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THE MUSIC OF THE MIDDLE AGES,
THE RENAISSANCE AND THE EARLY BAROQUE

Brief guide through the history of music —

TEMPORAL BOUNDARIES OF THE PERIODS
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The transitions from the passing Middle Ages to the Renaissance and from the latter to the
Baroque period are gradual. The Middle Ages cover the 12th, 13th and 14th centuries, the
Renaissance the 15th and 16th centuries, and the Baroque extends from the beginning of the
17th century to the middle of the 18th century. The development of music through all periods
varies in the individual European countries. In spite of the lack of distinct boundaries in time,
the three art periods show substantantial differences in content and form.

CHARACTER OF THE ARTIST IN THE MIDDLE AGES AND IN THE
RENAISSANCE
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The medieval view that nothing new could be created is in direct contrast to the cultural
optimism of the Renaissance \Whereas the medieval artist worked ANONYMOUSLY with the
emphasis on THE NEXT LIFE, the artist of the Renaissance took great JOY IN THIS LIFE
and asserted himself very much as an INDIVIDUAL. An important thinker of the Renaissance,
Marsilio Ficino, once said: “Fully aware that a golden age is beginning, the artist begins to sce
himself as a creative person and notsimply as an imitator. The creative artist gives form to the
individual work of art and thus shapes the age he lives in””. Whereas the medieval artist stood
awestruck before the Ancient Masters, the artist of the Renaissance puts his creative work
above everything that went befure, even above the work of the Ancients he worshipped.



THE DEVELOPMENT OF MUSIC IN THE MIDDLE AGES AND THE
BIRTH OF THE RENAISSANCE
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Music was always closely related to life. In the Middle Ages, musical work falls into two main
spheres: the LITURGICAL of the church, which was of decisive influence in all fields of life,
and the COURT sphere of the knightly class representing the upper social order. Whereas the
church sought its musical expression in mysticism far removed from life, the knight, who lived
almost exclusively in and for the society of the nobility, made use of music asa social entertain-
ment in the minnesong and round dance.

The music of both spheres was an art of compositions for one voice whose development extend-
ed back over a thousand years. These compositions for one voice were of variable form and
far-reaching expressiveness, From the start of our millerium, music takes on the form of a
polyphonic art, which was adopted in all European countries. Three countries made a special
and peculiarly characteristic contribution to the development of this polyphonic form:
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FRANCE contributed highly developed rhythm capable of both original expressiveness and most
artistic ramifications, It raised the idea of the “ordo™ to the highest principle of art.

ITALY created ““cantabile melodics” and the ““‘dominant tonality’” and for the first time treat-
ed the va-ious parts of a polyphonic composition as *‘original unit”’, Medieval polyphonic music
otherwise superimposed the individual parts as separate entities.

ENGLAND gave European music a sensual full tone which was based on the discovery and
recognition of the third and sixth (terza and sexta) consonants, Form the very start, the music
of the Renaissance aimed at freedom from the tradition of the Middle Ages. This was achieved
by the generation of the musical genius Guillaume Dufay (approx. 1400), although not so
much by the complete rejection of the tradition as by moulding together all the musical forms
of the Middle Ages. The result was the.polyphOHy of the Renaissance, whose clear rhythmically
and sharply accentaated melodic form was firmly rooted in this world, This constituted the
rejection of the Gothic masters, whose ideal was a flow of movement rising to the infinite.

THE CHANGE IN MUSICAL AESTHETICS
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A definition of the music of the Middle Ages and of the Renaissance is beit formed from an
understanding of these periods. Itis from the writing of the musical theoreticians of the
Renaissance, such as Tinctoris, Praetorius and oth:rs, that we see most clearly the significant
change in the attitude to and performance of music of the early periods.

Whereas in Middle Ages music was still based on conceptions such as “HARMONY OF THE
SPHERES” and saw its highest purpose in the reflection of the wordly order, the first con-
sideration of the music of the Renaissance is a “MELODIOUS SOUND, FULLNESS OF
TONE and the PLEASING OF THE HEARER”.



