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PREFACE

Preface

Around the year 600, the great scholar St. Isidore of Seville lamented
that “unless sounds are remembered by man, they perish, for they
cannot be written down.” In fact, the Babylonians and the Ancient
Greeks had independently invented systems of musical notation more
than a thousand years earlier, but after the decay of their civilizations
these methods had been completely forgotten. This meant that for
many centuries, the only way of preserving a musical composition
was through a continuous tradition of performance, passing it on
from generation to generation.

However, a century or so after St. Isidore’s time, monks started
experimenting with ways of making a written record of the chants
they sang, and in the 11th century the most important of these pioneers,
Guido d'Arezzo, laid the basis of the system of notation we use today.
This gives him such a momentous role in musical history that he
features as the first subject in this book. There had been composers
before Guido, but it is only after him that their works and personalities
really survive.

Like Guido, several of the early composers included here were
Italians, and another concentration of musical genius was found in
France and neighboring Flanders. England, too, had an impressive
musical tradition in the late Middle Ages and Renaissance. In the

18th century, the balance of power decisively shifted, with Germany

and Austria seeing a glorious sequence of illustrious composers, from
Bach onward, that is unmatched anywhere else, while Vienna emerged
as the undisputed musical capital of the world.

During the 19th century, the range of countries producing
outstanding composers expanded greatly, with Russia, eastern Europe,
and Scandinavia all coming to the fore; and from the 20th century, the
distribution has become truly worldwide, with the US prominent and
such diverse places as Australia, Brazil, Canada, and Japan figuring
among the two dozen countries whose composers are represented
in this book.

Just as the geographical spread of composers has increased
enormously over the centuries, so the type of work they produce has
become much more varied. In the Middle Ages, the Catholic Church was
the most widespread and influential institution in the Western world;
music—like the visual arts—was dominated by religion, and many
leading composers devoted themselves mainly to settings of the words
of the Mass, the central church ceremony commemorating the death
and resurrection of Christ. However, the Renaissance brought increasing
secularization to the arts, expressed in new forms such as opera, which
was born in Italy around 1600, and subsequently the scope of music
has expanded not only in genre but also in style and in the range of

instruments and other sound sources used.



The lives of some of the earlier figures covered in this book are sparsely
documented, but for many others there is a rich fund of biographical
information. The popular “Hollywood” image of the great composer has
been created largely by a handful of the giants of 19th-century music
whose lives are the stuff of legend: Beethoven, the proud, rebellious
outsider, increasingly isolated by deafness; Berlioz, pouring his
unrequited passion for a beautiful actress into one of the most original
of all symphonies; Chopin, the exquisite poet of the piano whose career
was blighted by debilitating illness; Tchaikovsky, whose turbulent
personal life and puzzling death continue to inspire speculation; and
Wagner, whose colossal ego was matched by his colossal creative
energy and originality.

Not all composers have been such memorable personalities, of
course, but there are nevertheless many remarkable characters among
them—the lesser-known figures as well as the household names.
They include Carlo Gesualdo, the Italian nobleman who brutally
murdered his wife and her lover but escaped punishment for the
crime; Erik Satie, regarded as a kind of patron saint of eccentricity;
and the formidable Ethel Smyth, a feminist heroine not only because
she achieved success in a male-dominated world but also because
she was a prominent figure in the suffragette movement and was

imprisoned for her activism.

PREFACE
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Some composers have sought solitude, but others have lived their lives
on the public stage—for example, Mendelssohn, the prototype of the
modern international star musician, who numbered Queen Victoria and
Prince Albert among his friends. Several have been directly affected by
political events: William Byrd and Thomas Tallis had to steer careful
courses through the dangerous waters of the English Reformation, and
both Prokofiev and Shostakovich were forced to toe the party line in
Stalin’s repressive Soviet Union.

Some of this book’s subjects had lamentably short careers, notably
Lili Boulanger, who suffered ill health from infancy and was only 24
when she died. The deaths of several other composers are known or
believed to have been hastened by syphilis (Delius, Donizetti, Schubert,
and Smetana among them), and Mussorgsky is perhaps the most
famous example of a composer whose life was cut short by alcoholism.
At the opposite extreme are those who ended their days at a ripe age
and loaded with honors: Rodrigo and Tippett lived well into their
nineties, and Saint-Saens, Stravinsky, and Verdi into their late eighties.

The varied lives and achievements of these extraordinary men and
women are celebrated in this book and set within wider historical and
cultural contexts. Their friendships, loves, rivalries, key influences,
and working methods are all part of the stories of how they created

the masterpieces that speak to us so eloquently across the centuries.
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> GUIDO D'’AREZZ0, FRESCO

This 19th-century fresco in the Chigiana
Music Academy in Tuscany, Italy, shows
the famous Italian monk and music
theorist as an inspirational teacher.

uido d’Arezzo

c.991-c.1033, ITALIAN

While serving as a Benedictine monk, Guido developed innovative
methods for learning the chants of the services, as well as a system
of writing music on which modern Western notation is based.
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Born in the city-state of Arezzo, some
50 miles (80km) south of Florence,

in about 990 cE, Guido Monaco became
known as Guido d'Arezzo as his fame
spread throughout the world of Italian
church music. Little is known about
his family or early life, except that

he was educated at the Benedictine
abbey of Pomposa on the northeast
coast of Italy, and served there as a
monk when he was young.

Solving problems

At Pomposa, Guido showed great
musical talent and, noticing the
difficulties the monks had in learning
the plainsong melodies, gained a
reputation as an inspirational teacher.
He also studied music theory and
developed ways to improve the
singers’ ability to learn the chants

by heart, using a sketchy system

of notation as a study aid.

Guido realized that this arduous
process could be made considerably
simpler by employing mnemonics—
assigning each note of the scale a
name (associated with the melody
of a hymn to John the Baptist
that he composed specially for
the purpose). He also visualized
these names as if mapped on
the joints of a hand, dramatically
shortening the time it took to learn
new chants, and devised a way
of writing music as marks on the
staff or stave (a system of parallel
horizontal lines), indicating the
precise pitch of each note.

ON TECHNIQUE
From neumes to staff
notation

The numerous chants of the Catholic
Church were originally learned by
rote by the monks and then passed
on orally. However, from around the
9th century, graphic symbols, known
as neumes, began to appear above
the texts to suggest the shape of the
melody. In time, these were placed
on a horizontal line representing

a pitch, such as C or F. Guido is
credited with the idea of using four
lines (which were later expanded to
the familiar five-line staff) to identify
the precise pitch of each note.

12TH-CENTURY MUSIC NOTATION SHOWING DIASTEMATIC
OR HEIGHTENED NEUMES AND A SINGLE-LINE STAFF

Although these new techniques made
learning and performing easier, many
of the monks at Pomposa disliked
Guido's innovation, and he left the
abbey in about 1025. He returned to
Arezzo, where the bishop appointed
him as a teacher to the choristers of
the cathedral, and commissioned him
to write a treatise on the principles of
his musical theories and to compile
a collection of antiphons to present
to Pope John XIX.

Guido completed his Micrologus
de disciplina artis musicae (Treatise
on the teaching of the art of music)
in about 1026—it soon became the
standard text for music theory and
education in the Middle Ages. His
reputation spread, and he was

invited by the pope to Rome in 1028,
but ill health restricted his activities
until his death some five years later.

Legacy and influence

Guido was not, strictly speaking,

a significant composer (his only
known original work is the hymn

that he used as a teaching aid), but
his principles of musical education
and the development of staff notation
had profound influence. With a system
of precise notation, musicians could
perform more complex music, and
even produce original compositions,
knowing that these could be
accurately reproduced. A written
record of the music meant that it was
possible to distribute ideas widely
and quickly. It is no exaggeration to
say that Guido ushered in the age

of Western classical composers.

<! AERIAL VIEW OF POMPOSA ABBEY
The imposing bell tower of Pomposa
Abbey, where Guido spent several years
of his life, dominates the spectacular
Codigoro landscape in northeast Italy.

V 16TH-CENTURY GUIDONIAN HAND
Guido created his notated-hand system
so that, in his words, “any intelligent

and diligent person” could learn a chant.
This 16th-century example is complete
with solmization syllables (re, mi, fa, for
example)—syllables that are attributed
to the notes in a musical scale.
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Hildegard of Bingen

1098-1179, GERMAN

A mystic, composer, scholar, theologian, preacher, and scientist,
Hildegard was an astonishingly gifted woman, whose musical works
are hailed as among the most accomplished of the Middle Ages.

Hildegard of Bingen—also known
as St. Hildegard and the Sibyl of the
Rhine—was born in 1098 in a small
village in the Rhineland (now Western
Germany), possibly Bermersheim, to
a noble, although not hugely wealthy,
landowning family. She is thought to
have been the last of 10 children.
Even as a child, Hildegard was
exceptional. From the age of five
she began to have visions that, many
years later, came to assume great
spiritual significance in her life
(see p.16), and that she eventually
documented via her own striking
illustrations, music, and a series of
accomplished theological works.

A life of devotion

In 1106, at the age of eight, Hildegard
was placed under the guidance of
Jutta of Spanheim (1092-1136), a
hugely devout young noblewoman,
who taught her Latin and the Psalms.
The decision to place Hildegard

in Jutta's care was doubtless as
much a financial as an educational
or religious decision on the part of
her parents, who did not have great

<! HILDEGARD OF BINGEN
Hildegard challenged patriarchy via
the Church, her music, and her books
on topics from theology and the natural
world to medicine and sexuality.

capital—unlike the Spanheims,
who were an extremely wealthy,
influential family in the region.
The placement helped to secure
their daughter's future stability.

In 1112, after living together for six
years, the two young women began a
highly reclusive, intensely religious life
at the (male) Benedictine monastery of
Disibodenberg at Odernheim (see box,
below), which soon after extended to
include a small nunnery, or convent,
where Jutta became abbess. The nuns

IN CONTEXT
Challenging elite
monasticism

Monasteries were hugely influential
institutions in Europe at the time of
Hildegard’s birth and had exerted
their impact on economic, political,
and spiritual life. Monks and nuns
were often from privileged families
and wielded tremendous power in the
region, which led to corruption and
excessive wealth. Challenges to this
system emerged in the 12th century
by, for example, the Cistercians—a
religious order that advocated manual
labor for monks and nuns—and by
the religious leader Peter Waldo,

who renounced his wealth, calling

for voluntary poverty.

CISTERCIAN MONKS AND NUNS
LABORING IN THE FIELDS

lived in small stone cells, isolated
from the monks. By 1115, Hildegard
had taken her vows and, on Jutta's
death in 1136, succeeded Jutta as
abbess. Hildegard spent almost
half her life at Disibodenberg.

Her assistant there was the learned
Volmar, a monk and scribe who, in
accordance with standard monastic
practice, became her secretary and
helped to document her visions. He

was also her spiritual guide, confessor,

and companion. His death in 1173,

“[Music is| the sacred sound through
which all creation resounds. ”

HILDEGARD OF BINGEN

A MONASTERY OF DISIBODENBERG
Hildegard began her life of religious
devotion at the Disibodenberg monastery
in the Rhineland when she was just 14
years old. She stayed there for 40 years.
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A THE UNIVERSE AND COSMIC MAN

This 13th-century illustration of a

human astride the spheres that form

the universe is from Hildegard's Book of
Divine Works (1163-1174). In this text, she
set out, among other things, her theories
of man and the cosmos—all of which
spring from the basic (early Greek)
premise that humans are composed

of the same elements that form the
world: earth, water, air, and fire.

six years before her own, would
have been a great personal and
professional loss for her.
In 1141 Hildegard recorded a vision
of a “.. mass of fiery light of the
greatest brightness pouring down
from the heavens. It enveloped my
brain and my heart was kindled
with a flame that ... warmed me
as the sun warms the earth.” This
powerful experience, which she
claimed to be divine intervention,
prompted her to make public
her visions—in part, via her
theological texts. The most
acclaimed of these are: Scivias
(Know the Way, 1141-1151), thought
to have been illustrated by Hildegard
herself, which discusses creation,
redemption, and salvation; the Book of
Life's Merits (1158-1163), an exchange
between virtue and vice; and her last
great visionary text, Book of Divine
Works (1163-1174), which outlines
the author’s theories on cosmology.

