[image: Cover: Interpreting Historical Keyboard Music, Sources, Contexts and Performance, edited by Andrew Woolley and John Kitchen, published by Routledge, Taylor & Francis Group]

Interpreting Historical Keyboard Music



Interpreting Historical Keyboard Music 

Sources, Contexts and Performance

Edited by

ANDREW WOOLLEY

Bangor University, UK

JOHN KITCHEN

University of Edinburgh, UK

[image: Logo: published by Routledge, Taylor & Francis Group, London and New York]


First published 2013 by Ashgate Publishing

Published 2016 by Routledge

 2 Park Square, Milton Park, Abingdon, Oxon OX14 4RN

 605 Third Avenue, New York, NY 10017, USA



Routledge is an imprint of the Taylor & Francis Group, an informa business

Copyright © Andrew Woolley and John Kitchen 2013

Andrew Woolley and John Kitchen have asserted their right under the Copyright, Designs and Patents Act, 1988, to be identified as the editors of this work.

All rights reserved. No part of this book may be reprinted or reproduced or utilised in any form or by any electronic, mechanical, or other means, now known or hereafter invented, including photocopying and recording, or in any information storage or retrieval system, without permission in writing from the publishers.

Notice:

Product or corporate names may be trademarks or registered trademarks, and are used only for identification and explanation without intent to infringe.

British Library Cataloguing in Publication Data
A catalogue record for this book is available from the British Library

The Library of Congress has cataloged the printed edition as follows:

Interpreting historical keyboard music : sources, contexts and performance / edited by
Andrew Woolley and John Kitchen.

       pages cm. -- (Ashgate historical keyboard series)

  Includes bibliographical references and index.

  ISBN 978-1-4094-6426-6 (hardcover) -- ISBN 978-1-3155-8959-6 (ebook) -- ISBN 978-1-31711-355-3 (epub) 1. Keyboard instrument music--History and criticism. 2. Keyboard instrument music--Interpretation (Phrasing, dynamics, etc.) 3. Performance practice (Music) I. Woolley, Andrew, editor of compilation. II. Kitchen, John, 1950- editor of compilation.

  ML549.I58 2013

  786.09--dc23

2013010552

ISBN 9781409464266 (hbk)
ISBN 9781315589596 (ebk-PDF)
ISBN 9781317113553 (ebk-ePUB)

DOI: 10.4324/9781315589596


Contents


	List of Figures

	List of Tables

	List of Music Examples

	Notes on Contributors

	Series Editors’ Preface

	Preface

	List of Abbreviations




	Introduction




	PART I RENAISSANCE KEYBOARD MUSIC

	Some Aspects of P-Cug, MM 242: António Carreira’s Keyboard tentos and fantasias and their Close Relationship with Jacques Buus’s ricercari from his Libro primo (1547)
Filipe Mesquita de Oliveira


	Making Connections: William Byrd, ‘Virtual’ Networks and the English Keyboard Dance
David J. Smith


	William Byrd’s My Ladye Nevells booke (1591): Negotiating between the stile antico and stile moderno in the Solo Keyboard Repertory
Walter Kurt Kreyszig





	PART II SEVENTEENTH-CENTURY KEYBOARD MUSIC

	Giovanni Maria Trabaci and the New Manner of Inganni: A Musical Mockery in The Early Seicento Ricercare
Massimiliano Guido


	Places of Memory and Invention: The Compositional Process in Frescobaldi’s Manuscripts
Christine Jeanneret


	The Libro di Fra Gioseffo da Ravenna: A Little Light on a Seventeenth-Century Italian Keyboard Collection
Barbara Cipollone


	A Discourse of Styles: Contrasting Gigue Types in the A Minor Jig from The Purcell Partial Autograph, GB-Lbl, MS Mus. 1
Terence Charlston





	PART III PERFORMANCE PRACTICE

	Questions of Keyboard Temperament in the Sixteenth Century
John Koster


	Seventeenth-Century Harpsichords: Playing the Four-Foot Stop
Peter Mole


	‘In playing those bells, his amazing dexterity raised my wonder much higher’: Carillon Performance Practice in the Seventeenth and Eighteenth Centuries
Carl Van Eyndhoven


	Dynamics and Orchestral Effects in Late Eighteenth-Century Portuguese Organ Music: The Works of José Marques e Silva (1782–1837) and the Organs of António Xavier Machado e Cerveira (1756–1828)
João Vaz


	Czerny and the Organ: Pragmatism, Prestige and Performance Practice
Iain Quinn





	PART IV PERSPECTIVES ON EIGHTEENTH-CENTURY REPERTOIRE

	Some Reflections on François Couperin’s ‘New and diversified character’
Jane Clark


	Music for Connoisseurs and Amateurs: C.P.E. Bach and the Keyboard
Susan Wollenberg


	João Cordeiro da Silva (1735–1808?): A Portuguese Galant Keyboard Composer
Mário Marques Trilha





	PART V THE NINETEENTH-CENTURY PIANO AND REPERTOIRE

	Grand and Grander: Economic Sidelights on Piano Design and Piano Salesmanship in Early Nineteenth-Century Vienna
Tilman Skowroneck and Andrew Pinnock


	Left-Hand Techniques in Carl Czerny’s Pedagogical Piano Works and Nineteenth-Century Pianism
Katherine Wong


	In the Footsteps of Jean Paul: Sonority and Pedalling in Robert Schumann’s Papillons, Op. 2
Balder Neergaard


	A Forgotten Repertoire: The Emergence of Female Piano Composers in Nineteenth-Century Portugal
Nancy Lee Harper








	Bibliography

	Index



List of Figures


	1.1 Fray Thomas de Sancta Maria, Arte de tañer fantasia … (Valladolid: Francisco Fernández de Córdoba, 1565), fol. 56

	5.1 Paris 64, fol. 1. With kind permission of the Bibliothèque nationale de France

	5.2 Frescobaldi’s exercises, Chigi 205–6, fol. 118. With kind permission of the Biblioteca Apostolica Vaticana

	6.1 Anon., ‘Cappellina’ (detail) (I-RAc, Ms. 545, fol. 58v). Reproduced with kind permission of the Biblioteca Classense, Ravenna

	8.1 ‘Table for tuning clavichords or harpsichords and other similar stringed instruments’ from Simon de Quercu, Opusculum musices (Vienna, 1509), sig. f2

	9.1 Cross-section through a double-manual harpsichord © Andreas Beurmann

	11.1 Schematic section of an organ by Machado e Cerveira

	14.1 C.P.E. Bach’s sonata movements: implications of the formal repeats




List of Tables


	1.1 Inventory of P-Cug, MM 242, fols 1–40v

	1.2 Average percentage of bars in glossed style in three distinct groups of works, which are by, or attributed to, António Carreira

	1.3 Comparison of the average percentage of voice crossings per bar in the tentos and fantasias by, or attributed to, António Carreira

	1.4 Widest part ranges in the ricercari of Jacques Buus, as recomposed in MM 242, compared with the widest part ranges in the tentos and fantasias by, or attributed to, António Carreira

	4.1a–c Subjects (a–c) and their inganni from Giovanni Maria Trabaci, Ricercar del Quarto Tono

	4.2 Summary of annotations present in the tavola and score from Giovanni Maria Trabaci’s Second Book of ricercari (1615)

	4.3a–c Sample subjects from Giovanni Maria Trabaci’s Ricercar Primo, Ricercar Terzo and Ricercar Quarto compared with modified versions

	5.1 List of concordances for Paris 64

	6.1 Contents of I-RAc, Ms. 545

	7.1 Purcell’s jigs for keyboard

	7.2 Jigs in Purcell’s theatre suites and other instrumental music

	8.1 Modern interpretations of the tuning described in Arnolt Schlick, Spiegel der Orgelmacher und Organisten (1511), expressed in cents (1/100 of an equal-tempered semitone), with meantone tunings for comparison