Another difference from the Middle Ages is to be found in the relationship of music to
language. Whereas in the Middle Ages language was completely subordinated to music, the
Renaissance established equality between the two and even subo-dinated music to language.

According to the theoreticians of the Renaissance, the important qualities of good music were
“SUAVITAS” and “VARIETAS”, i.e. tenderness, softness, and richness in variation or diver-
sity. A balance had to be found between the musical components of tone and rhythm: they
found their noblest form in the subordination to language. The “HARMONIA” was determin-
ed by the FREE CHOICE of harmonizing tones, a view in complete contrast to that of the
Middle Ages.

LATE RENAISSANCE AND THE TRANSITION TO THE BAROQUE STYLE
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The late Renaissance saw the further development of the idea of the poetical union of music
and language. The monodists united in the Florentine Camerata, such as Galilei, Cavalieri and
others, held the view that only the “MONODIA” could preserve the intrinsic value of language.
With this apodictic demand these artists believed they were ful-filling the basic idea of the
Renaissance as a rebirth of the ideas of the Ancients. At the same time, however,
they became with this thesis keen opponents of the highly developed polyphony, the fate of
which was therefore sealed. The linear polyphony now gave way to the harmonic-tonal style.
This started a process which fundamentally altered all forms of music about the year 1600.
The clear sense of reality of the Renaissance gives way in the Baroque period to the force of
mystic ecstasy. The “‘virtu” of noble restraint and self-control is turned in the *‘affetto’ of
the Baroque period into the desire to represent human passions.

THE PLACE OF MUSIC IN SOCIETY
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In the Middle Ages, music was principally the care of the church and court. Not until the
Renaissance did it become in its entirety an essential part of social life; in court ceremony,
religious service, the everyday life of the citizen, in the schools and in the sciences. It took on
the character of all Europe: all the countries of Europe played a part in its absorption and

dissemination,
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MUSIC OF THE MIDDLE AGES, THE RENAISSANCE, AND THE EARLY
BAROQUE ON CONTEMPORARY INSTRUMENTS

PR OGIRAMME

RELIGIOUS AND COWURT MUSIC OF THE EARLY MIDDLE AGES
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The religious music of the carly Middle Ages is mystical and far removed from the world of
reality. This is illustrated by the Maria antiphon of Herimann, and by the organum of Leonin,
which belongs to the early NOTRE DAME PERIOD (approx. 1180-1250). The “Notre Dame
School™ at Paris was the centre of this period. It created the strict rhythmization of the in-
dividual parts of a composition and the ““Modal rhythmics™, which are characterized by dance-
like movements. This breakthrough to an accentuated beat rhythm, in which the sequence
rhythm predominates instead of the individual beat, made the separation of music from the
Gregorian form possible and established its connection with the everyday popular music of the
minstrel. The main form of this period, the “organum™, was the most ceremonial cult music of
this time. It was performed exclusively by soloists.

HERIMANN VON DER REICHENAU (Germany) o I1013-1054

Sequence, cne-part, vocal

“Salve, regina misericordiae,
Vita, dulcedo et spes nostra, salve!
Ad te clamamus exsules filii Evae,
Ad te suspiramus gementes et flentes
in hac lacrimarum valle.
Fia ergo, advocata nostra,
illos tuos misericordes oculos ad nos converte
Et Jesum, benedictum fructum ventris tui,
Nobis post hoc exsilium ostende.
O clemens, o pia, o dulcis Maria.”
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The Sequence held its place in musical history for 800 years. The monk
HERIMANN was musician, poet and philosopher and one of the most
important figures in Germany in his time.
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LEONIN (France) s 12¢h Century
Organum “‘Haec dies’’, two-part, vocal
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Organum is the name given to the first form of church polyphony, which was built up on
the rhythm-free Gregorian chant. The basic form of this organum consists in the opposi-
tion of metric and unmetric recitals. LEONIN was active as composer in France in the
12th century.