New directions

The revelations about her visions
brought Hildegard considerable
fame and numerous converts,
inspiring her to found her own
convent at Rupertsberg near
Bingen (from where her name is
derived) around 1148. She also
later founded a second monastery,
at Eibingen, on the hillside above
Ridesheim on the east bank of the
Rhine, but never lived there.

> HILDEGARD RECEIVING A VISION
In this medieval illustration, Hildegard

of Bingen is depicted (left), during one

of her visionary experiences, receiving
divine inspiration. She is accompanied

by her assistant, the scribe and prior
Volmar. A shaft of bright light from
Heaven is shown descending on her

head as she documents the extraordinary
experience on a tablet.

At the age of 60, Hildegard

began a series of preaching tours
in Germany that focused on her
visions and spiritual insights—

a bold and courageous decision
for a woman of that period in

a ferociously patriarchal world.
Among Hildegard's passions

and numerous talents was music:
paradise, for her, was to be filled
with it. She maintained that her
compositions “completed” her visions.
Her pieces always combine music
and words—she perceived the two

Aot
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to be inextricably connected: “The
words symbolize the body, and
the ... music indicates the spirit”
Music was fundamental to life in
the cloisters and Hildegard would
have been familiar with chant genres,
including Gregorian chant (the
plainsong or liturgical chant of
medieval church music), and may
have been exposed to some secular
music (see box, opposite). She would
also probably have been aware of the
work of the 11th-century German
composers and theorists Hermanus

i)
g |
B I
3




HILDEGARD OF BINGEN [/ (017

“I am the fiery life of divine substance,
I blaze above... the fields, I shine in the
waters, I burn in the sun, moon, and stars. ”

HILDEGARD OF BINGEN

Contractus and Berno of Reichenau.
However, as Hildegard indicates in her
writings, she was largely uneducated
and had never studied music, form,
or composition. Her work, by all
accounts, was propelled by her
visionary experiences. The literary
scholar and linguist Mark Atherton
has suggested that Hildegard's
technique departs substantially from
the accepted conventions of Gregorian
plainsong: “Her melody often ranges
over two octaves, frequently leaping
suddenly from a low note to a high,
varying its short phrases and motifs,
and lingering on one syllable as it
ascends and descends.”

Hildegard's compositions extend
from flamboyant early works and
sensual pieces to the more restrained
chants of later years. Rooted in
liturgical practice and dated between
c.1140 and c. 1160, they include
devotional songs, antiphons, elaborate
responsories, hymns, and sequences
for the Mass. Her most famous
compositions are her version of
opera, Ordo virtutum (Order of the
Virtues, c.1150)—a morality play
set to music, with 82 melodies—and
her 77 liturgical chants, Symphonia
armonie celestium revelationum
(Symphony of the Harmony of
Heavenly Revelations, c.1158).

According to Christopher Page,

a scholar of medieval music, "We
don't know if Hildegard is sitting

and humming the songs, or if she's
perhaps humming and writing

them down on a white tablet, with

a final version then being written by
someone else on slate or parchment ...
We don't know if the words come first,
or if the words and the music grow
together in an organic development.”

A pioneering woman
Hildegard of Bingen died in 1179

at her monastery in Rupertsberg.
She was canonized by Pope Benedict
XVI'in 2012. During her lifetime,

she was revered as a visionary
prophet, but her extreme seclusion
and the fact that she was a woman
meant that her music received

A RUPERTSBERG MONASTERY

The monastery at Rupertsberg in Bingen,

on the junction of the Rhine and Nahe
rivers, was founded by Hildegard in
c.1148. It was destroyed in 1632 by the
Swedish army in the Thirty Years’ War.

little attention—it is only since the
1980s that Hildegard's pioneering
achievements in this field have
been recognized. Her legacy also
extends to an impressive body

of writing on medicine, science,
cosmology, and the natural world.
She has acquired almost iconic
status in some circles, particularly
within feminism, and is the subject of
great popular and scholarly interest.

KEY WORKS
1141-51 ¢.1150 c.1158 1158-63 1163-74
Writes Scivias (Know Composes a type of Composes Symphonia Writes the Book of Compiles her

the Way), her first
remarkable visionary
and theological
manuscript.

opera, Ordo virtutum
(Order of the Virtues),
a play set to music.

armonie celestium
revelationum
(Symphony of the
Harmony of Heavenly
Revelations).

Life's Merits, which
stages a dialogue
between good

and evil.

masterpiece,

Book of Divine
Works, the final
text on her visions.

IN CONTEXT
Poet-musicians of the
12th century

As well as her undoubted knowledge
of Gregorian chant and the religious
music of the day, Hildegard may have
been familiar with the trouveres,
aristocratic poet-composers, who
were active in southern Europe

in the 12th century, and whose

lyrics were sung, often by the poets
themselves, sometimes with an
instrumental accompaniment.
Hildegard would also certainly

have heard of the minnesénger, or
minnesingers, traveling singers of
northern Europe, and of their famous
composer-performer Walther von
der Vogelweide (c. 1170-c. 1230), who
wrote poems on politics and love, and
whose delightful and best-known
work, “Under the Linden Tree,”
resembles the song of a nightingale.

MINSTRELS, FROM THE CODEX OF THE
CANTIGAS DE SANTA MARIA, c.1280
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Guillaume Dutay

c.1397-1474, FRENCH

The foremost composer of the Burgundian School in the 15th century,
Dufay perfected his craft while working in ltaly, developing an elegant
style that bridged the transition from medieval to Renaissance.

The illegitimate son of a priest,
Guillaume Dufay was probably
bornin 1397 in Beersel, near
Brussels (then in the Burgundian
Netherlands). His father's identity
remains unknown. Guillaume
was brought up by his mother,
and adopted her name of Du Fayt,
later also spelled Du Fay or Dufay.
While Guillaume was still a
child, he moved with his mother to
Cambrai to live with a relative who
was a canon at the cathedral. In 1409,
through this connection, he became
a cathedral chorister and began his
musical education in earnest. He
rose through the ranks of the clergy
to become a subdeacon.

Travels in Italy

In 1420, Dufay traveled to Italy to

take up a post in the service of the

Malatesta family in Rimini. This

allowed him to further his career in

the Church and to broaden his musical

horizons, coming into contact with the

latest developments of the nascent

Italian Renaissance musical style.
From Rimini, he moved to Bologna,

where he was ordained as a priest

in 1428, and then went on to Rome

to join the papal chair. By this time,

he had made a name for himself as

a composer and managed to secure a

series of prestigious posts: maitre de
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A MUSICAL CODEX, 1420s

An early-15th-century illuminated
page from a manuscript written
by Dufay that is an important
source for his early works.

chapelle (choirmaster) in the court of
Savoy, under Duke Amédée VIII (later
Antipope Felix V); then at the papal
chapel in Florence; and finally in the
service of the Este family in Ferrara.
Throughout the 1430s, political
turmoil between the papacy and the
Council of Basel rocked the Catholic
Church, and Dufay’s position in Italy
became insecure. In about 1440, he
returned to Cambrai to supervise

music at the cathedral, and also made
connections with the court of Philip
the Good of Burgundy (see box, right).

A new style of music
Dufay was considered to be one of the
finest composers in Europe at that
time, known for both his sacred and
his secular compositions. He pioneered
the composition of complete Masses
based on a single chant or melody
(“cyclical” Masses)—often the tune of
a popular secular song, or one of his
own chansons. With his colleague
Gilles Binchois, he established a
highly distinctive Burgundian early-
Renaissance style, moving away from
the austerity of medieval music and
introducing the lyricism of Italian
melodies, as well as the contenance
angloise, or “"English manner"—the
sweeter harmonies of English
composers such as John Dunstaple.
Dufay still had hopes of settling
in Italy, and in 1449 he went back to
Turin and Savoy in search of a post
for his retirement years. However,
the political situation was still volatile,
so he returned to the Burgundy court
in Cambrai again in 1458 and, thanks
to a degree in canon law conferred
on him by the pope while in Turin, he
was also made a canon at Cambrai
cathedral. Dufay then remained in
Cambrai until his death in 1474.

‘It my face is pale, the cause is love.”

GUILLAUME DUFAY, IN THE SONG “IF MY FACE IS PALE"

IN PROFILE
Philip the Good

The court of the dukes of Burgundy
was famous for its patronage of the
arts, in particular during the reign of
Philip Il (known as Philip the Good),
from 1419 to his death in 1467.
Under his benevolent and liberal
rule, Flemish artists such as Jan
van Eyck flourished, and Franco-
Flemish composers, including Dufay
and Gilles Binchois (both almost
exact contemporaries of the duke),
established an influential “school”
of composition, which also attracted
musicians from England and France.

PHILIP Il OF BURGUNDY, AFTER ROGIER
VAN DER WEYDEN, c. 1445

> PORTRAIT OF A YOUNG MAN
This portrait by the Flemish artist
Janvan Eyck, c. 1432, is generally
believed to be of Dufay when he was
in his thirties.
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> THOMAS TALLIS

Tallis, the foremost composer of English
choral music in the 16th century, worked
for both Catholics and Protestants during
the Reformation. As a member of the
Chapel Royal (an institution rather than
a building), he wrote music that met the
changing spiritual needs of the royal
family. Tallis is depicted here in a
stained-glass window at St. Alfege
Church at Greenwich in London.

Tallis was a leading composer of church music during the Tudor period.
He steered a difficult course through the Reformation, but maintained
his status as a distinguished member of the Chapel Royal.
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Little is known about Thomas Tallis's
early life. There are claims that he
came from Leicestershire or Kent,
but the first known record dates
from 1532, when he was an organist
at Dover Priory. By 1537, Tallis had
moved to the parish church of

St. Mary-at-Hill in London. A year
later, he transferred to Waltham
Abbey, outside the capital.

This was probably a shrewd move.
Religious houses were already being
suppressed as part of Henry Vlil's
plan to take control of the Church
of England, but the severance pay
was generous. When Waltham was
dissolved in 1540, Tallis received
20 shillings in back-pay and a
further 20 shillings “reward.”

The Chapel Royal

For many journeyman musicians,
the Dissolution of the Monasteries
was a disaster (see box, below),
but Tallis's talent and ambition helped
secure his future. He soon found
another job, as one of the “singing
men” at Canterbury Cathedral. Two
years later, in 1543, he landed his
dream job in the Chapel Royal—an
elite group of clergy and musicians
attached to the royal household,
who played wherever the monarch
required. For a composer of sacred

IN CONTEXT
The Dissolution of the
Monasteries

By the Act of Supremacy (1534), Henry
VIIl became head of the Church of
England, gaining complete authority
over it. Two years later, his chief
minister, Thomas Cromwell, began
the process of suppressing religious
houses—monasteries, convents, and
priories—seizing all their assets for
the Crown. Waltham Abbey was the
last to be suppressed, in March 1540.
This policy had serious consequences
for English musicians—many lost
both their home and their livelihood.
Countless musical manuscripts were
also lost when the monastic libraries
were sold off or even destroyed.

WALTHAM ABBEY, ESSEX, ENGLAND

music, this was the absolute pinnacle
of the profession—a secure, well-paid
job, working with the finest musicians.
Not surprisingly, Tallis remained

with the group until he retired.

Change and adaptation

The composer’s greatest asset was
his adaptability as he negotiated the
tumultuous changes during the
Reformation: services were held in
English rather than Latin; and the
chantries—where “soul-priests” sang
Masses for the dead—were abolished,
along with special services on saints’
feast-days. There was less music and
it was more direct and simple.
Elaborate polyphony was replaced

by greater emphasis on psalms and
anthems. Yet these changes were

not permanent. Catholicism was
revived during the reigns of Edward VI
(1547-1553) and Mary (1553-1558),
before Protestantism returned under
Elizabeth I.