	8.2 Various divisions of the whole tone into diatonic and chromatic semitones compared with Tomas de Santa Maria’s preferred whole tone of 9+ commas, divided into semitones of 4+ and 5+ commas, and with the alternative, reported by him, of 7+ commas divided into 3+ and 4+ commas

	8.3 Comparison of one-eighth of a tone and the diesis in various tunings

	12.1 Robert Cocks’s editions of Czerny’s organ music and their parallel Continental editions

	14.1 C.P.E. Bach, H 30, first movement, outline of form


         

          
List of Music Examples

          

	1.1 Attributed to António Carreira, [Tento a quatro de 7° tom], bars 91–97

	1.2 Jacques Buus, Ricercare nono, as recomposed in MM 242, fols 3–5 (Rees no. 3), bars 1–8

	1.3 António Carreira, [Tento a quatro em Fá], MM 242, fol. 6 (Rees no. 4), bars 108–115

	2.1 ‘Paired cadence’ in pavans by Byrd, Philips and Morley

	2.2 Motivic correspondence between Passamezzo pavans by Byrd and Philips

	2.3 Use of chromatic fourth motif in ‘Dolorosa Pavana’ by Philips and Tomkins, ‘Pavana Anglica’, as set by Philips

	4.1 Giovanni Maria Trabaci, Ricercar del Quarto Tono, bars 1–14

	4.2 Giovanni Maria Trabaci, Ricercar del Quarto Tono, bars 19–30

	4.3 Giovanni Maria Trabaci, Ricercar Undecimo, bars 71–end

	4.4 Giovanni Maria Trabaci, Ricercar Undecimo, bars 46–60

	4.5 Hypothetical solution for ‘Inganni della fuga terza’ from Giovanni Maria Trabaci, Ricercar Undecimo, bars 47–49

	4.6 Giovanni Maria Trabaci, Ricercar Undecimo, bars 34–51

	5.1 Ostinato of seconds in Toccata settima, I-Tn, Giordano 1 and in Corrente, Paris 64, fol. 4v

	5.2 Concordances between Corrente and Corrente prima

	5.3a – c Corrente, Paris 64

	5.4 Identical module in Corrente (fol. 2, bars 2–3) and Corrente (fol. 11, bars 15–16)

	6.1 Anon., ‘Toccata’ (I-RAc, Ms. 545, no. 4), bars 37–42

	6.2 (a) Anon., ‘La Barriera’ (I-RAc, Ms. 545, no. 48), bars 1–8, compared with (b) the opening of Girolamo Frescobaldi, Capriccio sopra la Battaglia (F.2.31)

	7.1 Albertus Bryne, ‘Jigg-Almaine’ in A minor, opening

	7.2 Anon., A minor jig, melodic motives

	7.3a– l English and Continental jig/gigue openings of the late seventeenth century

	10.1a-c Notations in eighteenth-century carillon books

	10.2 Opening of Joseph-Hector Fiocco, ‘Andante’, Pieces de clavecin … oeuvre premier (Brussels, [1730]), p. 14 (a), compared with an adaptation in the de Gruÿtters carillon book (no. 49) (b)

	10.3 Opening of Joseph-Hector Fiocco, ‘L’Angloise’, Pieces de clavecin … oeuvre premier (Brussels, [1730]), p. 1 (a), compared with an adaptation in the de Gruÿtters versteekboek (fol. 7) (b)

	10.4a– c Opening of Anon., Marche, as preserved in two carillon books (a, b) and de Gruÿtters’s versteekboek (c)

	Figure 11.1 Schematic section of an organ by Machado e Cerveira

	11.1 José Marques e Silva, Fantasia in C major, ‘Allegro brilhante’, bars 59–62

	11.2 José Marques e Silva, Te Deum (1813) (‘Patrem immensae majestatis’), bars 30–35 (P-Mp, R. Mms 13/2)

	11.3 José Marques e Silva, Versos de 1° tom, V, bars 12–15

	11.4 José Marques e Silva, Versos de 1° tom, IV, bars 18–21

	11.5 José Marques e Silva, Magnificat (1834), bb. 17–20

	11.6 José Marques e Silva, Te Deum (1813) (‘Te martyrum candidatus’), bars 1–2

	11.7a Ramón Ferreñac, Versos de octavo tono para el Benedictus, II, bars 1–4

	11.7b José Marques e Silva, Versos de 5° e 7° tom, II, bars 1–4

	11.8a Ramón Ferreñac, Versos de octavo tono para el Benedictus, III, bars 1–6

	11.8b José Marques e Silva, Versos de 5° e 7° tom, IV, bars 1–4

	12.1 Extract from Czerny, Op. 607, showing introduction of countersubject

	14.1 C.P.E. Bach, H 30, first movement, bars 37–41

	14.2 C.P.E. Bach, H 30, first movement, opening bars

	14.3 C.P.E. Bach, H 30, first movement, bars 9–13

	14.4 C.P.E. Bach, H 30, first movement, bars 21–23

	14.5 C.P.E. Bach, H 508, third movement (finale), bars 20–28

	14.6 C.P.E. Bach, H 34, second movement, bars 1–10

	15.1 João Cordeiro da Silva, Sonata in C major, opening, F-Pn, Vm7 4874, nos 27 (with composer attribution) and 18 (ossia showing left-hand part)

	15.2 João Cordeiro da Silva, Sonata in C major, extract from second half as in P-Ln, MM 4530, fol. 5, and P-Ln, MM 4530, fols 1v–2

	15.3 João Cordeiro da Silva, Minuet III, openings of each half (P-Ln, MM 69//10)

	17.1 Johann Nepomuk Hummel, Instructions, Part 1, extracts from pp. 9 (a), 28 (b) and 34 (c)

	17.2 Carl Czerny, Op. 500, vol. 2, p. 56 (a); vol. 2, p. 136 (bars 1–2 and 17–18) (b); Op. 299, no. 1 (bar 5) and no. 2 (bar 5) (c); Op. 453, no. 73 (bars 1–2) and no. 74 (bars 1–2) (d)

	17.3 Czerny, Op. 500, ‘Study for the left hand only’, bars 1–3

	17.4 Czerny, Op. 735, no. 1 (bars 1–2 and 8–10) (a), and no. 2 (bars 1–2) (b)

	17.5 Czerny, Op. 500, vol. 1, p. 24 (a); Op. 299, no. 10 (bars 1–2) (b); Op. 500, vol. 3, p. 13 (c); Op. 299, no. 34 (bar 1) (d); Op. 500, vol. 1, p. 91 (bars 1–4) (e) Czerny, Op. 821 no. 27 (bar 1) (f); Op. 500, vol. 2, p. 158 (g); Op. 500, vol. 3, p. 75 (h); Op. 821 no. 150 (bars 1–2) (i)

	17.6 Czerny, Op. 500, vol. 1, p. 18 (a); Op. 821, no. 151 (bars 1–2) (b); Op. 821, no. 160 (bar 1) (c)

	18.1 Robert Schumann, Papillons, Op. 2, no. 6, bars 1–6

	18.2 Walt’s theme (above) and Großvatertanz (below)

	18.3a Papillons, no. 1, bars 12–14

	18.3b Papillons, no. 12, bars 13–14 and 19–21

	18.4a Papillons, no. 10, bars 53–57

	18.4b Papillons, no. 11, bars 32–34

	18.5 Papillons, no. 12, bars 43–45, 57–62 and 68–69

	18.6a Papillons, no. 10, bars 25–28

	18.6b Papillons, no. 10, bars 41–48

	18.7 Papillons, no. 5, bars 5–9 and 13–15

	18.8a Papillons, no. 7, bars 1–8

	18.8b Papillons, no. 7, bars 17–20

	19.1 Josephine Amann, Danse des nymphes, polka francaise, Op. 27 (1884), p. 1


        

List of Contributors

Terence Charlston is a specialist performer on early keyboard instruments. He can be heard on nearly a hundred commercial recordings and has published a number of pioneering editions of seventeenth- and eighteenth-century keyboard music. Well-known to chamber music audiences, his performing work with the ensembles London Baroque and Florilegium has taken him all over the world. He founded the Department of Historical Performance at the Royal Academy of Music, London in 1995. He is Professor of Harpsichord at the Royal College of Music, London and International Visiting Tutor in Harpsichord at the Royal Northern College of Music in Manchester.