*

w ¢ v o o o o w ° o A w
U“ﬂﬂ?3Wuﬁ’IJﬂﬂW’Jﬂ?J“:»L"Ha'13£l'ﬂﬂJlﬁlﬁuﬂﬁﬂuﬂﬂluutﬂ’lﬂm"’i 1%71‘55‘”%???]8 LARIYBIUNTOI minnesinger
. |
-1 2 = =
NI3LAUTT round dance LAYNITUTILEINULATOINUATLOININ minstrel

The compositions of the knights illustrate the main branches of court entertain.
ment: The song of the minnesinger, the round dance and the inctrumental art
of the minstrel.

ANONYMUS (France)  12th Century
La Quarte Estampie Royal, one-part, instrumental
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Estampie means a free instrumental composition which was mostly adapted from vocal
works. The form of the estampie is characterized by the stylization of existing dance
forms. The origin of the “suite” is to be found in this manner of adapting a simple dance
form to a refined piece of music intended solely to please the listener and not for
dancing.
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ANONYMUS (France) o 12th Century

Chanson de Toile, one-part, vocal-instrumental

“Le samedi au soir, faut la semaine:
Gaiete et Oriours, serors germaines,
Main a main vont baignier a la fontaine.
Vente |'ore et li raim crollent:

Qui s’entr’aiment soef dorment!”
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round dance

The Chanson de Toile is a song of a romantic nature whose verses
terminate in a refrain. It was to songs of this type that the court
society danced their round dances.
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FRENCH MUSIC OF THE FOURTEENTH CENTURY
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At the beginning of the 14th century a significant revolution took place in music.
For the first time the free work of art performed by one creative person appears
in music for several voices. This does not fit into liturgy or into a social order.
The balance between sensuality and form obtained for the first time led to
standards to which the music of the 13th century was forced to give way. This
period is referred to by the term “Ars nova”. In addition to the form of the
motett, which was of course adapted to the new style ideal, the new form of
the ‘‘cantilena’ arose, which signifies a usually three-part song with instrumental
accompaniment.



GUILLAUME D= MACHAULT (France) ¢ died 1377

Double Hoquet, three-part, instrumental
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The practice of the HOQUETUS goes back far beyond the origins of polyphony. It
consists in ‘cutting up’ a melody. Two or more players perform it alternately: one plays
whilst the other is silent. This form was performed vocally and instrumentally and had a
great influence on all other musical forms of this period. It is again playing an important
part in the avantgarde music of our time, GUILLAUME DE MACHAULT, both musician
and poet, was the most outstanding artist in France of the 14th century. He was a genius
of almost universal learning and created a work which was to show the way for the further
development of Europea: music. His hoquetus is considered the climax of the type of
music,
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BORLET (France) e 14th century

Vogelrufvirelais, four-part, vocal-instrumental

“He, tres doulz roussignol joly
Qui dit oc-cy oc-cy oc-cy,

Je te deprie, Que sans detry
Voisses a ma dame jolie

et dy de par moy et affye

Que oc-cy oc-cy oc-cy

M’a se son dur cuer n’a moulie”
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The Virelais was originally a dance song which was sung by a soloist alternating with the
chorus. At first for one part, it was composed in the 14th century mainly for several
parts, and gradually lost its character of a dance composition. It represents musical enter-
tainment of the upper society of this period. This virelais demonstrates a musical game
so popular in the Middle Ages of imitating bird calls. Very little is known of the composer
Borlet. He was probably active at the pontifical court at Avignon, which was the centre

of a school of music in the 14th century.

*
ITALIAN MUSIC OF THE FOURTEENTH CENTURY
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ltalian polyphonic music of the Trecento is essentially ‘LIED" art. Its origins are:
the ‘lauda’, which as a popular religious ballad was inseparable from the religious
need of the Italian pecple, the musical art of France, above all of Machault,'and
the art of the Gothic minstrel. The basic divisions or the ltalian Trecento art

are the forms MADRIGAL and CACCIA.

