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|l ntroducti on

Over the past three yeatdhave immersed myself in the research and study of violin
compositions written in the 19th, 20th, and 21st centuries that contain folk and ethnic
elements. Specifically, | have sought out works that were inspired by Scottish fiddling;
Jewish spiritual,dlk and klezmer music; and Latlamerican dances. These works were
featured at my three doctoral recitals and form the basis for this dissertation.
The initial process involved surveying a diverse repertoire and selecting
representations of the following
1. Short blk songs odances, selected as representations of the studied ethnic style.
2. Compositions from standard classical violin repertoire that quote or evoke the
atmosphere of traditional folk music.
3. Modern compositions, including those by living camagrs, that are based on folk
and ethnic music.
This was accomplished predominantly by exploring library resources, using internet
search engines, and consulting with colleagues around the world. My concerit tour
Cuba in January of 2016 significantly etred my understanding of the Latin style in
folk and classical music. Whil&¢re, | was fortunate to receivecapy of the scoreof
Sones y Danzongan unpublishegbiano trio by the Cuban compodexo Brouwer. My
concert tour of.ithuania inApril 2016 provided me with opportunitiés discuss Jewish
music of Eastern Europe with local experts and to find several traditional Jewish songs,
as well as an exciting new work by Faustas Latenas. Later that spring, | performed the

Scottish Fantasipy Max Bruch with the Frederick Symphony Orchestra, thus fully



experiencing the original, orchestral setting of this work. As part of my performance
preparations, | carefully studied the hallmark characteristics of each style. Resources
included recordingsral online videos as well as consultations vexiperts

After the recitals, | continued to delve into the historical and analytical contexts of
the selected compositions, studying the lives of the composers and highlighting factors
which determined theinterest in folk and ethnic music. | also researched and identified
historical events, and ascertained how timay havanspired creation of the works. The
specific characteristics that define each style of music were examined and exemplified.
To show thdink between the original sources of inspiration and the presented works, |
compared elements such as scales, melody, rhythm, harmony, texture, and timbre.
Additionally, I worked to identify any differences in the compositional approaches of
composers whoriginated from each of the discussed cultuass;ompared with those
who were of another origin but sought to emulate characteristics of the aforementioned
styles.In my conclusions, | showhetherthere is a consistent way in which the music by

nativecomposers differs frorthat ofcomposers merely imitating the style.



Parfhd Scottish Crld&zdr icrenEwmrgogped h(r
19t h century)

Scottish folk music, as well as Scottish tales and legends, enjoyed unprecedented
popularity from the mieseventeenth century until the third quarter of the nineteenth
century. There was not a single composer who was not influenced by either Scottish
tunes or literaturé As early as the mid 7" century, a collection of traditionabngs
published in London included a large number of Scottish tunes. Scottish music was
described as capricious, rude, swaetl imperfect. Typical features of traditional tunes
included a shift down by stekeydn e@mki rsgesc ond
explanation might be that the bagpipers were not abl&ayogading toneshus the
tunes seem to h3he saiitdowamlge ntecrsioc .became an
end of the 17th century real Scottish craze took holficottish songs/ere sung in
concerts, theatebetween ac)s and at balls.
Among the Baroque composers who used Scottish tunes are Henry Purcéll (1659
1695), George Frideric Handel (168559) and Francesco Geminiani (168762).In
1749,Geminiani wroteA Treatise 8Good Taste in the Art of Musidkcludingthree trio
sonatas in which he used several of the most popular Scottish tunes of Hiddimen
Christian Bach arranged at least three Scottish tunes and borrowed two for his Op. 13

piano concertos.

'Roger FiskeScotland in Music: A Europed®nthusiasn{Cambridge University Press, 1983), ix.
2 Fiske, 13.
3 Fiske, 14.
4 http://imslp.org/wiki/A_Treatise_of Good_Taste_in_the Art_of Musick (Geminiani%2C_Francesco)
® Fiske, 2829.
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Theinterest in Scottish songs continued into thé é@ntury; between 1787 and
1803, six volumes ofhe Scots Musical Museunith figured bass were published in
Edinburgh by James Johnson (175811). London publisher William Napier also
undertook the ambius project of publishing three volumes of Scottish songs. For the
second volume, he asked Joseph Haydn (17/&829) to provide figured bass
arrangements. George Thompson (172%851), a noted collector and amateur publisher,
published over 300 Scottish s@nip six volumes between 1793 atfg], with
arrangements by renowned composers including Haydn, Ignaz Pleyei {8337,
Leopold Kozeluch (1747.818), Carl Maria von Weber (1786826) and Johannes
Nepomuk Hummel (1778837). The arrangers were usuallyzpled by the unexpected
shift of tonality andbftenadded a coda to return to the home k&hompson also sought
out collaboration with Beethoven and convinced him to write a set of variations on
Scottish tunes that were published in 1819 as Op. 10®pnd07’