Barbara Cipollone is a pianist and harpsichordist and has a degree in Preservation of Cultural Heritage and a PhD in Musicology from the University of Bologna. Her main research interests are in the fields of seventeenth- and eighteenth-century keyboard music (combining performative and musicological skills), music printing and publishing, poetry for music, editions of keyboards music, opera scores and librettos. She worked at the editing of Petrarca texts published in the digital archive ‘Petrarca in musica’ (within the European project ‘Digital archives for the safeguard of European musical heritage’) and has been collaborating with Bärenreiter Verlag and the University of Chicago for the Rossini critical edition.

Jane Clark is well-known as a harpsichord recitalist in Europe and the USA. Her research into the music of François Couperin and Domenico Scarlatti has received international recognition. The second edition of ‘The mirror of human life’: Reflections on François Couperin’s Pièces de Clavecin, in which she collaborated with Derek Connon, is published by Keyword Press.

Carl Van Eyndhoven graduated in organ and music pedagogy at the Lemmensinstituut, Leuven (B) and carillon at the Netherlands Carillon School. He has a PhD in seventeenth-century carillon performance practice from Leuven University and is Vice Dean for research at the Faculty of the Arts (LUCA).

Massimiliano Guido holds degrees from Pavia University (doctorate and laurea in Musicology), Göteborg University (Master of Music Research), and organ and harpsichord diplomas. He served as Post-doctoral Researcher at Pavia University, and took up the same position at the Schulich School of Music of McGill University in 2011. He has recently been awarded the prestigious Banting Foundation Fellowship for carrying on his research about music theory and keyboard improvisation in the Baroque at McGill (2012–14)

Nancy Lee Harper has performed and taught on four continents as pianist, harpsichordist, and fortepianist. Specializing in Iberian music, she has authored Manuel de Falla: a Bio-bibliography (Greenwood Press, 1998), Manuel de Falla: His Life and Music (Scarecrow Press, 2005), and Portuguese Piano Music: An Introduction and Annotated Bibliography (Scarecrow Press, 2013), as well as a three-volume CD anthology of Portuguese Piano Music (Numérica) and scores of articles in 5 languages in the areas of Piano Performance and Pedagogy, Music-Medicine, and Musicology. She is Associate Professor of Piano with Distinction at the Universidade de Aveiro in Portugal.

Christine Jeanneret (University of Geneva) devotes herself to research in critical editions and historical and philological studies on Renaissance and Baroque Italian music. She has published one book on the manuscript heritage of Frescobaldi (Olschki, 2009) and several articles on Roman cantatas, late madrigals and Italian keyboard music. She was Associate Researcher at Yale University in 2009 for a project on Francesco Cavalli with Ellen Rosand.

John Koster studied Music History at Harvard College. Before assuming his present position as Conservator, Curator of Keyboard Instruments, and Professor of Music at the National Music Museum, University of South Dakota, during 1990–91 he held an Andrew W. Mellon Senior Fellowship at The Metropolitan Museum of Art in New York. His book Keyboard Musical Instruments in the Museum of Fine Arts, Boston (Boston, 1994) and article ‘A Harpsichord by Diego Fernández?’ (Galpin Society Journal, 2011) have received the Bessaraboff and Densmore Prizes of the American Musical Instrument Society.

Walter Kreyszig is currently Professor of Musicology and a member of the Executive Committee of Classical, Medieval and Renaissance Studies of the University of Saskatchewan, a member of the Center for Canadian Studies at the University of Vienna, a Deputy Director General of the International Biographical Centre (Cambridge, England) and a Fellow of the American Biographical Institute (Raleigh, North Carolina). His papers on the Renaissance and Baroque eras have been published in Dietrich Buxtehude and Samuel Scheidt (Saskatoon, 1988); Acta musicologica (1993); Conference on Editorial Problems (Toronto, 1997); Jahrbuch des Stiftes Klosterneuburg (1997), Musik als Text (Kassel, 1998); Musicological Studies (Ottawa, 2004); Schriften des Händel-Hauses in Halle (Halle an der Saale, 2006); L’arte armonica: Studi e Testi (Rome, 2007); Supplementa Humanistica (Louvain, 2008); Cambridge Handel Encyclopedia (Cambridge, 2009); Music in Art (2010); Wiener Veröffentlichungen zur Theorie und Interpretation der Musik (Vienna, 2012); and in Ad Parnassum (2012).

Peter Mole is an amateur harpsichordist and organologist. His doctorate, for a dissertation on the English spinet, was awarded by the University of Edinburgh in 2009. He has contributed to The Galpin Society Journal, Early Music and The Journal of the American Musical Instrument Society and has recently completed a translation of Andreas Beurmann’s catalogue of his harpsichord collection. He is currently working with Charles Mould on a book about the Kirkman harpsichords.

Balder Neergaard was admitted to the Royal Danish Academy of Music in Copenhagen in 2000 after early studies with Jakob Westh, continuing his studies with Tove Lønskov. Since 2004, Balder has studied in London, where he studied at the Royal College of Music with the late Yonty Solomon and Kevin Kenner, receiving his Bachelor of Music degree in 2006 and his Master of Music degree with distinction in 2008. Balder is currently a doctoral researcher at the Royal College of Music, where he studies the early pianism of Robert Schumann under the supervision of Natasha Loges, Geoffrey Govier and Paolo Giacometti.

Filipe Mesquita de Oliveira is Assistant Professor in the Music Department of the University of Évora. His research field is sixteenth- and seventeenth-century Portuguese instrumental music, particularly for keyboard. He is currently coordinating a project about Évora’s music heritage, called Study of the Évora Musical Archives: Cathedral and Public Library.

Andrew Pinnock is Head of Music and Reader in Musicology, Arts Management and Cultural Policy at the University of Southampton. His research focuses on arts management and cultural policy, cultural economics and early English opera.

Iain Quinn (PhD (Dunelm), FRCO) is an Assistant Professor at Florida State University. He was previously a Doctoral Fellow at the University of Durham, Visiting Fellow at Harvard University, and a Lecturer at Western Connecticut State University. His research interests include American music, nineteenth-century Britain and music and literature.

Tilman Skowroneck holds a PhD degree from the University of Gothenburg, Sweden. His first book Beethoven the Pianist was published by Cambridge University Press in 2010. In 2009 he received postdoctoral fellowship from the Swedish Research Council for a two-year research project entitled ‘Stability and Change in Early Romantic Viennese Piano Culture’, carried out in cooperation with the University of Southampton. Tilman presently lectures on harpsichord and continuo at the University of Gothenburg, and is writing a book about early romantic Viennese piano builders.

David J. Smith is Professor of Music at the University of Aberdeen. He has published on early keyboard music, Scottish music manuscripts, Peter Philips (1560/61–1628) and has been invited to speak at international conferences and festivals. His edition of the complete keyboard works of Peter Philips is published in the scholarly series Musica Britannica, and he is currently working on another volume containing the complete consort music of Philips and Richard Dering.