MAESTRD PIERO, first half of the 14th century

Caccia, three-part, instru mental
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The Caccia arose from the poetry which gave a lively description in metric form of
hunting scenes. In the musical sense, the term caccia relates to the principle of melodic
imitation (“chasing after””) of the partsin a polyphonic composition. The caccia 1s
usually for three parts, with two similar trebles and a base voice, the latter, however, hot
taking part in the canon of the trebles. These features characterize it as forerunner of the
Baroque TRISONATE. As far as is known, PIERO, about whom no documentary reports
have been found, is the first composer of three-part caccias.
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JACOPO DA BOLOGNA, first half of the 14th century
Madrigal, two-part, vocal
“Fenice fu, et vissi pur’ e norbida,

Et or son trasmutata in una tortora,

Che volo con amor per le bell’ ortora.”
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The Madrigal of the Trecento was practised above all in Florence. In the carliest period
of the madrigal, the composers produced their own texts. The latter are mostly of a des-
criptive idyllic nature, but there is no lack of madrigals with a satirical or moral theme.
In contrast to most three-part ballata, the two-part performance is a tvpical feature of the
Trecento Madrigal. Jacopo da Bologna was the most famous of the carly composers of the

‘Ars nova’. His compositions are distinguished by subtle virtuoso treatmznt of the vocal
parts,

*

ENGLISH MUSIC AT THE TURN OF THE 14TH AND BEGINNING
OF THE I5TH CENTURY
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At the end of the I4th cantury, European stylistic and tonal developments took
place which point to a strong influence by the English music. This influence,
which came from Dunstable and his contemporaries, wes produced by both the
melodic and harmonic features of English music.

GUILELMUS MONACHUS (Italy) o 15th century
Gymel, two part, instrumental
Gymel, three-part, instrumental
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Gymel, or ‘twin-singing’, denoted a form of English polyphony of the Middle Ages. The
tone was unusually sweet for this early period and was due to the parallel-running thirds
and sixths which are characteristic of this form.

*
JOHN DUNSTABLE (England) e died 1435

Chanson, two-part, vocal-instrumental

““O rosa bella: o dolce amica mia
non me lassar morir in cortesia.

Ai lassomi dolente dezo finire

per ben servire: e lialmente amare.
Soccorame ormai del mio languire

cor del corpo mio non me lassar morire.

O dio damore che pena e questa amare
vide chio moro tutora: per sta zudea'.

- 2 I al 7] " 0
Ballata 993 Leonardo Giustiani 18 ‘‘ o rosa bella” ‘lm;mmatwmmwmama‘[mwﬂnwuwma
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The ballata of Leonardo Giustiani ‘o rosa bella’ was set to music by several composers.
The composition by Dunstable was very popular and spread throughout all Europe.
DUNSTABLE puts into his music the characteristic features of English music and com-
bines them at the same time with the continental tradition with which he is familiar. A
permanent place of importance is assured by the adaption of a national sound style to a
Europzan style. The full-tone of his music was unusual up to his time and had a deep effect
on Dufay and his contemporaries, who now included the English musical developments in
was their work.

*

THE AGE OF NETHERLAND POLYPHONY

= al & = L] A o« 6 e v & LV = € €

1 Burgundy LUNNINA1ITDINUNTULULNIUANTINADNAIAPNINIUNEUN  UNAUNTTINWNTUAUA

ralaanmegly 2.0, amur 2.3 aule Ausnarenululimundeainy q asnudsznanis g Tuglad
v o adda & 1

[ v v o - ¢ ¢ Hoal £ w al
ﬂ]“&ﬂﬂ?ﬂ.ﬂ?W ﬁNiJ‘ﬂﬂ"vLﬂ‘iL‘HLY]B?LLﬁHﬂLWE}dHLUHﬂﬂHﬂ“ka?ﬂ'lif]ﬂﬁiwﬂﬁ']d LAsiUUdNInuanTnwanyid
i LI - =l o ]
EJ']ﬂﬂi]ﬂ??'ﬁﬂd%1ﬂ'lT‘lIBJﬂ1%@'17LLUUHGTBLZ‘IH{}'H’]Gﬂ?:iﬂﬂﬂﬁ?%ﬂﬂl%IﬂﬂWﬁﬂEI'JJ"I