Tallis switched from one musical
idiom to another with assurance.
Videte miraculum is a graceful, six-part
antiphon for the Virgin Mary, while the
anthem If ye love me is a fine example
of his simpler “reformed” style.

Tallis's masterpiece, however,
is the monumental Spem in alium, a
motet sung by eight five-part choirs
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arranged in a circle. The audience
sits in the center, as the voices eddy
back and forth around them. There
was a rumor that Tallis composed
this extraordinarily intricate piece in
response to a challenge from the duke
of Norfolk, but this cannot be verified.
In his later years, Tallis worked
with his pupil William Byrd (see
pp.26-27). The pair were granted
an exclusive license by Elizabeth |
to print and sell music, and in 1575
they produced a book of motets,
Cantiones sacrae (Sacred Songs).

/A SCORE OF CANTIONES SACRAE
In 1575, the composers Thomas Tallis
and William Byrd together published,
under special license, Cantiones sacrae
(Sacred Songs). The cover of the original
manuscript is shown here.

/A HENRY VIII

England’s Tudor king (reigned 1509-1547)
imposed a series of repressive measures
on religious houses that had a grave
impact on the welfare of some musicians.
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(Giovanni da Palestrina

C.1525-1594, ITALIAN

Palestrina is best known for his spiritually uplifting vocal music for
church services. He achieved a serene purity of expression through
his mastery of the complex interweaving of voices.

Born Giovanni Pierluigi around
1525, the composer became
known as Palestrina after the
name of the town of his birth, just
outside Rome. As a child, he
sang in the choir at Rome's
prestigious basilica of
Santa Maria Maggiore.

By the age of 20, he had
been appointed director

of music at Palestrina
cathedral, and six or

so years later, he was
invited by Pope Julius llI

to head the choir at St.
Peter’s Basilica, which
involved writing sacred
music and directing its
performance. Palestrina’s first book
of Masses was published in 1554.

A change of fortune

Julius Il was not concerned that
Palestrina was married (the holder
of the post was supposed to be
celibate) or that his religious works
were interspersed with secular
madrigals. However, after Julius’s
death in 1555 and the brief reign
of Pope Marcellus ll—to whom
Palestrina dedicated his most famous
Mass, Missa Papae Marcelli—the
more austere Paul IV was installed
in the Vatican. The new pope
dismissed Palestrina.

< POPE JULIUS lll

Julius Ill (depicted here by the

sculptor Fulvio Signorini) spotted

Palestrina’s talent when the young
composer was director of music

at Palestrina cathedral.

Nevertheless, the
composer's talent and

work at other Roman

was reinstated as papal

choirmasterin 1571, he

had adapted his style to

the demands of the

- Counter-Reformation
(see box, right), describing

his new works as “music written ...

in accordance with the views of

the most serious and religious-

minded persons in high places.”

In the 1570s, plague raged in Rome.

Palestrina suffered the deaths of
his wife and two of his three sons.
In 1581, however, he married a
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reputation ensured him

churches. By the time he
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second time, the widow of a Roman
fur trader, and took over running her
former husband's business, which he
handled very profitably. Alongside this
commercial activity he continued to
write a stream of Masses and other
sacred music, including settings of the
Song of Solomon published in 1584
and the Stabat Mater for eight voices,
dating from around 1590. By the time
of his death in 1594, his total output
amounted to 105 Masses, more than
300 motets, and hundreds of other
works, both religious and secular.

Music from Heaven

Palestrina was famous in his lifetime
and his reputation remained high
through the succeeding centuries. His
works were widely studied as perfect
technical examples of polyphony

and were admired by composers from
Bach (see pp.56-61) to Mendelssohn
(see pp.114-117), who claimed that
Palestrina’'s music sounded “as if

it came direct from Heaven.”
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IN CONTEXT
Palestrina and the
Counter-Reformation

In the 16th century, provoked by the
Protestant Reformation, the Catholic
Church embarked on a Counter-
Reformation to remedy lax practices
and reinvigorate the faith. In the
1560s, Catholic divines meeting at the
Council of Trent discussed banning
music from church services, arguing
that it distracted worshippers with
sensual pleasure. There is a legend
that a performance of Palestrina’s
Missa Papae Marcelli so moved the
church dignitaries that they changed
their minds. Although the legend
itself is not true, Palestrina’s music
did in the long run satisfy the Church
that chaste spiritual music could
indeed reinforce Catholic faith.

<| SCORE OF MAGNIFICAT

This illuminated 16th-century manuscript
is the first double page of Palestrina’'s
score of one of his settings for the
Magnificat, or the hymn of praise by

Mary, as found in the Bible.

> GIOVANNI DA PALESTRINA

The Italian Renaissance composer is
shown here holding the score of his
famous Mass Missa Papae Marcelli
(1562). According to Palestrina, “Music
should give a zest to divine worship ...
delighting in voices blending in harmony.”
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Orlande de Lassus

c.1532-1594, FLEMISH

A late-Renaissance composer, Lassus was in his day the most popular
songwriter in Europe. Writing exclusively for voices, he was tirelessly
prolific, composing more than 2,000 pieces of secular and sacred music.

Orlande de Lassus was born at Mons
in the Hapsburg-ruled Netherlands
(now Belgium), an area renowned
for Renaissance music. Much about
his origins is uncertain. His birth
may have occurred in 1530 or 1532,
nothing is known of his parents.

His name never achieved a definite
form, with variants ranging from
Orlando di Lasso to Roland de Lattre.

Early days

As a child, Lassus is said to have
had such a beautiful voice that he
was kidnapped three times by rival
choirs. Around the age of 12, he
joined the entourage of a Hapsburg
general, Ferrante Gonzaga, who
took him to Italy. Lassus is then
thought to have begun composing
during his stays in Mantua, Palermo,
Naples, and Milan. By 1553, he was
director of music at the cathedral of
St. John Lateran in Rome—an elevated
post for a man in his early twenties.

In 1555, Lassus returned to the
Netherlands, and his first book, a
collection of his madrigals, motets,
and songs, was published in Antwerp.

<! ORLANDE DE LASSUS

An anonymous Flemish School portrait
shows Lassus formally dressed and
unsmiling. The composer is said to have
suffered from depression in his later life.
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A PATROCINIUM MUSICES

This is the title page from 1589 for
Lassus’s Masses for Five Voices in

his Patrocinium Musices (1573-1580).
The illustration at the bottom of the
page shows musicians around a table.

His name came to the attention of
Albrecht V of Bavaria (see box, right),

who invited him to his court in Munich.

Lassus's first official position was as
a tenor singer, but by 1563 he was the
duke’'s head of music, a post he would
hold for the rest of his life. He married
a maid of honor at the court, Regina
Wackinger; their two sons would both
grow up to be composers.

A Renaissance sensation
Lassus supplied secular music for the
court and sacred music for its chapel.
Some of his music was reserved for
the duke's exclusive enjoyment—
Lassus was not allowed to publish

his much-admired Penitential Psalms
until after the duke’s death. But a large
part of the composer's prodigious
output appeared in print. It has been
estimated that more than half of all
the music published in Europe in the
second half of the 16th century was
by Lassus. Some of his works gained
popularity well beyond the restricted
circle of royal courts. He traveled
widely, recruiting singers for the
Munich establishment and supervising
performances of his work. Lassus’s
appearance at the court of the French
king Charles IXin 1571 caused such

a sensation that he was invited back
twice. The Holy Roman Emperor
elevated him to noble status and,

in 1574, Pope Gregory XIll made

him a knight of the Golden Spur.

The death of Albrecht Vin 1579 was
followed by cuts in the costly Bavarian
musical establishment. Lassus's last
collection of madrigals, the haunting
Lagrime di San Pietro, was completed
just before his death in 1594. Some of
his most famous works, including the
Prophetiae Sibyllarum motets, were
published posthumously by his sons.

“All were forced ... to respect | Lassus] in his

presence and to praise him in his absence.”

SAMUEL VAN QUICKELBERG, 1566

IN PROFILE
Albrecht V of Bavaria

Duke Albrecht V (1528-1579), ruler
of Bavaria from 1550 until his death,
was a prominent Renaissance patron
of the arts. Also a leading figure in
the Counter-Reformation, he strictly
imposed Catholicism in his domain,
but by natural inclination he was

a hedonist and an aesthete. He
amassed a magnificent collection of
Roman and Greek antiquities, books,
jewels, sculptures, and paintings.
Employing Lassus enabled him to
make his Munich court the major
center of music in Europe outside
Italy. The duke’s lavish expenditure
on collections and patronage left
Bavaria heavily in debt.

ALBRECHT V OF BAVARIA WITH A LION,
HANS MIELICH, 1556
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than 500 works, was initially trained
at London’s Chapel Royal, in singing
by Richard Bower and in keyboard
and composition by Thomas Tallis.
Years later, he was described by the
Chapel Royal as “a Father of Musick.

> WILLIAM BYRD, c. 1580
The talented composer, who wrote more

026 /

Byrd

A prolific and versatile composer of vocal and instrumental music,

1a1Tl

Will

ENGLISH

1540-1623,

c

both sacred and secular, Byrd maintained his popularity despite his

conversion to Catholicism during the English Reformation.



William Byrd is thought to have
been born in London in about 1540,
although this date is disputed. What
can be assumed is that he had a
thorough musical education, and was
most likely a chorister at London'’s
Chapel Royal, where he was a pupil
of Thomas Tallis (see pp.20-21).

In 1563, he was appointed organist
and choirmaster at Lincoln Cathedral,
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<! SCORE OF SING JOYFULLY

The late work Sing joyfully unto God
our strength is a church anthem for
six voices. It is widely hailed as one
of Byrd's finest anthems.

of recusancy—refusing to attend

Anglican services—Byrd continued
to compose for both the Church of
England and the Catholic rites, but

a post that he held for nine years. In
Lincoln, he married Julian Birley—it
was a happy marriage that lasted

from 1568 to her death in the 1580s.

A growing reputation
During his time in Lincoln, Byrd's
reputation as a performer and
composer was growing, and in
1570 he was honored with the
title of Gentleman of the Chapel
Royal. There were, however, signs
of friction between him and the
rather Puritan Church authorities,
probably because of his penchant
for writing ornate church music.
Nevertheless, his compositions
were appreciated by the musical
establishment and by many of the
nobility, and in 1575 he began
sharing the post of organist with
Tallis at the Chapel Royal. Elizabeth |

overlooked Byrd's tendency to the
elaborate ritual of high Anglicanism,
granting him and Tallis a patent

to print and sell music and ruled
manuscript paper—consort music
and part-songs were a popular
pastime among the English middle-
classes, and Byrd received a sizable
income from the franchise.

Catholic composer

Around this time, he converted to
Catholicism and, taking advantage of
the queen’s endorsement, composed
music for the Catholic services as well
as for the Anglican Church. But in the
1580s, attitudes toward Catholics
began to harden, and he and his family
were under suspicion because of their
connections with prominent Catholic
families. Despite repeated accusations

e
Lo

rather cynically curried favor with
the Protestant nobility by dedicating
many of his compositions to them.
These included, as well as the two
collections of motets, known as
Cantiones sacrae, a large number
of pieces for instrumental consorts,
two English song-books, and My
Lady Nevells Booke for keyboard—
all of which were written with the
popular market in mind.