Mário Marques Trilha holds a doctoral degree in music at the University of Aveiro. He is Artistic Director of the series ‘Music at the Museum of Aveiro’. He has recorded a disc of music from the court of D. João VI and D. Carlota (2008), a disc of eighteen-century Portuguese sacred music dedicated to the Princess Joana of Aveiro with the ensemble Joanna Musica (2009), and José Palomino’s harpsichord concerto with the Amazon Baroque Ensemble (2012), all for the Numérica label. Currently he is a post-doctoral Research Fellow at CESEM, University of Lisbon.

João Vaz holds a doctorate in Music and Musicology with a thesis on late-eighteenth-century Portuguese organ music, an area on which he has been particularly focused, both as an organist and as a researcher. At present, he teaches at the Lisbon School of Music and at the Catholic University in Oporto. He is artistic director of the Lisbon International Organ Festival and of the Madeira Organ Festival and titular organist of São Vicente de Fora in Lisbon. He also acted as permanent adviser for the recent restoration of the six organs in the Basilica of Mafra

Susan Wollenberg is Professor of Music at the University of Oxford, Faculty of Music, Fellow and Tutor of Lady Margaret Hall, and Lecturer in Music at Brasenose College. Her publications include Music at Oxford in the Eighteenth and Nineteenth Centuries (2001); Concert Life in Eighteenth-century Britain (2004), co-edited with Simon McVeigh; The Piano in Nineteenth-century British Culture: Instruments, Performers and Repertoire (2007), co-edited with Therese Ellsworth; Schubert’s Fingerprints: Studies in the Instrumental Music (Ashgate 2011); and co-editor, with Aisling Kenny, of Women in the Nineteenth-Century Lied (Ashgate, forthcoming).

Katherine Wong acquired her PhD in Musicology at the University of New South Wales of Australia, specializing in the nineteenth-century piano pedagogy. She was Chief Music Officer of the Music Office of the Hong Kong Special Administrative Region. Her research papers cover piano playing, posture and touch, fingering, terminologies in keyboard pedagogical work, piano pedagogy work and social needs.


Series Editors' Preface

The Ashgate Historical Keyboard Series is designed to provide a natural home for studies in all aspects of keyboard music by musicologists, organologists and analysts, as well as for performers and instrument makers engaged in practice-led research. It therefore provides an outlet for research in the field of keyboard studies in its broadest sense, straddling many and various approaches and research methods in the study of music. What makes the series cohesive is the focus on keyboard music; what lends it vibrancy is its embracing of all historical contexts and styles. The format of each volume is likewise flexible, ranging from monographs, editions of theoretical texts and their translation, to multi-author volumes.

‘Historical’ should not be taken to imply ‘early’. Although the word ‘historical’ may conjure up images of early instruments (pre-1800), it is in fact open-ended and non-prescriptive. It is used in the sense of the author not being directly involved in the creation of the musical artefact (except perhaps in the case of reconstructions of instruments); it implies objectivity, or in other cases reinterpretation, by virtue of being removed from an earlier creative context, or belonging to a different one. The series is therefore concerned with the music of the past, including potentially that of the most recent past.

Academics and students often have interests in keyboard music which extend across chronological boundaries and embrace music intended for different instruments. This series not only provides a natural home for research in the field of keyboard studies, but also allows libraries and individuals to subscribe to a series of publications that are of benefit to a wide range of readers.

David J. Smith and Andrew Woolley


Preface

This collection stems from papers presented at a conference on historical keyboard music held at the University of Edinburgh in July 2011. Many authors took the opportunity to revise and expand their work following an invitation to contribute. The editors would like to express thanks to Laura Macy at Ashgate for encouragement and advice as the volume took shape, and to the individual contributors for their flexibility and willingness to respond quickly to edits. Thanks are also due to Erasmo Estrada and Eleanor Smith, co-organisers at the 2011 conference, without whom the compilation of the volume would have been impossible.

Andrew Woolley

John Kitchen
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Introduction

DOI: 10.4324/9781315589596-1

Research in the field of keyboard studies, especially when intimately connected with issues of performance, as well as broader historical ones, is often concerned with the immediate working environments and practices of musicians of the past. The keyboard has functioned, and continues to function, as a pedagogical tool, and has served as the ‘workbench’ of countless musicians over the centuries. In the process it has shaped the ways in which many historical musicians achieved their aspirations, and how they went about meeting creative challenges. Given the turn of interest, in recent decades, towards a contextualised understanding of creative processes in music, keyboard studies appears well placed to contribute to the exploration of this wider concern.1 The present collection of nineteen essays attempts to encompass the range of research in the field, bringing together contributions from performers, organologists and music historians, many of whom cross these arenas. Questions relevant to issues of creative practice in various historical contexts, and of interpretative issues faced today, form a guiding thread. In terms of subject matter they range widely – the chronological scope of the book is c.1500–c.1900 – reflecting a desire to illustrate certain common methodologies, and especially, a shared interest in this music in performance. The collection also combines considerations of ‘familiar’ repertoire with the less well known, which might otherwise be ignored, or considered ‘peripheral’ to histories that privilege certain kinds of music, musical traditions, and narratives of development.

1 The music of Purcell and Mozart, for instance, has been scrutinised recently in relation to broader creative environments. In the case of Purcell, this is documented primarily through the autograph sources and related sources. See, for example, Rebecca Herissone, ‘™Fowle Originalls∫ and ™Fayre Writeing∫: reconsidering Purcell’s compositional process’, Journal of Musicology, 23 (2006): pp. 569–619. Simon P. Keefe has brought to bear the concept of ‘stylistic reinvention’ to describe innovations in Mozart’s later instrumental music, and also the ways in which revisions to the solo piano concertos enhanced Mozart’s performer–composer identity. See his Mozart’s Viennese instrumental music: A study of stylistic re-invention (Woodbridge: Boydell & Brewer, 2007), and also his ™‘We hardly knew what we should pay attention to first∫: Mozart the performer–composer at work on the Viennese piano concertos’, JRMA, 134/2 (2009): pp. 185–242.

Since surviving sources are few in number, new discoveries relating to sixteenth-century repertoire are comparatively rare. Filipe Mesquita Oliveira’s work on two important Portuguese sources at Coimbra has, however, brought to light concordances (in addition to those previously known) with the published ricercari of Jacques Buus. The discovery has added significance since the same works appear in unembellished form in another Coimbra manuscript, the likely source of the transcriptions. It has prompted a re-assessment of Buus’s influence on Portuguese music in the second half of the century. Oliveira identifies several features that point to the development of an idiomatic keyboard style, initially surfacing in the ricercari elaborations, and which is developed further in fantasia-type pieces that modern scholars have attributed to António Carreira. These observations also point to the way in which musical styles had the opportunity to develop in unexpected ways, highlighting potential connections that might otherwise escape the notice of modern analysts. Similar considerations are not far in the background of two chapters on William Byrd. The notion of a ‘linear’ development in keyboard style in England may be reconsidered in the light of what David J. Smith calls a ‘virtual’ network. The network is ‘virtual’ because of the implicit nature of the evidence, which in turn has implications for how ‘influences’ were transmitted in practice, especially between musicians whose geographical separation would not have allowed them to be in regular contact. Walter Kurt Kreyszig also reconsiders some of the key questions relating to the development of Byrd’s keyboard style, specifically in My Ladye Nevells booke, bringing to bear a view of the composer’s wider oeuvre and situating him within broader continental developments around the turn of the century.