11



The historical synthesis of Romanic and Germanic elements which characterizes
the whole of the Netherland period took place in the magnificent state of
Burgundy. This formed a centre of western music whose influence was very
wide spread at that time. Netherland musicians, who studied in schools which
for their time were far ahead of others, held leading positions in all European
countries. The Netherland period marks the climax and end of the Middle Ages
and had a decisive influence on the further development of western polyphonic

compositions.

GUILLAUME DUFAY ( Dutch-Walloon) e died 1474

Gloria, four-part, vocal-instrumental
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The term MISSA occurs at the end of the fourteenth century. From Dufay on the com-
positions of mass cycles becomes the main task of the Netherland School.

GUILLAUME DUFAY is regarded the father of Netherland music. IHe was the central
figure in the transition between two musical period. His work originates in the North-
French tradition, which included both church and secular music. Dufay is of great impor-

tance in the reforming of harmonics.

x
JOSQUIN DESPREZ ( Dutch-Walloon) e died 1521

Fantasie, three-part, instrumental
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In this period FANTASIE refers to a ‘fully composed’ piece, in contrast to an improved
piece.

JOSQUIN DESPREZ is the leading composer of the High Kenaissance. Only Isaak is com-
parable with him in scope and versatility of work.

*
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PIERRE DE LA RUE « died 1518

Lied, four-part, vocal-instrumental

“Mijn herc altijt heeft verlanghen
Naar u, die allerliefste mijn,

U liefde heest mij ontvanghen,

U eijghen vrij will ick zijn,

Voor al de weerelt meene

So wie dat hoort oh ziet,

Heb dij mijn herte alleene

Daerom, lief en begheeft mij niet”.

LWae “Mijn hert altijt heeft verlanghen” mﬁnnwuvggmwﬁmm Margareta L9 Austria

Pierre de la Rue Lﬁﬂluﬁﬂmﬁmﬁu Josquin Desprez iju%uﬁq imitative counter-point ﬁlﬁqmn
t:ilm{f.a uwﬂszwmuﬁ‘mamu‘f;ua"nmm:mmﬂuﬂ?aﬁnnma%oﬁm"w:;uqﬂaaﬂzjjttaya

The Lied ‘Mijn hert altijt heeft verlanghen’ is taken from the song-book of Margareta of
Austria. Its melody is also to be found as cantus firmus in a mass.

Pierre de la Rue, a contemporary of Josquin, is among the great masters of imitative coun-
ter-point. His compositions bear in the soft ecstatic flow of their lines the style features
of the Middle Ages, which were drawing to their close at his time.

HEINRICH ISAAK (Flemish Dutchman) ¢ died 1517
Der Hund (the Dog), three-part, instrumental
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The instrumental piece on the theme of the German folk song, ‘Der Hund mir vor dem
Licht umgaht’ is one of the most interesting compositions of this type by Isaak. Issak’s art
is exceedingly comprehénsive and versatile. Trained in the Netherland style, he was an
equal master of the German and Italian styles. Ie was for a long time court composer to
Kaiser Maximilian I, but also composed for Lorenzo de Medici.

*
HEINRICH ISAAK

Quodlibet, four-part, vocal-instrumental

First text:
““Donna! Wie herrlich sind die Blumen bei Deinem Hause, die Rosen und

Lilien! Nach diesen steht der Sinn mir. Schenk mir eine Rose, ich
bitte Dich, fuer meine Liebste’.
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Second text:

“Gar lange Zeit warst Du mein Glueck! Gar lange Zeit!

Reich mir von jenem suessen Rebensaft!

Doch nicht zu viel! Ja nicht zu viel!”

