet-'j”"
ing them tec different key centers (as: in Piston). | | \"vﬂf'fo 4
- Chord significance —— the study of the chord in order tor\/ L 22 7"

 sectlon of a work to a work Ln'ixs.entirety.,

22

reveal its meaning in all contexts, from the: phrese to a ﬁ“‘71 .I :
VILA

Wf[’.“’
Salzer, op.cit., pp. II~14< : i Ab'
Finding the structure of a composition, of’ course, 1s only lgrf
the beginning. We must realize that within this framework'“''~ ,
there are limitless paths of detour and delay and a tre-~ .&" b -3
mendous range of architectomic and,expressive possibilities. MAM,J,:

Salzer, op. cit., Dp. Zﬁh-EBlf expecially pp..278-280vcon- A;k&»¢f f
cerning the fifteenth century.. JREL S B /Laﬂiufl-

t,
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26
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129

30
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edgar H. Sparks, Cantus -Filrmus in Mass and Notet 1420-1520
(BEerkeley, 1C63%)..

Kine Pirrotta, "Oa Text Forms: from Clconia to Dufay,"
Aspects of lNedieval and Renzlssance Music, Jan LaRue, ed.
(New Yaork, 1566), p. 673.

Asvects of Medieval and Fenaissance: Masic, Jan LaRue,'ed.

. (New York, 1G66), p. 31A4..

¥ore modern editlions which. can Be  used for scholarly study
and performance are needed. They must be accessible, pre-
ferably avallable alsc In miniature score. Further attempts
to standardize editorlal prectice,. for example in the barring
of polyphony must be made. Sources: must be collated and
assessed.

Ernest T. Fé/ﬁza "A History of' Music: Seen in the Light of
Ornamentation," Report of the Zighth Congress of IMS, New
York, 1960, ed. Jan. LaRue (ﬁasel,.lgél),,pp. 464,

The reader's attentian is called to: the warnings of Emanuel
Winternitz on this subject.(cf. "The® Visual Arts as a Source
for the Fistorian," ancrt'oi tnf Eighth Congress of IS,
New York 1c60, ed.. Jan‘LaRuegffase y 2801 ) , . Do 415

Frank Lloyd Harrison, "Ihstrumﬁnt“l.Usage 1100-1450,"

- Aspects of Medleval and Renalssance: Music, ed. Jan LaRue,

(New York, 1966), e Feile

Manfred F. Bukofzer,. “Changin§ Asnects of: Medieval and

\'d
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