Byrd remarried after his wife's
death, and in 1593 or 1594 moved
with his family to Stondon Massey in
Essex, where he had Catholic friends,
including his patron, Sir John Petre.
This gave him the opportunity to
compose the cycles of Catholic
Masses for three, four, and five
voices, and the two sets of motets,
the Gradualia. These were his last
major works before his retirement.

iy

| IN CONTEXT
The English Reformation

[ * it y
PORTRAIT OF ELIZABETH I BY
NICHOLAS HILLIARD

Following Henry VIII's controversial
establishment of the Protestant
Church of England, there was a
long period of sectarian turmoil,
which characterized the English
Reformation. Despite the Church'’s
renunciation of papal authority,
many people, including Henry's
daughter Mary, clung to Catholic
beliefs. As queen of England, Mary
attempted to reverse her father’s
reforms. When she was succeeded by
the Protestant Elizabeth I, Catholicism
again became a covert religion.
Byrd was about 18 years old and a
Protestant when Elizabeth came to
the throne in 1558, but he converted
to Catholicism in the 1570s, halfway
through her reign. Perhaps because
Elizabeth was more tolerant than
some of her Puritan subjects, and
a music-lover, too, Byrd did not
suffer undue persecution, and
he lived to enjoy the more liberal
attitudes of her successor, James |,
the son of Mary, Queen of Scots.

<] LINCOLN CATHEDRAL

Byrd was appointed choirmaster and
organist at the magnificent cathedral in
Lincoln in 1563, succeeding the composer
Thomas Appleby. It was during Byrd's
time there that his reputation as an
outstanding composer and performer
was established. He left Lincoln in 1572.
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Carlo Gesualdo

1566-1613, ITALIAN

Known as much for the notorious murder of his wife and her lover as for
his richly expressive music, Gesualdo devoted his life to his art. He spent
his final years dogged by depression in isolation on his estate.

Carlo Gesualdo’s highly expressive
and personal style of composing,
especially in his madrigals and sacred
vocal music, reflected the mood of his
turbulent life.

He was born into a noble family
that had recently become rulers of
the principality of Venosa in southern
Italy, and when his elder brother
died in 1584, Carlo became heir to
the principality. It was expected of him
to marry and produce a family to carry
on the line of succession. Although
this ruined his plans to become a
priest, it did give him the opportunity
to spend even more of his time on
his particular passion for music.

Dangerous liaisons

Carlo married his cousin Maria
d'Avalos in 1586, but within a very
short time she became dissatisfied
with his complete lack of attention

to her, and sought her pleasures
elsewhere. For some years, she
carried on an affair with another
nobleman, Fabrizio Carafa, and
although the relationship was
common knowledge throughout the
region, Gesualdo seemed unaware
of the betrayal. That is, until one night
in October 1590, when he discovered
the couple in flagrante, and, with the
help of his servants, murdered them
in their bed. It was, by all accounts,

<l CARLO GESUALDO

This portrait by Francesco Mancini
depicts the composer-prince wearing
clothes that suggest his aristocratic
status, but gives no hint of Gesualdo's
unhappy, deeply turbulent life or of
his melancholy temperament.

a gruesome and bloody crime of
passion, with the lovers being
stabbed, shot, and mutilated.
Gesualdo ordered that the bodies
be displayed outside the palace
to make their shame public.

Because of the circumstances
of the murder and the aristocratic
status of the perpetrator, the case was
dismissed, and Gesualdo remained a
free man. But, of course, the incident
had a profound effect on him. He
succeeded as prince of Venosa when
his father died the following year,
and in 1594 he arranged a second
marriage, to the noblewoman Leonora
d'Este. This was not a love match
but a marriage of convenience, and
appears to have been prompted by
Gesualdo’s wish to spend time in her
home town of Ferrara, which was
renowned for fostering composers
and performers of madrigals.

| ON TECHNIQUE
Expressive harmony

Perhaps the most striking aspect of
Gesualdo’s music is his extraordinary
use of chromatic harmonies—that

is, harmonies that are unrelated to
the key in which the piece is written.
Gesualdo used such unexpected

and exotic chords for dramatic effect,
to express the extremes of emotion
and pain in his madrigals and sacred
music. This idiosyncratic and often
unsettling style distinguishes his
compositions as among the most
intensely personal music of the Italian
late Renaissance period.

MADRIGAL SINGERS WITH LUTE AND
SCORE, VENETIAN, 16TH CENTURY

Over the following few years, he
established a similar musical set-up
in his castle at Gesualdo in Avellino,
and began composing in earnest.

Devotion and isolation

The first of Gesualdo's books of
madrigals was written in Ferrara, and
was followed by five further volumes
and two sets of Sacrae cantiones.

His devotion to composition led to
the breakdown of his marriage, with
Leonora spending increasingly long
periods with her brother, especially
after the death of their son, Alfonsino,
in 1600. Gesualdo became ever more
reclusive, never leaving his estate, and
suffered constant depression, which
drove him to acts of self-flagellation.
The death of his son Emanuele by
his first marriage appears to have
been the final straw, as he died only
three weeks after him, in 1613.

/\ SACRAE CANTIONES

Two volumes of Gesualdo's collection
of motets, Sacrae cantiones (Sacred
Songs), were published in 1603—the
illustrated and tinted title page of one
of them is shown here.
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> JOHN DOWLAND

Dowland is shown here, lute and

quill in hand, with the sad and doleful
expression for which, by all accounts,
he was well known. Indeed, many of
his darker works tap into the vogue for
melancholy that was characteristic of
his age. This was not considered to be
a negative emotion, but an indicator of
deep and meaningful thought.

John Dowland

1563-1626, ENGLISH

Dowland was an outstanding lutenist and songwriter. His immense talent
was reflected in the plaintive, bittersweet melodies for which he became
famous throughout Renaissance Europe.
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Nothing is known for certain about
John Dowland's early days. He is first
documented in 1580, when he was

in Paris, serving as a retainer in the
household of the English ambassador,
Sir Henry Cobham. John had probably
already learned to play the lute in

an aristocratic household of this kind.
While in France, he took the fateful
step of converting to Catholicism—

a move that would have a profound
effect on his future career.

Home and abroad

Dowland returned to England in the
mid-1580s and earned a music degree
at Oxford University. He also married
and had a son. In music circles, his
reputation was growing. Some of

his songs were performed at royal
entertainments and, in 1594, he

felt confident enough to apply for a
vacant post as a court lutenist. He
was rejected, however—apparently
because of his faith. Dowland was
downhearted at this and, leaving his
family behind in England, he decided
to seek his fortune abroad.
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Dowland'’s travels took him to princely
courts in Germany and Italy, where
he was received enthusiastically and
showered with expensive gifts to send
to his wife—a gold chain and clothing
from the duke of Brunswick; a gold
ring and cup from the landgrave of
Hesse. In ltaly, though, he ran into
a group of disaffected Catholics,
who seemed to be plotting against
Elizabeth | (see box, right). Dowland
immediately took fright. He wrote a
long, rambling letter to Robert Cecil,
the secretary of state, assuring him of
his loyalty to Elizabeth and offering his
services as a spy. What the authorities
made of this somewhat paranoid
missive is not recorded, but it certainly
did not help Dowland's job prospects.
He returned to England in 1597, still
hoping for royal preferment, but once
again he was overlooked. Dowland

<! PAGES FROM THE FIRSTE
BOOKE OF SONGES OR AYRES

The original, 1597 edition of John
Dowland’s highly successful Firste
Booke of Songes or Ayres is shown
here, with its innovative “table layout.”

profited from the visit, however,

by publishing his groundbreaking
collection, The Firste Booke of Songes
or Ayres. This proved hugely popular,
in part because of its ingenious “table
layout,” which enabled musicians or
singers to stand around a small table
and read their parts from a single text.

A novel combination
The songs themselves were equally
novel. Dowland blended elements
from the madrigal, the consort song,
and the broadside ballad to create
exquisitely plaintive melodies. These
display a bittersweet melancholy that
was then highly fashionable, typified
by titles such as “In darkness let me
dwell” and “Welcome, black night” (a
wedding song). Dowland published
three books of his songs, along with
the extraordinary Lachrimae (Tears,
1604). The latter features seven
variations of his most famous

song, “Flow, my tears.”

These books helped make Dowland

one of the most famous musicians

in Renaissance Europe. He was
particularly successful as the court
lutenist in Denmark, where Christian
IV paid him an exorbitant salary.
Dowland was never valued as highly
in his homeland, although he did

belatedly receive a royal appointment
from James I'in 1612.

™, of[ELSENOR |

IN CONTEXT
A climate of treason

In 1570, Pope Pius V excommunicated
Elizabeth |, releasing her Catholic
subjects from allegiance to her. This
sparked plots against her life, among
them the Ridolfi Plot (1571) and the
Babington Plot (1586). In response,
Elizabeth employed secret agents to
help unearth possible conspirators,
at home and abroad. These activities
were supervised by her “spymaster,”
Francis Walsingham, and secretary
of state, Robert Cecil. It was to Cecil
that Dowland wrote when, following
an incident in Italy, he became fearful
that he would be accused of treason.

ROBERT CECIL, 1ST EARL OF SALISBURY

V ELSINORE, DENMARK, c.1600
Dowland was in Denmark from 1598 to
1606, when relations between England
and Denmark were tense, especially on
the issue of fishing rights. He was hired
not only as a lutenist, but as a negotiator
and messenger between the two countries.
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Pérotin

ACTIVE ¢.1200, FRENCH

Pérotin is an extremely obscure figure,
but the vague and scant information
that survives about him in late-
13th-century sources suggests that
he was one of the most significant
musicians of his time. His name
means little Peter or Pierre and he

is sometimes known by the Latin
form, Perotinus. He is thought to have
worked at Notre-Dame Cathedral,
Paris, and all his music is religious.

He seems to have been one of the
most important pioneers of polyphony:
that is, music in which several melodic
lines are used simultaneously and
either blend or weave in and out
harmoniously. Earlier sacred works
had sometimes used a plainchant
melody sung against another melodic
line, but Pérotin composed pieces in
three and four parts. This is regarded
as one of the most significant
developments in Western music.

exception is his Mass of Our Lady, the
first surviving complete Mass setting
by a single composer). He is most
famous for his songs, many on the
theme of courtly love. They introduced
a new variety and complexity into the
genre. Machaut traveled a good deal,
but he lived mainly in Reims.

John Dunstaple

€.1390-1453, ENGLISH

KEY WORKS: Viderunt omnes
(Everyone Saw); Sederunt principes
(The Princes Sat); Alleluia Pascha
nostrum (Alleluia, Our Passover
[Easter hymn]); dates unknown

> Guillaume de Machaut

c.1300-1377, FRENCH

A poet as well as a composer, Machaut

was one of the outstanding cultural
figures of his time, employed by
various royal and noble patrons
and with a reputation that extended
through much of Europe. A large
amount of his music survives (well
over 100 works), much more than
for any other composer of the 14th
century. Although he held various
minor positions in the Church, most
of his music is secular (the main

KEY WORKS: “Rose, liz, printemps,
verdure" ("Rose, Lily, Spring,
Greenery”), c.1340s; Messe de Nostre
Dame (Mass of Our Lady), c.1360; “Ma
fin est mon commencement” (“My
End Is My Beginning”), ¢.1370

Little is known about Dunstaple’s life,
but in his own time he was recognized
as a major figure, and he is now
acknowledged as the outstanding
English composer of the 15th century.
(He is also said to have been skilled in
astronomy and mathematics.) There
is evidence that he worked for several
high-ranking patrons, notably John of
Lancaster, Duke of Bedford (Henry V's
brother), but the details are obscure.
About 60 musical compositions
attributed to him survive, almost all of
them religious, including two complete
Masses and various other settings

of sacred Latin texts. His style is
notable for its melodic freshness

A GUILLAUME DE MACHAUT, FRANCE, 14TH CENTURY

and sweetness. He was highly
regarded in Europe—indeed,

he has been described as “the

most influential English composer
outside England before the Beatles.”

KEY WORKS: Missa Rex seculorum
(Mass of the King of Ages); Salve
Regina, mater misericordiae (Hail
Queen, Mother of Mercy); O crux gloriosa
(O Glorious Cross); dates unknown

Johannes Ockeghem

€.1410-1497, FRANCO-FLEMISH

Ockeghem was Flemish but he spent
most of his long career working for
three successive kings at the French
court (then based mainly in Tours,




/A JACOB OBRECHT, HANS MEMLING

rather than Paris). The political
geography of the time was complex
and places of origin are often
uncertain, so he is one of a number
of composers whose nationality is
characterized by the broad term
Franco-Flemish. He was admired for
his honesty and generosity as well as
his musical skills and was sometimes
employed on diplomatic missions. He
composed secular music, including

songs, but his work is mainly religious:

there are 14 surviving Masses by
him, among them the earliest known
polyphonic Requiem Mass. His style is
sophisticated, with intricate textures
and harmonies, and a concentration
on the unfolding of beautiful melody
rather than dramatic word-setting.