Quodlibet WBfs “patch-work” ( 81MTNAIY 9 TRANANLTINIENL ) undimiinlFeb: ECLI LT
MINNAT  A1manRIM T a KA IYIna R M anAnaRIIRIALLT N e nw el A N uBnan
ﬂu*ﬁﬁ pioninnan  uardavmsAsmTiueInInNus NN 9 wulemiss  lasennneniio
MInBITINnuIn Il

Quodlibet has the meaning of ‘patch-work’ or ‘mixture of different dishes’. Musically this
denotes the usually jocular combining of different melodies or melody fragments, and also
the inter- mixing or consecutive arrangements of different poems.

* *

LIGHT COMPOSITION FORMS OF THE RENAISSANCE AND
THE TRANSITION TO THE BAROQUE STYLE
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Alongside the differentiated polyphony of the Netherlands and in contrast to the
latter, a lighter popular art existed which was practised under names such as
frottola, cancion and villanella. These compositions, in spite of their simple
form, are music of a high standing. The instrumental pieces and chansons of
this section show the change in style in the 16th century.

FRANCESCO DE LA TORRE (Spain) e 15th/16th centuries
Alta, three-part, instrumental
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Alta is the term for a fast dance in treble time. The basic melody of the alta of the
program is the air ‘La Spagna’, a basse-danse’ melody known all over Europe in its time.
This melody is in the middle part, over which moves a fast improvising treble.

*
14



ANONYMUS (Spain) e about 1500

Cancion, four-part, vocal-instrumental

“Komm uebers Wasser, Julietta meine Herrin!

Komm uebers Wasser, Julietta komm zu mir!

Drei Rosen pflueckt ich im Garten, Julietta meine Herrin!
Komm uebers Wasser, Julietta komm zu mir!”

DIEGO ORTIZ o Middle of the 16th century

Differentias, improvisations on an ostinato, instrumental
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The differentias of Ortiz illustrate the technique of the early music as instrumentally im-
provised on an ostinato (a contin ously repeated base melody). Ortiz was active in Spain
and Italy. His ‘tratado de glosas’ gives an insight into the instrumental performance prac-
tice of the 16th century.

*

MICHELE PESENTI {ltaly) e died after 1521

Frottola, four-part

- i a a0 4 e b . =1 0 w = @
Frottola fign7avuisinatda’l “sandanuisusugnanaiy’  LuemiaIngeey frottola nan21NIn

R ]

aa o 2 I = =l w € | 1 - W) oes
Ahevrnwnnlunisuasuuy frottola  Asl¥IfiausnyIug mﬂu-ﬁammmaﬂ Y% LEEILNTU

P = v al tg 4 -1 A
'ﬁiﬁlﬁ&duﬂﬂ #1384 LU%HT“LLﬁﬂJﬂ'ﬂNT“IﬂﬁUTEJﬂ?EJSHLLﬂ ﬂ'l']NEJ'Hﬂ frottola ‘lﬁdl‘i‘fLWﬂGWquﬁ\?

el e a & v %
LE WLUMLW’?JH L@’]\jﬁ'}ﬁﬁuL“ﬁﬂu“ﬁuNﬂWTﬂﬂH']ﬂ?E]\jWJﬂuLﬂa ?\?ﬂﬂﬁﬂﬂ?ﬂﬁ%‘ﬁ%ﬁﬁ LLALLAINRALLL

ma

EEJN‘LIBGL‘WMW‘ETJ‘LHWHBU aarm. ;hottold }Jﬂ’}‘m ﬂ']ﬂ{u&]'lﬂﬂlh’]ﬁﬂ’]‘jﬂuﬂ‘alﬂjaluﬂm’gj"wﬂ Y
Pesenti 18109 frottola 1511w INaN  AunIMAIELas I I ARENnunI luamAaLasHT AT 8%
o “ & |

U527 200 1B U LN AT NTILLAY

Frottola originally meant ‘a bunch of joyful things’. Its main theme is love. The frottola
shows a preference for a play on the sound of words and animal imitations such as the
crowing of cock ‘Cu cu ru cu’ or the cry of the crane ‘gru’, expressing the feecling of joy
and well-being. The frottolas were not folk songs, but were written for the educated class
and sung by this class. They must therefore be regarded as elevated music based on the
imitation of popular songs. The frottola occupied an important position in the Italian
music in the 15th century. Pesenti, about whose life very little is known, was a prolific
frottola composer. His works were known and popular in Italy and France.