Returning to the topic of the ricercare, Massimiliano Guido articulates the innovations of Giovanni Maria Trabaci in the early seventeenth century, revealing the composer’s remarkably inventive approach to inganno technique. This technique is where, broadly speaking, the hexachordal profile of a subject is nominally retained, while its actual pitches are chromatically altered. Combined with other contrapuntal techniques, such as inversion, the result is an extreme ‘mockery’ of orthodoxies that had been established over the previous century – one that has implications for how Trabaci’s contemporaries and successors approached the ricercare and related genres. With Christine Jeanneret’s consideration of Frescobaldi’s manuscripts in the light of manuals on composition and extemporisation – with which the Italian context seems to be especially well blessed – the topic of a seventeenth-century musician’s compositional ‘strategies’ is taken from another angle. Frescobaldi’s ‘modular’ approach, revealed with remarkable clarity in one of the autograph manuscripts resembling a ‘draft’, shows the way in which formulaic fragments were subject to continuous reworking and recombination. The manuscript is particularly interesting from the point of view of its function, since its partially illegible notation seems to reflect a creative phase situated between the act of performance and composition.

In Barbara Cipollone’s chapter we move northwards to reconsider a remarkable collection, probably emanating from Ravenna in the 1630s, broaching one of the long-standing quandaries for anyone who has worked on seventeenth-century keyboard sources. The significant amount of quality anonymous pieces in this collection offers pause for thought, and an invitation to further research on the repertoire of these sources as a whole. From a different perspective, Terence Charlston considers an anonymous jig that circulated widely in keyboard sources in England in the late seventeenth and early eighteenth centuries, and which is connected to both John Blow and Henry Purcell. The piece was included by Purcell in the autograph manuscript GB-Lbl, MS Mus. 1, although it is probably not by him. In the process, Charlston evaluates the repertoire of jigs in England from the late seventeenth century, and points to how composers experimented with this, and by implication other dance prototypes, which had earlier been given their ‘classic’ identities around the middle of the century by Froberger and others.

At the centre of this book are five chapters dealing primarily with performance practice issues. John Koster puts under scrutiny the orthodoxy that quarter-comma meantone temperament is uniformly appropriate for most keyboard music of the sixteenth century both by examining repertoire and interpreting the descriptions of tuning by practising musicians (building upon previous work in this area). Many musicians are likely to have been content with ‘compromised’ temperaments, such as fifth- and sixth-comma, which also represent a more natural progression from earlier Pythagorean tuning. The tendency to see temperaments moving gradually towards equal temperament (beginning with quarter-comma meantone) also betrays the perspective of the eighteenth and nineteenth centuries. Peter Mole, in a similar spirit, reflects upon the functions of the harpsichord’s four-foot stop, and the extent to which it might have been used independently of eight-foot pitch in the seventeenth century.

The performance practice of carillonneurs in the Low Countries in the seventeenth and eighteenth centuries has been researched by Carl Van Eyndhoven through both source- and practice-based work. Among the sources available are the versteekboeken (re-pinning books), which contain instructions for the pinning of the drums of an automatic carillon. The automatic instruments reveal the extent to which the music for carillon was elaborated with improvised preludes and ornamentation, a feature of the performance practice that is only glimpsed at in the collections that were used by carillonneurs in their own performances. This research appears to have wider implications for improvised practices, and for the relationship between notation and performance, in the eighteenth century and beyond. In the two chapters that follow, aspects of organ performance practice in the late eighteenth and early nineteenth centuries are considered. João Vaz looks in detail at instruments of Machado e Cerveira, and at how their particular characteristics, and other Portuguese examples, had a profound influence on the music that was being written for them. In considering the organ works of Carl Czerny, Iain Quinn shows the extent to which this composer, who was probably received more warmly in Britain than anywhere else, was able to ‘tailor’ his music to a public that both favoured traditions of Germanic musical culture and Czerny’s ‘pragmatic’ accessibility.

Influences that have coloured received views of two major figures are reflected upon by Jane Clark and Susan Wollenberg. François Couperin’s enigmatic keyboard style has fascinated and perplexed in equal measure, but according to Clark, careful reading of the composer’s prefaces, and the background to the titles, helps us to see the music on its own terms and offers a bounty of interpretative insights. On the other hand, the historical position of C.P.E. Bach, residing ‘between’ the music of his father and the standard bearers of German classicism, resulted in several long-standing conceptions of his musical style, which have been gradually re-evaluated over the past thirty years and more. As Wollenberg shows, these continue to have a ‘grain’ of truth, and it is in the nuancing of them that a balanced view is to be found. Before leaving the eighteenth century, Mário Marques Trilha’s chapter offers an assessment of the harpsichord music of João Cordeiro da Silva, whose small surviving output presents interesting broad parallels with early Haydn.

This collection is rounded off with a quartet of chapters on various aspects of nineteenth-century piano music and instruments. Tilman Skowroneck and Andrew Pinnock outline an economic explanation for the factors that drove the expansion of piano compasses in the early years of the century. There has been a tendency to see this as something of a ‘one-track’ development, motivated primarily by purely musical considerations, and occurring in steady incremental stages, but the varied evidence does not bear this out. We briefly return to a consideration of Czerny, and his better-known piano exercises, in Katherine Wong’s chapter, which draws attention to their wider significance for the development of piano technique in the nineteenth century. As a codifier of techniques that had become established by early nineteenth-century virtuosos, Czerny seems to have made an important mark in this area, which could easily be overlooked. Balder Neergaard’s chapter revisits the literary inspiration that Schumann drew upon in Papillons, Op. 2, which had a formative influence on this work and later ones (such as Carnaval, Op. 9). The framing of elements of the narrative of Jean Paul Richter’s novel Flegeljahre may be further seen in Schumann’s use of pedal markings, whose operative function resembles the ‘special effects’ of pedal markings in the music of earlier composers, rather than general markings, typical of later music. Finally, Nancy Lee Harper assesses the work of female piano composers in Portugal who, while often restricted to light and popular genres of solo music, were nonetheless sometimes quite prolific. Harper offers a catalogue of works identified from contemporary publications in P-Ln.
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PART I Renaissance Keyboard Music




Chapter 1 Some Aspects of P-Cug, MM 242: António Carreira's Keyboard tentos and fantasias and their Close Relationship with Jacques Buus's ricercari from his Libro primo (1547)

Filipe Mesquita de Oliveira

DOI: 10.4324/9781315589596-3

The manuscripts MM 48 and 242 in the Coimbra University Library (P-Cug) offer an important indication of the state of instrumental music in Portugal in the mid 1500s. One of the most interesting aspects of these manuscripts, made up essentially of copies of motets and songs, is that they include copies of the ricercari from the Libro primo of the Flemish composer Jacques Buus, published by Antonio Gardano of Venice in 1547. It has been known for some time that MM 48, which was, for the most part, copied during the 1550s and 1560s, contains ten ricercari from this collection copied collaboratively by two scribes. In 2008, I discovered that MM 242, copied rather later (in the third quarter of the sixteenth century), also contains seven of these ricercari in recomposed versions, which are in the same hand as the copies of the originals in MM 48.1 MM 242 is associated with António Carreira, the most important figure in sixteenth-century Portuguese keyboard music; the entirety of his instrumental output is found in this codex. By contrast, his vocal music is preserved in numerous sources: two manuscripts also at Coimbra (P-Cug, 44 and 53) and in a further two in the Municipal Library of Oporto (P-Pm, 40 and 76–79). Unfortunately, the works by Carreira mentioned in the Primeira parte do index da livraria de musica do mvyto alto, e poderoso Rey Dom IOÃO iv. Nosso Senhor (Lisbon, 1649), which are not found in these sources, seem to be lost.