KEY WORKS: Missa pro defunctis (Mass
for the Dead); Missa cuiusvis toni (Mass
in Any Mode); Ma bouche rit (My Lips
Are Smiling); dates unknown

oirectory /033

Josquin des Prez

€.1450-1521, FRANCO-FLEMISH

Josquin was one of the most highly
acclaimed musicians of his time,

and in the generation after his death
he became widely regarded as the
supreme composer of the age. His
fame was spread by the invention of
printing: the first collection of printed
music devoted to a single composer
was a volume of his Masses published
in Venice in 1502, and two other such
collections followed in his lifetime.
His early career was spent mainly

in Italy, where he worked for two
popes and the dukes of Ferrara and
Milan. From 1504 until his death

he was provost of the church of
Notre-Dame (famed for its music)

at Condé-sur-l'Escaut in northern
France. Josquin was a singer, and
virtually all his large output consists

of vocal music, both sacred and
secular. His work is varied and highly
inventive—he rarely repeated himself.

KEY WORKS: Adieu, mes amours
(Farewell, My Love Affairs), c.1480;
Missa Hercules dux Ferrariae (Mass

of Hercules li.e. Ercole d'Este], Duke of
Ferrara), c.1505; Missa de Beata Virgine
(Mass of the Blessed Virgin), c.1510

<! Jacob Obrecht

. 1457-1505, FRANCO-FLEMISH

During his own time, Obrecht was

a celebrated figure, and among the
Franco-Flemish musicians of his
period he now ranks second only

to Josquin des Prez. The son of a
city trumpeter in Ghent, he was
primarily a religious composer,
holding positions in various churches
and cathedrals in Antwerp, Bruges,
and elsewhere. (Some of these posts
were short-lived and he seems to
have been rather restless in his
movements.) However, he also wrote
secular music and he ended his
career working at the court of Duke
Ercole d’Este in Ferrara, where he
died of plague. Obrecht excelled
chiefly as a composer of Masses—
about 30 by him survive, showing

a style that is fluid, graceful, and
sonorous. His secular works include
numerous songs in Dutch, ranging
from the lighthearted to the serious.

KEY WORKS: Missa Fortuna desperata
(Desperate Fate Mass), c.1490; Missa
Sub tuum praesidium (Mass Under Thy
Protection), ¢.1500; Missa Maria zart
(Mass for Gentle Mary), c.1500-1505

John Taverner

C.1490-1545, ENGLISH

Although his career was fairly brief
(most of his music was probably
written in the 1520s), Taverner is
regarded as the outstanding English
composer of his time. In 1526, he
became director of the choir at

Cardinal Wolsey's magnificent new
foundation in Oxford, Cardinal College
(now called Christ Church). However,
soon after Wolsey's downfall in

1529, Taverner returned to his native
Lincolnshire and became a member
of the choir at St. Botolph's Church,
Boston. He seems to have retired from
church music by 1537 and then lived
the life of a prosperous gentleman. He
wrote a few songs and instrumental
pieces, but his music consists mainly
of religious works, particularly
Masses. His style has florid elements
that link him to the Middle Ages, but
also a sweeping sense of melody that
is forward-looking.

KEY WORKS: Western Wynde Mass;
Missa Corona spinea (Crown of Thorns
Mass); Missa Gloria tibi Trinitas (Glory
to You, O Trinity Mass); dates unknown

Tomas Luis de Victoria

1548-1611, SPANISH

Victoria was the towering figure of
Spanish music of his period. He began
his musical career as a choirboy at
Avila Cathedral. After his voice broke,
he went to Rome, where he spent
about 20 years (c. 1565-c.1586). He
was ordained a priest in 1575 and
held various church appointments as
well as publishing several collections
of his musical works. After his return
to Spain, he served as chaplain to
Philip II's sister, the dowager empress
Maria, who lived at the Convent of the
Descalzas Reales in Madrid. Following
her death in 1603, Victoria stayed at
the convent as organist until his own
death. All his music is religious. It is
remarkable for its emotional intensity,
with a mystical flavor that is thought
to be quintessentially Spanish. He has
been seen as a musical counterpart
to El Greco, his great contemporary
among Spanish painters.

KEY WORKS: Officium Hebdomadae
Sanctae (Music for Holy Week), 1585;
Veni, Sancte Spiritus (Come, Holy Spirit),
1600; Officium defunctorum (Office
[rite] of the Dead), 1605
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CLAUDIO MONTEVERDI [ 037

Claudio Monteverdi

1567-1643, ITALIAN

Working in Mantua and Venice, Monteverdi wrote the earliest operas still
regularly performed today. He is also admired for the expressiveness of
his many madrigals and the ornate brilliance of his Vespers.

The son of an apothecary, Claudio
Giovanni Antonio Monteverdi was
born in the small city of Cremona in
northern ltaly in 1567. There is no
evidence whatsoever of music-making
in his family background, although the
young Claudio must somehow have
revealed a significant aptitude for
music, for he was taken on as a pupil
by Marcantonio Ingegneri, director

of music at Cremona cathedral.

Rising through the ranks
Ingegneri was an accomplished
composer in the Renaissance tradition
of polyphony, in which all the parts
in a work are independent and
accorded equal status. By the age
of 15, Monteverdi had sufficiently
absorbed Ingegneri's lessons to be
able to publish his own conventional
three-voice compositions. He also
developed into a skilled player of
string instruments such as the viol.
Living in Cremona through the
1580s, Monteverdi attracted attention
as a promising young composer, his
published works including two books

<! CLAUDIO MONTEVERDI, c.1630
This portrait by Bernardo Strozzi shows
Monteverdi in later life. When in his
seventies, the composer produced

a magnificent final flowering of creativity
that crowned his life’s achievement.

of secular madrigals. In 1590, he
secured a post at the prestigious
court of the duchy of Mantua. Although
he was aware of Monteverdi's talent
for composition, Mantua's ruler Duke
Vincenzo | Gonzaga (see box, below)
took him on as a viol player.

The composer had to work his
way up through the court's musical
hierarchy. He was frustrated not to be
appointed Mantua's director of music
on the death of the incumbent in 1596
but he nonetheless received many
signs of ducal favor, as when he
was chosen to lead the musicians
accompanying Vincenzo to Hungary
on a military expedition against the
Turks in 1595. Monteverdi was joined
at court by his younger brother Giulio
Cesare, also a musician, and in 1599
married a singer, Claudia Cattaneo,

IN CONTEXT
Mantua under the
Gonzagas

Monteverdi’'s patrons, the Gonzaga
family, ruled the city of Mantua for
almost 400 years. In the 15th and
16th centuries, their palace was a
major center of Renaissance culture,
attracting artists such as Andrea
Mantegna, who depicted the Gonzagas
in the murals of the palace’s Camera
degli Sposi (1465-1474). Isabella
d’Este, married into the family in
1490, was among the most renowned
patrons of Renaissance art. When
Monteverdi arrived in Mantua in 1591,
the court was still at the height of its
splendor and prestige, but the 17th
century brought rapid decline.
Gonzaga rule ended in 1708.

LUDOVICO GONZAGA (LEFT) WITH HIS
FAMILY, FRESCO BY MANTEGNA, c. 1474

daughter of a fellow court musician,
with the duke'’s blessing. Cattaneo
may have been one of the duke's
mistresses whom he had tired of

and wished to set up with a suitable
husband, but evidence on this is scant.

Public controversy

Through this time, Monteverdi

had continued to publish books of
madrigals that were sufficiently
innovative to provoke notable public
controversy. In 1600, conservative
music scholar Giovanni Artusi
launched an outspoken attack on
“the imperfections of modern music,”
accusing Monteverdi in particular of
crude dissonance and violation of the
proper rules of musical composition.
The supporters of “modern music,”
including the composer himself,

/A CREMONA CATHEDRAL
Monteverdi’'s long and successful career
in music began when, as a teenager, he
was invited to be a pupil of the director
of music at Cremona cathedral.
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A FRONTISPIECE OF L'ORFEO
Monteverdi’'s L'Orfeo is one of the world's
first operas. This frontispiece is from a
1609 edition, published two years after
the work was written.

"IN PROFILE
Jacopo Peri

Toward the end of the 16th century,
Florentine humanists, obsessed
with recovering the art and learning
of the Ancient world, sought to
recreate Ancient Greek drama,
which was known to have included
music. In 1598, in keeping with the
spirit of this pursuit, the composer
and singer Jacopo Peri (1561-1633)
produced La Dafne, which is generally
considered to be the first opera.
He followed this up two years later
with Euridice, the first opera whose
score has survived to this day. The
new fashion spread rapidly to other
Italian cities, leading to Monteverdi
writing L'Orfeo in Mantua in 1607.

responded by identifying two equally
valid musical “practices.” The first,
which had predominated in the
previous century, followed strict rules
of polyphony, irrespective of the text
being sung. The new “seconda
pratica,” which Monteverdi had
been criticized for following, gave
precedence to the emotional
implications of the text, using
dissonance and other departures from
traditional musical rules to bring out
the sense and feeling of the words.
Monteverdi was finally accorded the
coveted post of director of music at
Mantua in 1601 and in the following
year he was honored with Mantuan
citizenship. In 1607, the duke’s son
Francesco Gonzaga commissioned
Monteverdi to create a theatrical
entertainment for the carnival season
in Mantua. Such works, later called
operas (see box, below), had been
performed in other Italian cities, so
the Gonzagas were keeping up with
fashion. A variant on the Greek myth
of Orpheus and Eurydice, Monteverdi's
L'Orfeo combined orchestral and

e e

JACOPO PERI, ALSO KNOWN AS
Il ZAZZERINO

“The end of all good music
is to affect the soul.”

CLAUDIO MONTEVERDI

choral writing with long recitatives
and arias to powerful effect. His first

large-scale work, it was an immediate

success. He wrote a second opera,
LArianna, the following year. The only
section of this work to have survived
is the dramatic recitative known as
the “Lamento d'Arianna.”

Troubled times

Although Monteverdi was at the peak
of his musical powers, his life had
entered a difficult phase. The death
of his wife after a painful illness

in September 1607 left him grief-
stricken and solely responsible for
three children. Forced into overwork
on lavish court entertainments the

following year—including the stressful

production of LArianna—he suffered
some kind of nervous breakdown and
for a time withdrew from Mantua. His
relations with the Gonzagas never
fully recovered. He wrote querulous
letters expressing his dissatisfaction
with his pay and his status at court.
When Francesco Gonzaga succeeded
his spendthrift father in 1612, financial
cuts were the order of the day. The
troublesome Monteverdi and his
brother were fired.

A\ ST. MARK’S BASILICA, VENICE
Monteverdi was appointed director of
music at the magnificent basilica in
Venice when he was in his mid-forties
and stayed there for the rest of his life.

Monteverdi then turned his focus on
patronage of the Church. In 1610, he
published a volume of sacred music,
comprising a polyphonic Mass and
the Vespers for the Blessed Virgin, a
dramatic and complex work in the
“modern” style combining solo songs,
duets, and instrumental interludes.
Dedicated to Pope Paul V, this dazzling
volume was virtually a job application,
showing how his talents could adapt
to religious purposes. In 1613, he
was appointed director of music at
St. Mark’s Basilica in Venice.
Monteverdi appears to have been
more content in Venice than at the
Mantuan court. He conscientiously
executed his duties, writing music
for church services and directing the
basilica choir. He also continued to
write secular music and to explore
fresh ways of expressing emotion
and linking music to words. His most
impressive experiment was a setting
of part of Torquato Tasso's epic poem



Jerusalem Liberated. First performed
at a private palace in Venice in 1624,
Il combattimento di Tancredi e Clorinda
is considered the first oratorio and
included the first use of pizzicato—
the strings imitating striking swords.
Monteverdi took holy orders in 1632,
but never ruled out a return to secular
patronage. He seriously considered a
post at the royal court of Poland and
sought to attract the attention of the
Holy Roman Emperor in Vienna.
However, in the end he remained
at St. Mark's for the rest of his days,
constantly muttering about inadequate
pay and worrying about an unpaid
pension he was owed from Mantua.