*
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ANONYMUS (France) ® approx. 1500

Dance, four-part, instrumental

Basse danse ¢ Tourdion
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The Basse Danse is to be regarded as typically French among the slow step dances. But it

nevertheless spread rapidly all over Europe. It is of a slow and solemn nature. The fast
skip dance of France is the Tourdion, which followed the basse-danse.

*

PIERRE SANDRIN (France) e died after 1561

Chansen, four-part, vocal-instrumental
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The Chanson ‘Doulce memoire’ represents the Paris chanson type in its most resplendent
form. Sandrin was a member of the Royal Orchestra. His compositions spread throughout

Europe and were unusually popular.

DIEGO ORTIZ e Middle of the 16th century
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Improvisation on the Chanson
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The improvisation which accompanies the chanson of Sandrin is also taken from the

manual of Diego Ortiz. It illustrates how each part of a polyphonic composition may be
taken as a basis for improvisation.

““Doulce memoire en plaisir consumee,
O siecl’ heureulx qui cause tel scavoir,
la fermetede nous deulx tant aymee,
Qui a noz maulx sceu si bien pourvoir,
Or maintenant a perdu son pouvoir,
Rompant le but de ma seuli’ esperance,
Servant d’exemple a tous piteulx a voir,
Fini le bien le mal soubdain commence’.

*



THOMAS MORLEY (England) e 1557 -1602
Broken Consort, three-part, instrumental
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The ‘Broken Consort’, which developed in England, was performed throughout Europe. In
contrast to the ‘Whole consort’, in which similar instruments were played, in the ‘Broken
Consort’ instruments of various types were used. Morley was a practical musician of the
first order and a theoretician of extensive learning. He was also the founder of the so-
called English madrigal school.

*

THOMAS WEELKES (England) e died 1923
Madrigal, three-part, vocal-instrumental

“The nightingale, the organ of delight

The nimble lark, the blackbird and the trush,
And all the pretty quiristers of flight

That chant their music notes ev'ry bush:
Let them no more contend who shall excel;
The cuckoo is the bird that bears the bell”.
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Thomas Weelkes 11j%3ini119 madrigal ‘NNF‘!'HEJH'IN‘ITHE&NEIGWG"TﬂU Wilby

The Madrigal is a song for several parts based on a preferably amorous poem. Platonic
love occupied the central positions of the texts. At the same time that madrigal art was
declining on the continent it was reaching its utmost climax in England. Thomas Weelkes
is considered alongside Wilby to be the most important madrigal composer.

x
THE AGE OF BAROQUE MUSIC
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About the year 1600, musical history saw a change of its forms so deep and
general that it is without comparison in the history of the a'ts. About this time,
a sharp change in attitude occurred in all fields of music and within a short period
fundamentally altered the technical and theoretical position in vocal and instrum-

ental music in religious and secular compositions alike.

The high culture of the Renaissance disappears after having reached the highest
point of its culmination. The distinct feeling of reality of the Renaissance gives
way in the Barogue style to an inclination to move away from this world to the
mystical ecstasy of the world beyond. The new age produces a new ideal of
‘true’ art and requires that music be subordinated to language. This requirement
questions the very independent legitimacy of music and led to violent disputes
between the adherents of the old art and the pioneers of the new. Thus,
Monteverdi radically demands in his defence against the critisism: ‘Language

must be the master of music and not its servant’.