The interest in literary ballads was a vital proponent of the Romantic movement.
Published in 1802 and 1803, the three volumes of ballads by Sir Walter Scoit (1771
1832) fired the imagination of Romantic artists and drew tourists to Scotlané@r&om
composers used Scottish poetry, tymesdegends as the subject matter of their
compositionswith many of these works based on the acclaimed poems of Gssian,

Robert Burns (1759.796) and novels bir Walter Scott.

® Fiske, 65.

' Fiske, 75.

8 The Works of Ossiapublished in 185, was a literary fabrication by James Macpherson (173%).

The work bears great similarities to the style of Homer, John Milton, the Bible, and original Gaelic legends.
Translations were disseminated throughout Europe and became one of the magtahfiweks of

literature on artists of the Romantic era.

4



Figure 1. Musical works basedn Scottish tunes, poems, or legends.

Composition Influencing works Composer

Various songs Set to words of Ossian poemg Franz Schubert (1797828)

La Donna del Lago (1819) | The Lady of the Lake, Gioachino Rossini (1792
Scott (poem) 1868)

Lucia diLammermooK1835) | The Bride of Lammermoor, | Gaetano Donizetti (1797
Scott 1848)

Rob RoyOverture (1831) Rob Roy(1817) Scott Hector Berlioz (18081869)
UsesScots Wha Hae

Harold in Italy Uses two Scottish tunes, Hector Belioz (1803 1869)
including the theme frorRob
Roy

La Chassdgl8ally dBased on Scot t|Georges Bizet (1838875)

La Jolie Fille de Pertt{1868) [Ba s e d o n SThe t t| Georges Bizet (1838875)
Fair Maid of Perth

Myrthen Op. 25 Robert Bur ns & |Robert Schuman(l8lQ
1856)
Four Songs, Op.17 Final song is titledsong from | Johannes Brahms (183397)

Ossian's Fingal

Unlike his contemporaries, Felix Mendelssohn (8@ 7) did not use
qguotations of Scottish melodies; rather, his aim was to evoke the atmosphere of the places
he visited. In 1829, Mendelssohn undertook his first trip abroad to Scotland. Three
compositionsvere inspired by this visiBonate écossaigpublished in 1833}ebrides

Overture(183Q 32),and theScottish Symphor{premiered in London in 1842). In letters

to his family, he expressed his distaste for national songsingemeral t i nge f. . .t he
the most infamous, vulgar, cof-t une trashé Anyone | i ke me who
Beet hovenbés national songs should try I|isten



nasal voices and accompanied in the most awkward style, and then try to keep his

t empr ! o

Characteristics of Scottish Music, Instruments, and Dances
I. Music
The idioms of Scottish folk tunewhich so fascinated some composers and puzzled or

outraged othersare summarized beloW:

Figure 2.Musical features oBcottish Music

Scale Types Preferential use of the gapped scale: pentatonic or hexatonic and
inversions. Some suggest that this may be a result of finger patte
preferences

Modes Filling the gaps in the scales led to the development of the seven

stepwisechurch modes

Key rdationships | Tunes may begin in one key and end in another (this is the most
unique feature of Scottish airs)

Double Tonic Frequently, a major or minor triad is followed by a major triad that
whole step lower; this is referred to as a double tonits Gthusual
harmonic relationship was misunderstood by classical arrangers (¢
time who tried to mold the tunes into the more typical major and
minor modes.

Influence of Fiddle music is influenced by the bagpipe scale and its sequence

Bagpipe triads.A bagpipe scale is the Mixolydian scale beginning on A, wit
an extra G natural below the bottom A. The intervals are not
tempered, making the music se

Common Keys The typical tonics of the reels are D or G.

Ornamentation Grace notes ahornamentations are essential to Scottish music.

Scotch Snap The 6Scotch snapdé is one of t
It is a rhythmic figure consisting of an accented 16th followed by 3
dotted 8th.

9 Sebastian Hensel, trans. Carl KlingemaFime Mendelssohn Family from Letters and Journals, Volume |
(New York, Harper and Brothers, 1882), 213. https://archive.org/details/mendelssohnfamil0lhens

10 Francis CollinsonThe Traditional and National Music of Scotlaficondon, Routledge and Kegan Paul,
1970), 4 31.
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Two prominent elements in performarmactice are lilt and lift?