KEY WORKS

{1607

L'Orfeo, one of the
earliest operas
and Monteverdi's
version of the
Orpheus legend,
is staged at the
court in Mantua.

[1587

Monteverdi’'s
first book

of secular
madrigals is
printed—the last
book (of eight)
came in 1638.

New horizons
Remarkably, in his seventies,
a crotchety old man, Monteverdi

produced a late flowering of creativity,

with his last two operas exploring

new frontiers in musical theater.

They followed from the opening of

the world's first public opera houses

in Venice at the end of the 1630s.
The operas that Monteverdi wrote

to be staged at the Teatro Santi

Giovanni e Paolo, Il ritorno d'Ulisse

in patria (The Return of Ulysses to

his Homeland) and L'incoronazione

di Poppea (The Coronation of Poppea),

were dramatic masterpieces that

exhibited a range of distinctive

{1624

Combattimento,
from Tasso’s epic
poem Jerusalem
Delivered,
premieres at
Venice's Palazzo
Mocenigo.

[1610

Vespers for the
Blessed Virgin,
Monteverdi's most
complex work

of sacred music,
is published.

characters in emotionally realistic

situations. Immediately successful,

they undoubtedly did more than

any other works to establish opera

as a major genre of the future.
When Monteverdi died in 1643,

he was honored with a tomb in

Venice's splendid Frari church. After

falling from favor, his music was

rediscovered in the 20th century, along
with the techniques and instruments

that were required to perform it
authentically. A bridge between the

Renaissance period and the Baroque,

his work is enjoyed by modern
listeners for its emotional intensity
and sheer beauty of sound.

LMO [1643

Il ritorno d'Ulisse Writes

in patria, his first L'incoronazione
work written for a di Poppea, his
public opera house, last opera.

is performed in He dies later
Venice.

that year.

A L'INCORONAZIONE DI POPPEA
Monteverdi's last opera, L'incoronazione
di Poppea (1643), tells the story of
Emperor Nero’s love for his mistress.
The production shown here is from a
2017 performance at the Staatsoper

in Berlin, Germany. The performance
was notable for, among other things,
its lavish Baroque-style costumes.
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Francesca Caccini

1587-AFTER 1641, ITALIAN

A highly paid court musician and the first woman to write an opera,
Caccini was an immensely gifted composer and singer. She wrote
numerous works, mainly for voice, only a few of which survive.

Francesca Caccini was born into a
musical family in Florence in 1587.
Her mother, brother, and younger
sister were singers; her father

Giulio Caccini, a celebrated composer
and teacher, was one of the leading
musicians of his day who had links to
influential figures via his employment
at the court of the Medicis, Europe’s
most powerful family.

A family ensemble
When Francesca was six, her mother
died and her father was left with three
young children and a teenage son.
The following year, 1594, he married
another singer, 18-year-old Margherita
della Scalain. The women of the
household (Francesca, her younger
sister, Settimia, and her stepmother)
began singing professionally in a
family ensemble. Francesca made her
first professional, public appearance
with this group in 1600, at the age of
13, in Jacopo Peri's opera Euridice.

A gifted, hugely intelligent child (and
with a career as a musician clearly in
the sights of her ambitious family),

Francesca had been trained in guitar,
lute, harp, keyboard, voice, and
composition at an early age—to
significant effect: in 1605, she was
offered lucrative work as a singer by
the court of Henry IV. However, Grand
Duke Ferdinand of Tuscany, keen to
retain her exceptional talent within the
Medici court, refused her permission
to leave Florence.

Confined in this way, Caccini had
little option but to follow the career
path of her father.In 1607, she started
work at the Medici court, where she
was to remain for the next 20 years
as a teacher, singer, and composer of
chamber and stage music (see box,
right). Within seven years, she had
become the court’s best-paid
musician. In the same year as joining
the Medicis, Francesca married
Giovanni Battista Signorina, another
court singer. The couple went on to
have one child, Margherita, in 1622.

In 1618, the year of her father's
death, she published Il primo libro delle
musiche (The First Book of Madrigals),
comprising 32 solo songs and four

duets setting both sacred and secular
texts. However, Caccini is most famous
for being the first woman to write an
opera: La liberazione di Ruggiero
dalliisola dAlcina (The Liberation of
Ruggiero from Alcina’s Island), which
was published in 1625 and adapted
from an episode in Ludovico Ariosto’s
epic poem Orlando furioso (1516),
focuses on a struggle between two
sorceresses—one good, one evil—
over the warrior Ruggiero.

Altered landscapes
In 1626, Caccini’'s husband died and
about a year later, after moving to
Lucca, she married an aristocrat (thus
elevating her social standing), with
whom she had a son, Tommaso. She
was, however, widowed again by
1630. Three years later, now wealthy
and a landowner, she returned to
Florence to work once again for
the Medici family, but retired from the
post around 1637, or possibly later.
Caccini composed hundreds of
works throughout her life, including
songs and incidental music for the
theater, most of which are now lost.
A poet as well as a composer, she

wrote the lyrics for many of her works.

The reason for and date of her death
are uncertain, although Tommaso is
known to have been placed in his
uncle's care in 1645.

<] FLORENCE, c. 1650

This painting shows Florence as it would
have looked in Caccini’'s day. It was here
that the composer was born, grew up,
and spent many years of her life.

IN CONTEXT
The women'’s court

In 1607, Caccini began work at the
Medici women'’s court, which according
to the scholar Suzanne G. Cusick,
was “widely acknowledged as the de
facto seat of Medicean power.” Here,
Caccini created music for the elite

of Tuscany, under Grand Duchess
Christina of Lorraine (co-regent with
Maria Maddalena of Austria), a major
promoter of the arts. Aside from her
composing, Caccini had perfected the
complex breathing techniques that
produced a form of singing that
symbolized Medicean power and was
seen as a product and endorsement
of its authority. A hugely respected
figure, with access to the region’s
most powerful people, she was able
to help implement her female patron’s
cultural and political agendas.

MEDAL SHOWING THE HEAD OF
CHRISTINA OF LORRAINE

> FRANCESCA CACCINI

There are very few verified depictions of
Caccini, but this portrait by Italian artist
Jacopo Palma is often thought to be of
the composer as a young woman.
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Barbara Strozzi

c.1619-1677, ITALIAN

Born into the male world of 17th-century Venice, Strozzi was the most-

} .. ) IN CONTEXT
published composer of secular vocal music in her day and a key figure The Unknowns and the
In the rise of the cantata and aria. Like-Minded

Giulio Strozzi (1583-1652), Barbara

T Strozzi's father, was a member of the
Z © Duaedivea)

Born in Venice around 1619, Barbara ;}/ o Gt listi Penind g </ CANTATA BY STROZzI Academia degli Incogniti (Academy of
Strozzi was the illegitimate child and 5.~ s The original piano sheet shown here is the Unknowns), a circle of prominent
adopted daughter of the influential in Barbara Strozzi's own handwriting— Venetian intellectuals who were

. . the composer was an important figure highly influential in political and
poet Giulio Strozzi. Her mother, in the development of the Italian cantata. cultural life in the region and did

Isabella Garzoni, was a servant and
possibly also a courtesan (a high-
class prostitute) of Giulio's. A member

much to promote opera in Venice. In
1637, Giulio founded the Accademia
degli Unisoni (the Academy of the

to the private sphere of writing and Like-Minded), a musical offshoot of

of the Accademia degli Incogniti performing, in the very limited genres the Unknowns, where he showcased
(Academy of the Unknowns, see box, of secular vocal and chamber music, his daughter’s vocal and musical
right), Giulio used his elite connections to small, elite circles of men (see box). talent. Barbara was the academy’s

dazzling hostess and would often sing

to promote his daughter’s musical -
and perform her own compositions.

talents, and sent her off to study Finding a voice Women were seldom permitted into
with the prominent composer and Nonetheless, her work was popular such gatherings—her presence
pioneer of opera Francesco Cavalli. in England, Austria, and Germany, there sparked scandal and satirical

commentary, and contributed to her
o reputation not only as a notable, and
a prolific female composer was beautiful, composer-performer, but

due to her tenacity, shrewdness in also as a courtesan.

business, and scant regard for what

was deemed respectable for women

as well as Venice. Her success as
A woman’s work

By 1637, aged 18, Strozzi had made
a name for herself as a virtuoso
singer, and in 1644 she launched

her career as a female composer Following the death of her father in of her day. Far from concealing her
with the publication of her First Book 1652, Strozzi published numerous identity behind a male pseudonym—
of Madrigals for two to four voices. works (no doubt for financial reasons):  a tactic used by many women who
By her early thirties, she had four more than 100 pieces of secular vocal ~ wanted their voices to be heard—
children. Their father was probably music—ariettas; arias; and lengthy, she put her name to all her works.
Giovanni Vidman, patron of the arts complex cantatas—and a book of Strozzi lived most of her life in
and a friend of her father. However, sacred songs. Most of her music is for ~ Venice but died in Padua in 1677. Her
Strozzi was a single mother and never  solo soprano and focuses on themes popularity waned after her death and
married. Unsubstantiated accounts of love and desire. Her work is notable  the details of her life and work were
suggest she was also a courtesan. for her sensitivity to text and to sound.  largely relegated to obscurity until the
Conspicuously absent from Strozzi's  1990s, when they were recuperated
compositions and performances is by feminist scholars interested in

<I BARBARA STROZZI opera, despite the fact that it was such  understanding her achievements
This portrait of Strozzi with a breast

exposed has divided critics: for some, it a 'fash|ona'ble new.genre. As scholars in thg context of the uncompromisingly GIULIO STROZZI, BARBARA'S FATHER,
confirms her status as a courtesan: for Diane Jezic and Elizabeth Wood have patriarchal environment of 17th- c.1620s
others, it indicates her maternal role. suggested, her gender confined her century Venice.

“Being a woman I am concerned about
publishing this work. Would that it ... not
be endangered by the swords of slander. ”

BARBARA STROZZI, ON THE PUBLICATION OF HER FIRST BOOK OF MADRIGALS IN 1644
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17TH AND 18TH CENTURIES

Arcangelo Corelli

1653-1713, ITALIAN

Hailed by music theorist Angelo Berardi as “the new Orpheus of our
days,” Corelli helped to define the ltalian instrumental sonata and
concerto. Despite a modest output, he was influential throughout Europe.

Among the many notable musicians
who were drawn to Rome in the 17th
century, Arcangelo Corelli was famed
for his expressive violin-playing and
exemplary compositions. Although
he was by all accounts a serene and
modest man, his performances were
said often to be fiery and dynamic.
Arcangelo was born in Fusignano
in February 1653 into a family of
wealthy landowners. His father died
just before he was born, so he and
his four siblings were raised solely by
their mother. He probably received his
first music lessons from a priest and,
in 1666, aged 13, was sent to Bologna
to continue his studies. An exceptional
violin-player, he was soon accepted
as a member of Bologna's recently
founded Accademia Filarmonica.

From strength to strength
Corelli flourished after moving to
Rome in the mid-1670s. Propelled

by impressive family connections and
considerable talent, he moved up the
ranks of instrumentalists to become

a chamber musician to the former
gueen of Sweden, Christina, who had
lived in the city since her abdication in
1654. He dedicated his Op. 1 collection
of church sonatas to her and, while
working for other members of Rome's
elite, continued to perform for her until
her death in 1689.