In spite of these apparently irreconcilable musical opposites, the tradition of the
old art survived in the new period and led to a happy synthesis in the works of
the great masters.

VINCENZO GALILEI (ltaly) e 1520-1591I
Contrapunto, one-part, instrumental
| L5 1 = i - = w ] -
Contrapunto 7843 Galilei L'Ile?’l’)?JENﬂﬁ‘ULWﬁJLﬁUGL?]EJ’J‘IJE]J‘LLHLL@GLWEN‘I{N Camerata

The Contrapunto of Galilei is a typical example of the monodic art of the ‘Camerata’.

*

EMILIO DEL CAVALIERI (ltaly) e died 1591
AriaCantata e Sonata, three-part, vocal-instrumental
“lo piango Filli il tuo spietato interito,

E’l Mondo del mio mal tutto rinverdesi:

Deh pensa prego al bel viver preterito:
Se nel passar di Lethe Amor non perdesi’.
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The Aria, which here still denotes a verse song, later came to mean in the Baroque period
an artistic multipart and alternately divided solo vocal composition with instrumental ac-
companiment. It had its heyday in the Baroque period. Emilio del Cavalieri belonged with
Vincenzo Galilei to the ‘Camerata’ in Florence. Florentine verse in literature and music
combined in the ‘Camerata’ with the object of reviving the tragedies and music of the
Ancients. They demanded that music be completely subordinated to language. The
artists’ efforts were mainly directed to creating expressive melodies which were ac-
companied by simple chords.

*
CLAUDIO MONTEVERDI (ltaly)

Romanesca, three-part instrumental
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Romanesca was the name for a wide-spread dance and variation theme of the 16th and
17th centuries. The melodic and harmonic basis for almost all variations of the Romanesca
is almost identical. It is not certain whether this form is of Spanish or Italian origin. All
that is known is that the theme was extremely popular throghout Europe.

*

CLAUDIO MONTEVERDI (ltaly)
Lamento d’Arianna, five-part, vocal-instrumental

“Lasciate mi morire

E che volete che mi conforte
in cosi dura sorte,

in cosi gran martire ?

Lasciate mi morire!”
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The Lamento has its origin in the passionate pleading of the women in liturgical drama.
The Lamento d’Arianna of Monteverdi brought the audience at the first performace to

tears and was used as a model by composers.

*

SAMUEL SCHEIDT (Germany) e 1587 - 1654
Sinfonia, four-part, instrumental
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The term Sinfonia was popularly applied at the beginning of the 17th century to instru-

mental compositions which served as introduction or intermediate numbers in vocal com-
positions. Scheidt is considered alongside Heinrich Schuetz to be one of the most impor-

tant German composers of his time.

*

HEINRICH SCHUETZ (Germany) e 1585-1672
Religious concert, vocal-instrumental

“Iss Dein Brot mit Freuden

und trinke Deinen Wein

mit gutem Mut”

Heinrich Schuetz L?J‘m"ﬂl,w‘.et,wmﬁEuﬂmﬁqﬂ'ﬂaa;amﬁuﬂwﬁs wilnsumsausnnluiuyes
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Heinrich Schuetz is one of the great masters of German music. He combined in his own
individual way the German-Netherland heritage with all the innovations of the Italian
Early and High Baroque to form a very distinctively styled synthesis.

20



THE GERMAN CULTURAL INSTITUTE
presents

EVELINDE TRENKNER

Piano

and
THE PRO MUSICA STRING ORCHESTRA

at AUA Auditorium
on Tuesday, 2Ist February, 1967

at 8.00 p.m.

Tickets : 20 Baht and 5 Baht (for Students)

at 1) the GCI, 102/1, Para Athit Road

Tel. 22487
Office Hours: 8.00 a.m. — 1.30 p.m. and
.36 pm, — 636 P,
Sat 8.00 a.m. — 12.00 noon

2) the Chalermnich Bookshop, near Erawan Hotel
Tel. 58759

Opening Hours: 9.00 a.m. — 6.00 p.m.

3) the door
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