- 4diltdé pertains to the rhythmic fl ow.
o Although reels are often notated as continuous runs of equal rhythmic
values, in performance they are not equal in duration. Their proportions

are often 4:3 or 5:3ndsometimes 2:1.

s

- 6LIiftd pertains to tempo and accents.
o Good lift is expected from the bass line players who should keep the

tempo steady and play staccato.

ii. Instruments
Scotlandds native instruments are the harp,
the oldestimages of the harp can be found on stone engravings from théontade
ninth century. The harp used gut strings and the clarsach metal. Bowed string instruments
existed in Scotland since medieval times. Fiddle music was notated and many
manuscripts oéarly music still exist. Initially, these were mostly transcriptions of
Scottish songs with added variatiodg.he words were often included. The earliest
coll ection wa A CHlectioe of BcotBReels) ane Coandry Dances,
published in Edinburgh in 1757, which contained reels and strath§pBys.Cremonese
model of violincame to Scotland at the end of the 17th century. Local craftsmen quickly
learned to imitate the Italian designs and produced their own fiddles. Byth&0dolin
won popularity over the bagpipe. Fiddle and classical violexisted throughout the

eighteenrhundreds. Literate folk musicians wouldrbmw from classical music and

11 peter CookeThe Fddle Tradition of the Shetland IsléSambridgeCambrdge University Press, 1986),
98i 100.

12 /ariations are the dominant form in all Scottish music.
13 Collinson, 207.
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classical violinisswoul d readily play f ol ksit likeatkes. Thus,
recital pieces, was developed and experimented with in a spirit of conscious artistry, by

groups of musicians who werl® in touch with t

iii. Dances
The four most important Scottish country dances are theepd, stathspey and waltz
The reel is notated in 2/4 or 4/4 meter. Each phrase usually starts with a notdatisie
double the length of the shorter running notes which follow. The form typically consists
of two parts that are similaAABB or ABAB. Additionally, the characteristics of reels
include: sharply pointed and strongly accented rhythmic patterns, accents strong enough
to make it possible to play on two or three strings simultaneously, and short phrases
repeated several times with each phizeged almost entirely on a triad or on two
alternating triadsThe strathspey is in 4/4 time and of a more stately character than the
reel . 't is defionevhiltyh tcloensh Sd et o smamccent
by a longer dotted not®eek and strathspeys were danced to fiddle music. Some bands
included two fiddles and a cello, whose function was toigeoa steady beat rather than
harmony*® Scordatura, a frequently used effect, allows use of an open string as a drone,
imitating bagpipedrones For exampletheG stringof aviolin might be tuned up té. In

this casethe newopen A string could besed as a drone in the keysbfmajor.

14 David JohnsonMusic and Society in Lowland Scotland in the Eighteenth Cefitondon: Oxford
University Press, 1972), 125.

15 30hnson, 121.
16 Collinson, 207.



The Spey in a Spaig one of the most popular Scottish reels. It was written by
James Scott Skiner(1843 1927) who was a wehlespected dance master and fiddler.
His prolific output includes over 600 printed worR$eSpey in Spateeomposed
between 18801900, depicts the River Spey, the fastest flowing river in Scotland which
is known for its erratiand sudden spates due to rainfall or smogft.!’ The gano
accompaniment provides functional harmony in D major. The characteristic whole step
sequencing is present in the opening phrase of the reel. (Ex. 1) In performance practice,
there are additionalrnamentationsidded such as turns, slides, and even alternative

notes and double stops.

Example 1. SkinneiThe S

pey in a Spaf8tepwise phrase sequencing)
S S S R E

—— Iwholestep rise| Rinnin” water

it Rl

TE St rau=—2
E———— %

— ¥ »—p
e —
. e I~ 5 . o 1
&

Scottish Fantasy: The Last Romantic Scottish Gem

Towards the last quarter of the T@entury the popularity of Scotch songs had
diminished. Max Bruch (1838920) revitalized interest in Scottish music with several of
his compositions. In 1863, theenty-five-yearold Bruch composedwelve Scottish
Folksongdor voice and piano. In 1876, he argax and published seven of these songs

for mixed choir. Finally, hiScottish Fantasywritten in 1880, became a jewel among all

the music inspired by Scotch tunes. Ma x
“skinner writes in the music fAHail! noble Spey,
swoll en by Badenoch snows. 0

9
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conductor, composer, and teacher led hitdld many posts in Germany and England:
Mannheim, Koblenz, Sondershausen, Berlin, BamalLiverpool. Throughout his long
careeyBruch composed in the laRomantic style that was considered conservative
among his contemporaries. However, his music hagedjgreat appeal to performers
and audiences, boasting an unfailing form, beautiful melodies, and rich harnBrois.
explained that he had to write in a manner accessible to the audience out of economic
necessity: Al had a ndeducate.awascompeliedtdearan t o s up
money with my composition. Thereforiehad to write works that were pleasing and
easi |y u'fidadditon totbhescottish FantasyBruch is best known fdnis
Violin Concerto No. 1 in G Minor (1866) arkbl Nidrei (1880).