1 The present author has studied these works in his doctoral thesis. See Filipe Mesquita de Oliveira, ‘A Génese do tento no testemunho dos manuscritos P-Cug MM 48 e MM 242 (com uma edição crítica dos ricercari de Jacques Buus e das suas versões recompostas)’, PhD thesis (University of Évora, 2011). The thesis is available for consultation at: http://dspace.uevora.pt/rdpc/handle/10174/3763 (accessed: 24 June 2013). For further consideration of the codicological aspects of the two volumes, see Owen Rees, Polyphony in Portugal c. 1530–c. 1620: sources from the monastery of Santa Cruz, Coimbra (New York: Garland, 1995), pp. 271–82, and 325–42.

Any examination of Carreira’s keyboard music is fundamentally limited to our understanding of MM 242, and is therefore related to the questions surrounding it as a whole. It was Santiago Kastner who first drew attention to the importance of Carreira in a study of the twin Coimbra keyboard sources.2 As he pointed out elsewhere,3 it is not known what keyboard music in Portugal was like before Carreira, and therefore what music had influenced him and to what degree. Certainly, bearing in mind the richness and the multifaceted quality of his music, Kastner concluded that it was likely that the Portuguese composer had known the music of the northern European masters and also that of Antonio de Cabezón. As he observed, Carreira was able to reconcile their technique with the theories of Fray Juan Bermudo (in his Declaración de instrumentos musicales) and Fray Tomás de Sancta Maria (in his Arte de tañer fantasia). He also emphasised that, unlike Cabezón, Carreira’s music showed elements inherited from various European schools that, in the main, were not present in the Spanish tradition represented above all by the Castilian organist.4

2 Macário Santiago Kastner, ‘Los manuscritos musicales nÎs 48 y 242 de la Biblioteca General de la Universidad de Coimbra’, AnM, 5 (1950): pp. 78–96.

3 Macário Santiago Kastner (compiler), Antologia de organistas do século XVI, ed. Cremilde Rosado Fernandes, Portugaliae Musica XIX (Lisbon: Calouste Gulbenkian Foundation, 1969), p. ix.
 
4 Ibid., pp. ix–x.

It is important to consider the relationship between the two Iberian instrumental genres – fantasia and tento – and their roots in the Italian ricercare. Willi Apel observed, somewhat questionably, an equivalence between the ricercare and the tento, suggesting that the latter was the Iberian version of the former that existed in parallel to it.5 As Jambou has noted, however, far from being the equivalent of the ricercare, the tento appears to have inherited some of its essential characteristics, formal and aesthetic.6 Kastner also observed some differences between the formal and aesthetic identity of the ricercare, and that of the tento for keyboard. He emphasised how the ricercare was transformed in the sixteenth century: at its inception – as for instance in examples by Marco Antonio Cavazzoni7 – it was characterised by a free formal structure, whereas later examples adopt a greater degree of imitative counterpoint, and the formal patterns characteristic of the motet.8 The later style is exemplified in ricercari of Giulio Segni (1498–1561), a type of ricercare, it is claimed, that was the inspiration for the Iberian tento. Kastner even spoke of a supposed revocalización of the ricercare by Iberian composers: far from being conservative and regressive in their approach, they were at the heart of the genre’s later revitalisation.9 As we shall see, Kastner’s arguments concerning the later development of the ricercare, and its relationship to the tento and the fantasia, should be seen in conjunction with a full consideration of the Coimbra sources, in particular MM 242. I shall argue that the later phase of development he identified can, above all, be illustrated by the outputs not only of Girolamo Cavazzoni and Giulio Segni, but also that of Jacques Buus, to an extent greater than he acknowledged.10

5 ApelH, p. 188.

6 Louis Jambou, Les origines du tiento (Paris: Éditions du Centre National de la Recherche Scientifique, 1982), pp. 15–16.

7 Marco Antonio Cavazzoni, Recerchari, motetti, canzoni (Venice, 1523) [RISM Répertoire International des Sources Musicales 1523/R].

8 Macário Santiago Kastner, ‘I. Orígenes y evolución del tiento para instrumentos de tecla. II. Interpretación de la música hispánica para tecla de los siglos XVI y XVII’, AnM, 28–9 (1973–74): pp. 11–86, at 17–18.
 
9 Ibid., p. 17.

10 In the first great survey he made of the Iberian tento, and with reference to MM 242, Kastner criticised Buus’s ricercari for being too complex and dense. See Macário Santiago Kastner, Contribución al estudio da la música española y portuguesa (Lisbon: Editorial Ática, 1941), p. 146.

It is important, then, to consider the recomposed versions of Buus’s ricercari and how they contributed to the establishing of the formal structure of the tento and fantasia. In the first place, we can see that the recomposed versions feature a series of cuts and some brief additions.11 They could have been motivated by a simple desire to shorten the gigantic length of the originals. However, it is also likely that the recompositions reflect a process of studying Buus’s ricercari. One can see how the compilers of MM 48 and 242 sought to assemble a considerable number of varied pieces, probably for study purposes. Whoever gathered them did so in a clear and organised fashion in an attempt to reflect different phases in that process of study. Significantly, the compiler of MM 242 was aware of the close relationship between the works of a northern European composer, in this case Jacques Buus, and those of Carreira. As Table 1.1 shows, he positioned them together in his collection. Thus it seems plausible to imagine that the Buus recompositions inspired the pieces by Carreira and those of a similar kind. In addition, we could further suggest that the original creator of recompositions was motivated by a desire to study Buus’s ricercari and to incorporate their formal characteristics into his own works. If this was the case, the process of recomposition was an intermediate step towards creating original pieces in the new style, pieces that Kastner came to give the titles tento and fantasia.

Table 1.1 Inventory of P-Cug, MM 242, fols 1–40v12	
no.
	
fols
	
Incipit/Title
	
Composer
	
Notes/Concordances

	
1*
	
1–2v
			
	
2*
	
2v–3
		
(Giulio Segni)
	
15403; 154?6; 15572

	
3*
	
3–5
	
(Ricercare nono)
	
(Jacques Buus)
	
[FlorBN Magl. 107]; B5195–15471

	
4*
	
5v–6
		
A. (ntónio)

car. (reira)
	
	
5*
	
6–7v
		
Ca. (rreira)
	
	
6*
	
7v–8v
		
Ca. (rreira)
	
	
7*
	
8v
	
sobre con que la lavarei
	
A. (ntónio)

c. (arreira)
	
	
8*
	
9–9v
		
Carreira
	
	
9
	
9v–10
	
secunda pars da salve
	
do cego

(Cabezón?)
	