Cardinal Benedetto Pamphili, a great
patron of the arts and a competent
composer himself, lured Corelli to play
in the Sunday concerts at his palace
in Rome, and later appointed him

as his music master. “Il Bolognese,” as
Corelli was known, also attracted the
patronage of Cardinal Pietro Ottoboni,
to whom he dedicated his Op. 4
collection of chamber trios. The young
Ottoboni, the last in a controversial
line of cardinal-nephews appointed by
the pope, treated Corelli as a friend, as
evident in his letters to the composer.

Ingenuity and originality
The ample orchestras belonging to
the two cardinals served as musical
laboratories for Corelli. He used

them to test his concertos for strings.
These were strikingly inventive works
that influenced other musicians in

ON TECHNIQUE
The concerto grosso

Corelli published only six volumes

of works, devoted to solo sonatas, trio
sonatas, and concertos for strings. He
made significant contributions to each
genre, setting high artistic standards
and accommodating a rich variety

of moods. Corelli’s concerti grossi,
conceived for the large ensembles
engaged by his rich Roman patrons,
served as models of independent
instrumental music, set free from

the human voice and poetic texts.
They exploit contrasts of volume and
dramatic intensity between a small
group of instruments, or concertino,
and a larger company of players,

the ripieno or “full” band.

SCORE FROM CONCERTO GROSSO IN
G MINOR, ARCANGELO CORELLI, 1675

Rome, including Handel, and traveled
beyond the Alps after Corelli signed a

publishing deal with Estienne Roger of

Amsterdam in 1712. Bach and Tartini
were among those who based original
compositions on themes by Corelli,

a trend that was revived in the 20th
century by Rachmaninoff and Tippett.
Corelli's Op. 6 collection, published

in 1714, a year after his death,
contains 12 concerti grossi: eight in
the so-called church style, four in the
chamber style. Europe’'s music-lovers
were captivated by their ingenuity—
not least the lilting Largo from Op. 6,
No. 8, the “Christmas Concerto"—

and by the great economy and ease
of Corelli's writing. His six publications
went through multiple editions and
remained in the repertoire throughout
the 18th century, rare in an age that
was hungry for the latest fashions.

A CARDINAL PIETRO OTTOBONI

A musician himself (and also a librettist),
Ottoboni was one of Corelli's patrons.
This portrait, c. 1689, shows the cardinal
in his early twenties.

> ARCANGELO CORELLI

Corelli was born in Fusignano into a
wealthy family who waged an abortive
campaign to rule the town. His success,
although derived from immense talent,
was certainly aided by family connections.
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> HENRY PURCELL, c. 1695

This portrait of Henry Purcell was painted
by John Closterman in the year of the
great composer’s tragically early death
in 1695. He was just 36 and at the peak
of his career. The illness that caused
his death is unknown, although there
is speculation that it was tuberculosis.
There is also speculation that he died
from a chill, which he caught when he
came home drunk one night and his
wife locked him out of the house.

Henry Purcell

1659-1695, ENGLISH

Famed, above all, for Dido and Aeneas—the first true English
opera—Purcell was one of the greatest and most versatile
composers of the Baroque period.



During his brief yet hectic lifetime,
Henry Purcell was acknowledged as
unequaled among English composers.
After his premature death at the age
of 36, he was hailed by contemporary
commentators as “our all-pleasing
Britain's Orpheus” and “the Delight

of the Nation and the Wonder of the
World." A century later, he had become
“our musical Shakespeare.” None of
the composers of his day matched

his melodic genius or his inspired
eclecticism, which absorbed the
fashionable continental styles of

Lully and Corelli (see pp.44—45)
without sacrificing a quintessential
Englishness. His great sensitivity to
the rhythms of the English language
remains unsurpassed.

Yet the biography of the composer
who became a national icon remains
fragmentary. What is certain is that
he was born into a family of court
musicians in 1659, grew up in the
shadow of Westminster Abbey,
London, and was one of 12 boy
trebles in the Chapel Royal.

At the age of 18, he was appointed

“composer-in-ordinary for the king's
violins." In 1679, he became organist
of Westminster Abbey, and a year or
two later he married Frances Peters.

Building a career
For the next decade, Purcell's career
centered on court and chapel, with the
production of verse anthems, royal
odes, royal welcome songs (in which
the music repeatedly transcends the
sycophantic texts), and, in 1685,
coronation anthems for James Il. His
sets of viol fantasias and the Italianate
sonatas in three and four parts reveal
his genius, not least in their rich
chromatic harmonies. The poignantly
concise Dido and Aeneas (c.1683-1689)
tells the story of the love between
Aeneas, hero of Virgil's epic poem the
Aeneid, and the Carthaginian queen
Dido, who commits suicide when
Aeneas is tricked into abandoning her.
After James Il was overthrown in
1688, Purcell's creative activities
broadened. From 1689, he provided

> SCORE FROM THE FAIRY-QUEEN
This handwritten score is of the aria
“Thrice Happy Lovers” from Act 5 of
Purcell's semi-opera The Fairy-Queen
of 1692. The piece cautions against
jealousy and the “anxious Care and
Strife,/That attends a married Life.”

HENRY PURCELL

<1 DIDO AND AENEAS, SET DESIGN
Illustration of the set for Purcell’'s opera
Dido and Aeneas, designed by Francesco
da Bibiena in 1712. Bibiena, an architect,
not only built theaters, but was famous
for his spectacular set designs.

IN CONTEXT
Purcell and Queen Mary

In 1689, the accession of William IlI
and Mary Il to the throne marked a
crucial point in Purcell’s career. While
the king was something of a philistine,
Queen Mary loved music and was an
enthusiastic patron of the arts. For
her, Purcell wrote his finest birthday
odes, including the colorful “Come,
ye sons of art.” In March 1695, he
also provided the music for Mary's
funeral in Westminster Abbey. One of
the pieces sung at the burial service,
“Thou knowest, Lord, the secrets

of our hearts,” was performed at
Purcell’s own funeral later that year.

birthday odes for Queen Mary Il (see
box, right). But with the militaristic
William Ill opposed to elaborate
church music, he now began to write
for a broader middle-class audience:
in the published sets of “choyce ayres
and songs,” in incidental music for
plays, and in the “semi-operas” (as
the contemporary writer Roger North
dubbed them) for the Dorset Garden
Theatre, off Fleet Street. Purcell the
court composer had morphed into a
composer for the commercial stage.
All-sung opera, that dangerously
exotic Italian import, was still
deemed alien to the “robust” English
temperament. The recipe for public
success was to take an existing play,
fillet it, and stuff it with music, dance,
and spectacular scenic effects. These
multi-media extravaganzas, involving
separate casts of actors, dancers,
and singers, present a serious
challenge to today's producers and
are therefore rarely performed. Yet the
four semi-operas—Dioclesian, King
Arthur, The Fairy-Queen, and The Indian
Queen—from Purcell's final years
contain some of his most atmospheric
and melodically alluring music.

SILVER MEDAL FOR THE CORONATION
OF WILLIAM AND MARY, 1689
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Antonio Vivaldi

1678-1741, ITALIAN

Versatile and highly prolific, Vivaldi was the outstanding Italian composer
of his time as well as a celebrated violinist. However, after his death, he
was virtually forgotten and not rediscovered until the 20th century.

Vivaldi's name is inseparable from his
most famous work, The Four Seasons,
one of the most frequently performed
and recorded pieces in the classical
repertoire. However, these four violin
concertos represent only a tiny part
of his output. In addition to about 500
concertos (almost half of them for his

<! ANTONIO VIVALDI

The heavy wig that Vivaldi wears in

this anonymous contemporary portrait
hides his red hair, which earned him the
nickname il prete rosso (“the red priest”).

own instrument, the violin), he wrote
50 or so operas, of which 16 survive
complete and others in part, a large
amount of sacred music, numerous
sonatas for one or two instruments,
and various other compositions. Critics
have accused him of overproduction
and repetition, but his finest creations
rank among the greatest of their time.
Vivaldi was born in Venice and

although he traveled a good deal,
within Italy and elsewhere, he spent
most of his life in the city. His father,
who started out as a barber, was

such an good amateur violinist that he
was able to turn professional, and in
1685 he began working as a musician
at St. Mark’s Church.

Music and religion

Vivaldi inherited his father’s talent
on the violin, so a musical career
beckoned, but religion was also to
play an important role in his life.
In 1693, he began training for the
priesthood, perhaps influenced by
an uncle who was a priest at the
family’s parish church.

“I have heard him boast of composing
a concerto faster than a copyist could
write it down.”

CHARLES DE BROSSES, FRENCH VISITOR TO VENICE, 1739

<! VENICE, FRANCESCO GUARDI
This 18th-century painting of Venice is a
contemporary view of the city so closely
associated with Vivaldi. He was born,
ordained, and féted there for much of his
life, leaving just a year before his death.

I —)
IN CONTEXT
St. Mark’s, Venice

Vivaldi’s first known appearance as a
musician came at the age of 18, when
he performed alongside his father as
a violinist in St. Mark’s, Venice's most
important church. It was built mainly
in the late 11th century and has a
long tradition in music. The eminent
composers associated with it include
Giovanni Gabrieli, who was principal
organist in 1585-1612, and Claudio
Monteverdi, who was music director
in 1613-1643. Music featured not only
inside the church but also in religious
processions in St. Mark’s Square.

THE NAVE OF ST. MARK'S CHURCH,
VENICE, ITALY
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The title page of Vivaldi's Harmonic
Inspiration, published in 1711, shows

a dedication to Ferdinand, Grand Prince of
Tuscany, a great patron of the arts, and

of music in particular. Ferdinand'’s villa at
Poggio a Caiano near Florence was the
venue for many musical performances.

[> SCORE FOR OPUS 9, LA CETRA
Antonio Vivaldi dedicated his set of 12
concertos for the violin, entitled La cetra
(named after a lyre-like instrument), to
Charles VIl and presented the emperor
with a manuscript copy.

17TH AND 18TH CENTURIES

KEY WORKS

1711

L’estro armonico, a
set of 12 concertos,
is published in
Amsterdam and has
a wide influence.

1713

Vivaldi's first
opera, Ottone in
villa ((Emperor] Otto
at his Villa), has its

premiere in Vicenza.

c.1715

Writes Gloria, his
most famous piece
of choral music; it is
lost after his death
and not performed

1725

The Four Seasons

is published in
Amsterdam in a set of
12 concertos entitled
The Contest Between

1735

Griselda, an opera

in which Vivaldi
collaborates with
the playwright Carlo
Goldoni, has its

Vivaldi was ordained a priest in March
1703, at the age of 25. Six months
later, he was appointed violin teacher
at the Ospedale della Pieta (Hospital of
Mercy), a home for orphaned and
abandoned girls—one of four such
institutions in Venice. Music was part
of the curriculum at these homes and
by Vivaldi's time, the Pieta in particular
was famous for the quality of its choir
and orchestra. Leading composers
wrote music especially for them and
their concerts were eagerly attended.
In addition to teaching, Vivaldi's
duties at the Pieta came to include
composing, conducting, and buying
instruments. He kept his association

again until 1939.

with the home almost until the end of
his life. However, his other activities
and travels meant that his services
could not be exclusive, and his
character seems at times to have
caused conflict with the institution’s
administrators. He was notorious
for his vanity, boastfulness, and
touchiness about criticism, and
some contemporaries thought that
his worldliness conflicted with his
status as a priest.

International fame

Vivaldi's music was first published in
Venice in 1705, but more significantly,
in 1711 Estienne Roger, a Frenchman
working in Amsterdam,
published a collection of 12

of his concertos collectively
entitled L'estro armonico
(Harmonic Inspiration). Roger
was the most important music
publisher in Europe, partly
because of the quality of his
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engraving and printing, but
mainly because he had a highly
efficient distribution network,
with agents in Berlin, London,
Paris, and other cities. He played
a key role in securing Vivaldi's
international reputation.
Vivaldi's own travels also
helped spread his fame. His first
opera was produced in Vicenza

in 1713 and in 1718-1720 he
lived in Mantua—a city subject

Harmony and Invention.

premiere in Venice.

to the Holy Roman Empire—where
he wrote several works for the

court of the music-loving governor,
Prince Philip of Hesse-Darmstadt.