The full title of theScottish Fantasis Fantasie fur Violine mit Orchester und
Harfe unter freier Benutzung schottischer VolksmelofienFant asy f or Vi ol i n
Orchestra and Har p, fr eellisyafultdowmogprceBoowitit t i s h f o
linked movementswritten between 1879 and 1880e di cat ed t o Bruchos fr
Sarasate (1844.908). It wagpremiered by Joseph Joachim 3181907) in Liverpool in
1881. Because of its unusual form consisting of an introduction and four movements, the
interweavingoffolk-i nspi red mel odi es, and the at mosphe
novel s, Bruch <c¢hose tothingctacbnhpare with the fdelamgyt a s vy . AT
power, originality and beauty of the fol kson
1884 after composing th&cottish Fantasy® TheIntroductionis in the style of a slow

fantasy.The openng chords for brass arftarp set the stage for the narrative of the vjolin

18 Christopher FifieldMax Bruch: His Life andVorks(Woodbridge, Suffolk: Boydell Pres€005), 330.
19Fifield, 48.
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in whichBruch picturedian ol d bard contemplating a rui

gl orious ##{EmBAs of ol d. o

Example 2. BruchScottish Fantasy(Introduction)
nTRODUCTION(R) G¥@ * Rect.

Grave (d=54) - o
S 7 3 g2 ;
z . 2 i .
—f-by 8 R R apR AN 2T, N s v _ o P .
D), FF F P ———— = espress. =~ @ Y_G) :_/' < o 4\_-‘-%? b
— morenao

The mood gradually brightengading to the first movememdagio cantabileThe
beautiful tune presented by the violin and accompanied by the harp is often attributed as a
liberal adaptation of the traditional soAgld Rob Morris However, the correct source of

this theme is theaditional tuneT hr 0 6 t h e ,Wcl achn be fouhd in the third

volume of Wil | i a@olledorcol ScatsolongsgEx. BE ahd®3b)
Example3aT hr o6 t he ,#Womdcdlectioa of 8dote Tunes by William McGibbon (1742)
18 A
= = f_‘,\ =t ;1':_ i iy o o e It i I o e
o e 9oy O e : wa =
Slowo 7 N— N ~ -
L =
Example ®. Bruch,Scottish Fantasyl. Adagio cantabile
E
20 OS&IO i 4 < | 22 @1232
g : = = ek
[y = -.\-_./ >~ o t @) ~ ¢ . : %, et *
espk}s. 7 e \

Bruch added double stops to the original pentatonic filheg the gaps of the scale. The
second movement has a scherzo character and is naake(tance). After a brief
orchestral introduction, there is an imitation of a bagpipe drone over which the soloist
enters. The theme is played in double stopsigbdsed on the hornpipe dance tune

Dusty Miller. (Ex.4a and Ex4b) The opening rhythmic motv(a dottd quarter

20 Fifield, 179.
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followed by an eightinote) permeates the movement and propels the music forward

giving it a skipping energy.

Ex'zlimple 4.Dusty Miller, from The Comple
# ]

| i |

at Country DanciMaster by John Walsh (1740)
] "

A
& 55 > ) L L

(4 — I }" a _}F 7 }F .t l ] :Il

F— —— a
Exampledb. Bruch,Scottish Fantag- Il. Allegro (Tanz)
17 # TANZ. 0. o lusingando
— 4 . i -, T : } P | - . -

o — £ B

g
= | — s
5. S Pun poco rit. -
o tempo
v i3 3
RN oo 5 .
o # N L T~ & "‘ut‘-“-"'- o
1 = K D I 1 ol @
s 2 - =
= ===

Secondary material, which separates the recurrences of the theme, is defined by a
characteristic bowing pattern (three slurred and one single) that was used in traditional

Scaottish fiddle tunes seen in publicaisofrom the 18tltentury. (Ex. 5a, &)