	
10*
	
10–11v
		
Ca. (rreira)
	
	
11*
	
11v–12v
		
Ca(rreira)
	
	
12*
	
12v–13
		
Ca(rreira)
	
	
13*
	
13–13v
		
Ca. (bezón)
	
15572

	
14*
	
14–14v
	
Cançâo
		
	
15*
	
15–16
		
Ca. (rreira)
	
	
16
	
16–18
	
(Ricercare decimo)
	
(Jacques Buus)
	
[FlorBN Magl. 107]; B5195–15471

	
17
	
18v–20
	
(Ricercare primo)
	
(Jacques Buus)
	
[FlorBN Magl. 107]; B5195–15471

	
18
	
20–21v
	
(Ricercare secondo)
	
(Jacques Buus)
	
[FlorBN Magl. 107]; B5195–15471

	
19
	
21v–23v
	
(Ricercare quarto)
	
(Jacques Buus)
	
[FlorBN Magl. 107]; B5195–15471

	
20
	
23v–25
	
(Ricercare ottavo)
	
(Jacques Buus)
	
[FlorBN Magl. 107]; B5195–15471

	
21
	
25–26v
	
(Ricercare sexto)
	
(Jacques Buus)
	
[FlorBN Magl. 107]; B5195–15471

	
22
	
27–28
			
	
23*
	
28v–29
			
	
24*
	
29–29v
		
Ca. (rreira)
	
	
25*
	
29v–30v
		
Ca. (rreira)
	
	
26*
	
30v–31v
		
Ca(rreira)
	
	
27*
	
31v
		
Ca. (rreira)
	
	
28
	
32–32v
	
Cançâo
	
Yepes
	
	
29
	
32v–33
	
Veni redentor
		
	
30*
	
33–34
	
Salve Regina
	
(Cabezón)
	
15572

	
31
	
34–36
			
très versôes glosadas

da mesma peça

	
32
	
36–38v
			
quatro versôes

glosadas da mesma

peça incompletas

	
33
	
38v–39v
			
	
34*
	
39v–40v
		
Ca(rreira)
	
	
35*
	
40v
		
Ca(rreira)
	


12 This partial inventory updates the complete one available in Rees, Polyphony in Portugal, pp. 326–37. The asterisks indicate works published in Kastner’s Antologia. I have used rounded brackets and have adopted abbreviations according to Rees’s system. For a complete revised inventory, see Oliveira, ‘A Génese do tento’, pp. 40–46.

11 I consider these cuts and additions in more detail in Oliveira, ‘A Génese do tento’, pp. 80–140.

Concerning ourselves simply with formal procedures, we can hypothesise that the development identified by Kastner took place in three phases: the first was characterised by a study of the models, which was followed by an endeavour to recompose the models, and finally, an attempt to compose new works (i.e. the tento and the fantasia). In this third and final phase, we find a link between theory and practice. I am referring to the Iberian art of the glosa, which, as we shall see, had a fundamental role in the consolidation of both Iberian genres. It was the theoretical basis for the rapid figurations that characterise them. Before considering this and other characteristics of these genres, it should be noted that I have chosen to retain Kastner’s earliest typology for Carreira’s keyboard works, in which a distinction is made between the works he called tentos and those he called fantasias. There is both a pragmatic reason for doing so (this terminology is helpful for identifying the pieces) and a musical one, since it does allow us to group them into two broad types. While the distinction is artificial, and is unlikely to have been recognised by Carreira and his contemporaries, it does hold some validity. Broadly speaking, it is in fantasias that we find a monothematic tendency, and in the tentos a polythematic one, a distinction that applies to the works of Carreira to a limited extent. Furthermore, there are certain other features of this music, such as the treatment of voices within a texture, and the extent of passages in glossed style, that are (by accident or design) associated with monothematicism and polythematicism.

One important feature of MM 242 we should note is how the use of glossed style changes over the course of the collection. While the manuscript was evidently built up over a number of years in an unbound state, we can observe how glossed style is particularly prominent in later portions from about the middle of the manuscript onwards. From among the twenty-three works by, or attributed to, Carreira that Kastner published in his Antologia, one may discern that they appear within three groups of compositions. The first are a group appearing on fols 1–16 (nos 1–15 in Rees’s inventory).13 The copy of Buus’s Ricercare nono excepted, this group precedes the copying of the remaining six ricercari by the Flemish composer (see Table 1.1). The second group of six pieces then follows after the main group of ricercari by Buus (among Rees’s nos 24–35; see Table 1.1) Finally, there are the pieces, placed in two groups in later portions of the manuscript, that may be considered collectively (Rees nos 117–20, 140 and 147). Here, where this third group occurs, we encounter three types of piece not found elsewhere. There is, respectively, a lengthy set of copies of motets by French and Flemish composers beginning with the motet Dum deambularet dominus by Tomas Crecquillon (appearing on fol. 41), a series of tentos by Cabezón, which also appear in Venegas de Henestrosa’s Libro de cifra nueva (1557) (fols 101v–105v), and a set of pieces of as-yet uncertain authorship. As Table 1.2 shows, it is among those pieces in the third group, and also in those belonging to the second group, that the use of glossed style increases significantly. In the Tento a quatro de 7° tom, so baptised by Kastner, and hypothetically attributed to Carreira (Rees no. 121), for example, we find a typical passage in a glossed style characteristic of the pieces in this portion of the manuscript (see Ex. 1.1).
[image: ]Example 1.1 Attributed to António Carreira, [Tento a quatro de 7° tom], bars 91–97
13 See Rees, Polyphony in Portugal, pp. 326–37.

Thus, the positioning of the copies of works of Carreira, by or attributable to him, in which we find a more emphatically glossed style, occur after the copies of the ricercari by Buus (see Tables 1.1 and 1.2). Two immediate conclusions may be reached from this observation. Firstly, we may reinforce the idea that the contents of the manuscript were assembled as part of a programme of study in which the student progressed through a series of works in increasingly glossed style. In addition, as suggested above, one may reinforce the idea that the formal and stylistic consolidation of the tento and fantasia in works by António Carreira occurred following a stage in which composers sought to explore models (such as Buus’s ricercari) rather than compose new works. Nevertheless, I should like to call attention to the fact that the glossed style, which characterises the works of Carreira, is to be found only to a limited extent in the Buus ricercari recompositions. We find that the stylistic patterns established by vocal idioms – and not the purely instrumental figuration of a kind that one would immediately connect with the glossed style – are to be found to a much greater extent among the pieces derived from the work of the Flemish composer.
Table 1.2 Average percentage of bars in glossed style in three distinct groups of works, which are by, or attributed to, António Carreira		I Rees nos 4, 5, 6, 7, 8, 10, 11, 12, 14, 15	II Rees nos 23, 24, 25, 26, 27, 34, 35	III Rees nos 117, 118, 119, 120, 121, 147
	
Average percentage of bars in glossed style
	
9.28 %
	
27.38 %
	
25.37 %



There are two other related considerations that are important for a comparison of the Buus ricercari recompositions with the tentos and fantasias of Carreira. These are the relative extent of crossings between inner voices, and the ranges of the individual parts within the textures. Both can suggest the extent to which these pieces, intended as instrumental works, relate to the vocal style of the motet.14 In a motet, the range of any given voice does not usually exceed a tenth and, consequently, we may find voice crossings to be less frequent, although still widely encountered.15 A tendency to increase the range of individual parts is apparent in the evolution of the ricercare in the sixteenth century – the examples of Buus, in their original form, bearing witness to this fact. However, while we may recognise that attempts to increase the ranges of individual parts are naturally borne out of an instrumentally conceived style, it is important to bear in mind the difficulties that a keyboard player faces when reading inner parts that frequently cross. While the open-score format of the Coimbra manuscripts would have made it easier for a keyboard player to see where the voice crossings occur – and we might bear in mind the primarily didactic, rather than practical, function of the manuscripts in relation to this point – there is an inherent difficulty in executing such passages. In keyboard music, therefore, this feature is not, in general, an idiomatic one. If our analysis were to show the existence of comparatively wide ranges in the individual parts of these pieces, and that such crossings are frequent, we might naturally conclude that this music was not conceived for performance on a keyboard. It should be noted, though, that wide part ranges do not necessarily result in frequent part crossings. In fact, by means of technical and stylistic artifice, a composer may consciously reduce the number of crossings of the inner voices, while maintaining their wide ranges. As we shall see, in the case of the fantasias, for example, their composer made such an attempt to reduce awkward part crossings.

14 I have explored these matters at greater length in Oliveira, ‘A Génese do tento’, pp. 202–55.

15 We should note here that, in his analysis of Buus’s ricercari, Gordon Sutherland emphasised how the increased range of the individual voices was a symptom of the instrumental identity of the music, in comparison with the smaller ranges in the motet. See Gordon Sutherland, ‘The Ricercari of Jacques Buus’, MQ, 31 (1945): pp. 448–63.