In the early 1720s, he spent much

of his time in Rome, where several of
his operas were performed (he was
the impresario as well as composer).
From late 1729 to early 1731, he
traveled in central Europe with

his elderly father, visiting Vienna

and perhaps also Prague.

Vivaldi's operas brought him into
contact with an attractive young
singer called Anna Giro (or Giraud),
who regularly appeared in them,
usually in a leading role, from 1726
to 1739. Although she was about
30 years younger than Vivaldi, there
was gossip that they were lovers. The
rumors were probably groundless,
but they damaged Vivaldi's career.

In particular, in 1738 the archbishop
of Ferrara forbade him to enter

the city and this led to canceled
performances of his operas there.

A late move to Vienna

By this time, Vivaldi's music had

in any case passed the peak of its
popularity in Italy and in 1740 he
moved to Vienna, hoping to win
further patronage from the emperor
Charles VI (the two had first met in
1728 and Charles—an accomplished
amateur musician—had treated

him generously). However, soon

‘Such playing has not been heard
before and can never be equaled ...”

J.F.A.VON UFFENBACH, ON HEARING VIVALDI PLAYING A SOLO, 1715



after Vivaldi arrived, Charles died
unexpectedly and the composer’s
career petered out. He died in
Vienna the following year and
was given a very modest funeral,
which suggests that he was short
of money. Although he had earned
a considerable amount throughout
his career, he also spent profusely,
not least on producing his operas.
After his death, Vivaldi's reputation
declined and he remained virtually
forgotten throughout the 19th century.
Scholarly interest in the composer
emerged in the early 20th century
and in 1926 was given a boost by
the discovery of a large collection
of his scores, including hundreds of
previously unknown works.
However, Vivaldi's popular fame
did not develop significantly until the
1950s, closely linked with the rise
of LP records, which first appeared
in 1948. The Four Seasons seemed
tailor-made for the new format
(with two concertos fitting neatly
on each side) and the work soon
caught the public imagination.

Concerto legacy

Although Vivaldi set great store by

his operas, they are now little known
and his reputation rests mainly on his
concertos. They are full of exuberant,
inventive music and notable for the
three-movement pattern that Vivaldi
established and that was copied by
countless others: a slow, lyrical middle
movement between two much quicker
ones—the first one typically majestic
and the third more playful. The Four
Seasons is also one of the earliest

and greatest examples of program
music—that is, music expressing a
narrative or pictorial idea: barking
dogs, rustic bagpipes, and icy
landscapes are among the vivid
images that Vivaldi conjures.

<l CHARLES VI OF AUSTRIA

Vivaldi met Charles Vl—depicted here
in a painting by Josef Kiss and Friedrich
Mayrhofer—while the emperor was
visiting Trieste. Charles became a

great admirer of Vivaldi's work,
conferring on him the title of knight.

ANTONIO VIVALDI 057

ON TECHNIQUE
The Baroque violin

The violins used in Vivaldi's time
are superficially similar to today’s
models, but there are significant
differences in their design. There

is no chin rest on the Baroque violin,
because early instrumentalists
played it in a lower position than
the one familiar today, and the
fingerboard is shorter. Strings
are made of organic materials
(sheep intestines) rather
than the metal or synthetic
materials that superseded
them. The sound produced
is typically lighter and more
intimate than that of the
modern violin. Specialist
performers of early
music often use
Baroque violins,
either original
instruments
or replicas.

BAROQUE VIOLIN, 1750
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> GEORG PHILIPP TELEMANN

The composer and organist helped
transform German music in the first
half of the 18th century. His astonishing
output, which embraced all the main
forms of composition, amounted to

a staggering 3,000 or so works.
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Georg P. Telemann

1681-1767, GERMAN

Open to every major style of composition, Telemann was a creative
powerhouse. He produced, among other treasures, some of the world's

finest late-Baroque instrumental works.



ceorG RTELEMANN [ (053

During his lifetime, Georg Philipp
Telemann was Germany's leading
composer. His output was vast: he
wrote almost 40 operas, more than
1,000 church cantatas, around 125
overture-suites, at least the same
number of concertos, 50 sonatas,

40 quartets, a mountain of chamber
music, and about 250 pieces for solo
keyboard. He harmonized 500 hymns
and published several dozen songs.
Yet Telemann was celebrated not for
the quantity but for the quality of his
work, for his innovation and invention,
his genius for combining diverse
musical styles, and his ability to

keep pace with changing tastes.

A secret passion
Telemann was born in Magdeburg
(see box, below) in 1681. His father
died soon after his birth. Although the
young Georg received singing lessons
and basic keyboard training, he was
essentially a self-taught musician and
composer. His mother disapproved of
his passion for music, and confiscated
all his instruments; like Handel, who
was 50 miles (80 km) south in Halle,
he practiced and composed in secret.
Family pressure and personal
ambition nudged Telemann to study
law at Leipzig University. After his
setting of Psalm 6 was performed at

IN CONTEXT
The Thirty Years’ War

Magdeburg, devastated during the
Thirty Years’ War (1618-1648), was
in ruins when Telemann was a boy.
Memories of bloodshed and famine,
the legacy of the Protestant city’s
destruction by Catholic forces in
1631, haunted its people. The shadow
of civil war focused German minds on
promoting national and international
peace via commerce and the arts.
German composers contributed to
the harmony of nations by creating
what became known as the “mixed
taste,” a union of different styles.
Telemann proved a musical alchemist,
able to transform what he called
“French liveliness ... Italian flattery ...
and the British and Polish jesting”.

THE FALL OF MAGDEBURG IN 1631,
DURING THE THIRTY YEARS' WAR

St. Thomas's, Leipzig's mayor invited
him to write works for St. Thomas's
and for New Church. Telemann formed
a student band soon after, became
musical director of Leipzig's opera
and organist of New Church, and fell
out with the envious Johann Kuhnau,
St. Thomas's overworked cantor.
During his Leipzig apprenticeship
and later in service to the Count of
Promnitz, Telemann mastered the
major European musical styles while
absorbing Polish and Moravian folk
music. He took jobs in Eisenach,
Bach's hometown, and in Frankfurt,
where he made a rich living as
city director of music and church
musician. In 1721, he accepted
an invitation to become cantor of
Hamburg's famous Johanneum
and the musical director of its
five main churches; he increased
his workload the following year
by becoming director of the city's
Gansemarkt Oper, Germany's first
public opera house.

Marital issues and workload
Telemann’s first wife had died in 1711.
His second wife, his junior by 17 years,
with whom he had eight sons and one
daughter, had an affair with a Swedish
military official that was satirized in

a Hamburg marionette play in 1724.

She also racked up heavy gambling
debts, paid off with help from her
husband's friends, before finally
leaving home in 1736.

Telemann'’s productivity in Hamburg
alone was superhuman. But he
still found time to freelance for the
Bayreuth and Eisenach courts; write
three autobiographies; maintain
friendships with Bach and Handel,
create the first German-language
music periodical; correspond
with talented young composers,
including his godson C.PE. Bach;
teach composition; write poetry;
broaden the bounds of what a
musician could be; and even take
up gardening. He remained active
as a composer into his eighties
and was still exploring the latest
musical styles shortly before his
death in 1767.

After his death, Telemann was
airbrushed from history, partly
because he was overshadowed
by Bach and Handel. However, in
recent years, performers have revived
select pieces from his Tafelmusik
(Table Music) of 1733—a vast survey
of almost every instrumental genre
of the day—and championed works
such as Hamburger Ebb und Fluht
(known as Water Music) and his
heart-rending Brockes-Passion.

A SCORE, SACRED CANTATA

This autographed score for Telemann'’s
Sacred Cantata shows the section for
the first violin. It is one of more than
1,000 church cantatas that he wrote.
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Jean-Philippe Rameau

1683-1764, FRENCH

Having always nursed ambitions to succeed on the stage, Rameau
produced his first opera at the age of 50. He never looked back,
becoming a highly distinguished Baroque composer and music theorist.

Jean-Philippe Rameau was born in
Dijon to a musical family. His father
was a church organist; Jean-Philippe
took a similar path, holding a series
of posts as an organist, which he
combined with writing and teaching.
It was Rameau’s writing that first
drew him to the public’s attention. His
Treatise on Harmony (1722) caused
a stir and became highly influential.
Two years later, a book of harpsichord
pieces cemented his reputation. He
continued to compose, concentrating
mainly on sacred music, but a major
breakthrough still eluded him. In part,
this may have been due to Rameau’s
prickly temperament (the writer
Voltaire was among those with whom
he had a tempestuous relationship).
Eventually, he found a patron in the

<! JEAN-PHILIPPE RAMEAU, c.1728
Rameau’s musical career was launched
after having taken a trip to Italy as a
young man and playing “as first fiddle”
with a group of traveling musicians.

C ;
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; ; ‘ * | Rameau's Code of Music
,:l-m tc[> jtag&h!s'opera }}fﬁgm:?ﬁfj Practice, published in 1760,
Ippolyte et Aricie In e o il | \as a leading work of music

1733. (The work later
divided the critics:
devotees of the

operatic composer
Jean-Baptiste Lully

found it too brash,

too “ltalian,” but it

also won many admirers.)

Seizing opportunity

Rameau took advantage of this
opportunity. During the 1730s,

he composed a series of operas,
including Castor et Pollux and Les
Indes Galantes, which became two

of his most popular productions. He
retained Lully’s varied format, with
its mix of spectacles, transformation
scenes, and ballet interludes—Lully’'s
works comprise lyric tragedy, the
opera-ballet, and the comedy-ballet.
Rameau favored a more dynamic

ATES e Nayegy et 0 o

EV#R”"(E,,]‘H

+ & o e .
G ™ | theory in the 18th century.

approach. He expanded
Lully’s string orchestra—
adding flutes, bassoons,
oboes, trumpets, and
drums—and created complex
harmonic interplays between his
choruses and his soloists. “Lully
needs actors,” he proclaimed, "but

| need singers.”

Altered perceptions

Rameau eventually achieved the
same renown as Lully. Many of his
later productions were staged at the
Paris Opéra or in royal palaces and, in
old age, Louis XV honored him with a
title, a pension, and the office of royal
composer. With the rise of Italian
comic opera, however, there was an
ironic turnaround in his reputation.

In his youth, the critics had dubbed
Rameau too ltalian (too ornate), but
during the “War of the Buffoons” (see
box, right), pamphleteers mocked
him for not being Italian enough, for
being a staid representative of the
old French school. His reputation
was restored in the 20th century.

<1 HIPPOLYTE ET ARICIE
Rameau'’s first opera was the lyric
tragedy Hippolyte et Aricie, shown
here at a performance in Toulouse
in 2009. Although written late in life,
the work propelled him to fame.

"IN CONTEXT
War of the Buffoons

In the early 1750s, Rameau became
embroiled in a war of words about the
relative merits of Italian comic opera
and its more serious counterpart in
France. The controversy was sparked
by the success of Giovanni Battista
Pergolesi's La serva padrona (The
Servant turned Mistress). Performed
by a troupe known as the Bouffons
(Buffoons), this prompted the French
philosopher Jean-Jacques Rousseau
to produce a pamphlet praising the
vigor of the Italians. A patriotic
exchange of pamphlets ensued. As
the leading operatic composer of

the day, Rameau was often branded

a reactionary figure in these texts.

ITALIAN COMPOSER GIOVANNI BATTISTA
PERGOLESI (1710-1736)
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17TH AND 18TH CENTURIES

Johann Sebastian Bach

1685-1750, GERMAN

Hailed by many as the greatest Baroque composer, Bach created music
ranging from oratorios to intimate keyboard pieces. His composition
combines mathematical complexity with profound humanity.

The last of eight children, Johann
Sebastian Bach was born in the to