Table 1.3 shows the percentage of bars, from examples of tentos, fantasias and ricercari in MM 242, in which voice crossings occur, illustrating the considerable variation between them, while Table 1.4 illustrates the part ranges of these works. An increase in range is found in the tento and fantasia, a fact that reinforces the instrumental character of these pieces, already present, to a degree, in the ricercari: the range of the texture is three octaves in three examples of ricercari, three octaves and a fifth in one example of a tento, while it is three octaves and a sixth in one example of a fantasia. It should be noted that, as far as the ricercari are concerned, I have chosen three of the seven recompositions. Each of these has been selected because it is paradigmatic of the three distinct ‘levels’ at which Buus’s original text has been altered. The extent of the alterations is smallest in no. 9 and greatest in no. 6.

The fact that voice crossings appear more frequently in the pieces by Buus suggests that they have a greater stylistic indebtedness to the vocal idiom of the motet. Conversely, the substantially lower percentage of voice crossings in the tentos and fantasias suggest a clear attempt to compose in an idiomatic keyboard style that is distinct from vocal style, specifically that of the motet. We may also observe, from the results given in Table 1.3, that voice crossings occur with greater frequency in tentos than they do in fantasias, suggesting that the fantasia was particularly associated with idiomatic keyboard writing. In the fantasia, therefore, not only do we find that the glossed style occurs more frequently and extensively, but also that the ranges of the four voices are duly balanced to avoid too-frequent part crossings. From these observations, one can infer a line of development between the three genres: we find that indebtedness to vocal style is most pronounced in the ricercare, that this feature declines in the tento (although only to a limited extent), and finally, it is departed from to a significant degree in the fantasia. The direction of this line of development points to the consolidation of the keyboard idiom through its emancipation from vocal style.
Table 1.3 Comparison of the average percentage of voice crossings per bar in the tentos and fantasias by, or attributed to, António Carreira		Ricercari Nono, Quarto and Sexto	
Tentos
	
Fantasias

	
Average percentage of the number of bars with voice crossings
	
36.12 %
	
17.17 %
	
5.76 %



Table 1.4 Widest part ranges in the ricercari of Jacques Buus, as recomposed in MM 242, compared with the widest part ranges in the tentos and fantasias by, or attributed to, António Carreira		
Ricercari (n° 3 – Ricercare nono; n° 19 – Ricercare quarto)
	
Tentos (n° 25 – Quarto Tento a Quatro em Sol)
	
Fantasias (n° 121 – Sexti Toni, Fantasia a Quatro em Fá)

	
Part range
	
3 X 8a
	
3 X 8a + 5a
	
3 X 8a + 6a



Another important factor is the keyboard instrument for which the fantasias and tentos were written. The wider range of the tentos and fantasias by or attributed to António Carreira is reflected in the compass of the sixteenth-century Iberian organ, suggesting that this music was intended primarily for keyboard instruments. We find that this music was written for an instrument tuned with a C/E ‘short octave’ (whereby the notes E, F# and G# are tuned, respectively, to C, D and E). This would have made available certain notes outside of an ordinary vocal compass, such as D, although as a consequence, certain others are unavailable (i.e. F# and G)#. Moreover, we find illustrations of this kind of keyboard in the works of Iberian music theorists: Fray Juan Bermudo in his Declaración de instrumentos musicales and Fray Thomas de Sancta Maria in his Arte de tañer fantasia (see Fig. 1.1).16 The compasses of keyboards illustrated in these theoretical texts correspond closely with the ranges of the fantasia and tento. We find that the highest note available on these instruments, a″, corresponds precisely with the highest note encountered in these works. There can be little doubt, therefore, that Carreira would have written for this kind of keyboard, a fact that is confirmed by his avoidance of chromatic notes within the range D–A. It should be noted, however, that the use of D in these pieces is exceptional: Carreira’s lowest note is usually G or F.
[image: ]Figure 1.1 Fray Thomas de Sancta Maria, Arte de tañer fantasia … (Valladolid: Francisco Fernández de Córdoba, 1565), fol. 56
16 For the former illustration, see Fray Juan Bermudo, Declaración de instrumentos musicales … (Osuna, 1555), fol. 52.

The question of range is important for other reasons when we consider the seven ricercari by Buus. In the first place, we should not forget the frontispiece of Gardano’s publication, which mentions that these pieces are intended for the organ or other instruments, or even for singing.17 Secondly, though the average range of these ricercari is three octaves (see Table 1.4), a fact that automatically suggests instrumental music, an extension of the range downwards to G and A, where this occurs, is exceptional. The same is true for the high register. While the notes g″ and a″ do occur, the highest note tends to lie, for the most part, between c and f″. The range between the highest and lowest notes is usually two octaves and a fourth, a range that is more common in the motet.

17 The full title is as follows: RECERCARI DI M. IACQVES BVVS – Organista in Santo Marco di Venetia da cantare e sonare d´Organo e altri Stromenti Novamente posti in luce [RISM B5195–15471].

A final consideration concerns the instrumentally conceived character of motives or subjects, both in terms of their rhythm and melodic contour. Gordon Sutherland drew attention to the fact that many of the subjects from Buus’s ricercari are distinctively instrumental in conception, observing that they contain an abundance of leaping intervals, such as fourths and fifths.18 While a vocal style often remains implicit in most of the ricercari from the Libro primo, the angular quality of the motives represents a significant departure. One subject that shows such a departure is that for the Ricercare nono in which we find, at its head (‘Motive A’), a descent of a fifth followed by an ascent of a fourth (Ex. 1.2). The increased scope for leaping intervals in these pieces can be used to good effect, since they are naturally combined with parts that move by step. It is significant, then, that we find a similar subject, treated in a similar way, in the Tento a quatro em Fá by António Carreira (see Ex. 1.3). In this piece, ‘Motive D’, which is also the last of the piece, features a similar melodic profile at its head, and is naturally combined with stepwise motion in the part above.
[image: ]Example 1.2 Jacques Buus, Ricercare nono, as recomposed in MM 242, fols 3–5 (Rees no. 3), bars 1–8
[image: ]Example 1.3 António Carreira, [Tento a quatro em Fá], MM 242, fol. 6 (Rees no. 4), bars 108–115
18 ‘The Ricercari of Jacques Buus’, pp. 451–2.

It was Kastner’s initial belief that there existed fundamental differences between the two genres that he called the tento and fantasia. His idea was based on the notion that the fantasia was monomotivic (i.e. based on a single subject), while the tento was multimotivic (i.e. based on several subjects). It was a view he later relinquished, since he came to see little distinction between the two in terms of overall motivic treatment. In particular, he saw that such a distinction was absent from similar works by Cabezón in Henestrosa’s Libro de cifra nueva. These generic distinctions are, however, a starting point for observing other stylistic changes that can be seen in Carreira’s keyboard works over the course of MM 242, especially in the light of the Buus ricercari recompositions. One of these is the way in which Carreira developed multimotivic treatment and thus followed the model of Buus’s ricercari. Excepting the monomotivic structure of the ricercare quarto, we can see that the other six appearing in MM 242 in recomposed versions are multimotivic. We can also observe how the composer was attempting to create an idiomatic instrumental style suited to performance at the keyboard, and that his starting point may have been works from Buus’s Libro primo. While adopting some features of the Buus ricercari, such as the instrumental character of motives and their treatment, he developed them in other ways. Ultimately, we can see how Carreira was a central figure in the development of an idiomatic keyboard style in Portugal in the second half of the sixteenth century, and that the works of Buus played an important initial role in that development.
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