Example &. Bruch,Scottish Fantasyll. Allegro (Tanz)

Sol . . .y . . 3
D goakosapsrut Ty Tt
gy CEEPEEEEEeEr AHERCAPeErPss £

== = }9*7:_‘1’:@1
%‘lﬁ ***** = -+ -
f con brio

4+ 3
)" A - S > z & = ~ P U
@ ® s

Example 5bHei tuti tetifrom the Caledonian Pocket Companion Book 3 by James Oswald (1760)
A =

\\372
[

—_— e ===
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A brief transitional section, based®dth r 0 6 t h e , ks thd sedoraddndversent
with the third Andante sostenutd he violin opens by introducing the &rd m d own f or
lack of JohnnieThe theme is later taken over by the orchestra while the violin soars into

higher registers playing aborate counter melodies.xE6a and b)

Example@.| 6 m down f or fromdheSongsfof SdotdahdhAddpted to Their Appropriate
Melodies (Graham, George)

Example ®. Bruch,Scottish Fantasylll. Andante sostenuto (Theme)
Angante sstenuto (d=66) I — %= g2 2

—_ m |__.-__-_T_---_ Al U381 TR, T
R 7 e e 6 TR ERGE (RS W R A BT SRS KN G S X -

ﬁ l. - H — 4 ¥ . Fs 1§
e R NG S

sempre p
attacca ? »

The main theme of theinale; Allegro guerriero(brisk; warlike)is drawn from the

ancient medieval marching sohigi tuti teti Robert Burns adopted this tune and set

words to it, creating the unofficial Scottish anth8oots Wha Ha&' While the anthenis

performed in a slower, martiaharacter, the original tune was a boisterous drinking song.

The wordatfitattiterally refer to sounding th
army of Robert the Bruce sang this song to bolster their confidence and intimidate the

English opposion before the Battle of Bannockburn in 1314. It is this heroic and

exuberant song which Bruch chose to include in his collectidwefve Scottish Folk

2l The ' Scots NudHieya T uMurdsSdbtmidCollections
http://www.burnsscotland.com/items/v/volusiiesong170:pagel78heytutti-taiti.aspx (accessed
February 2, 2018)
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Songsandis usedas the main theme of tik@nale. Technical challenges abound in the

Finale and include lengthy running scales and arpeggios, and double and triple stops. The

tuneHei tuti tetiand its variatiorlike treatment can be traced to one of the early violin

settings made by James Oswald in@adedonian Pocket Companion BooklF60)

Bruch utilizes similar fiddling techniques, such as the Scotch snap, fast string crossings,

|l eaps, and triplets interspersed with sixtee
structure of repeated foilmar phrases. It is striking that Bruch follows tlaene

organization of four bar phras, even including double batso(vever wihout the usef

repetitior). (Ex. 7ai c).

Example . Hei tuti teti(Opening Theme and Scotch snap rhythm)

; i ., _ \4r g s
K} | 1 1 | 1! 1 .Il /'.—I%Hf{:m -'dﬁ l! -I

.

1 &
A W | L J 1 L 1 ! 1 1 k- 1 1 =
T — T [ - — T

- Bruch,Scottish FantasylV. Allegro guerriero (Opening)
S0L0.D . g A,

$ 2 2 f .. 2 — /.-\. KE
7 ht { SSEEE == T %ﬂ
%me = — 6 . ScotcLh/S)nah/ %

0 P

e

- Bruch Scottish Fantasy|V. AIIegro guerriero

,A,“E#Eg;f,;.-_.o ) .,g Y

S T |
D) % /@, —
J von brio 5 ——41

Example €. Hei tuti teti(Characteristic leaps)
dr 4 e[ e _dr (2

B i e e

T
 Com  — 1 o (50 DTN [ G N DY 'S D §

1

T

- - oo T
‘&_/I Characteristic Leaps ==

- Bruch,Scottish FantasylV. Allegro guerriero
-faff—'g#;?—\

T e

1”"

a
1

(4

Characteristic leaps |
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The dominating warlike spirit dflei tuti tetiis counterbalanced by a lyrical second theme
thatreturns four times in varied forms and undertakes a journey to four different keys: C

major, Aflat major,andE major,beforefinally returning to the home key offiat

major.(Ex. §
Exampk 8. Bruch,Scottish Fantasy|V. Allegro guerriero (Lyrical second theme)
Bo 1 allargando 5 o b
olo 1 27 38 5 22 ,
e . (”)”\"izi&{\‘ (eep el EEesig 2
= = ,t_ 1 -1 ) I — *1' — 0 =
= e P ) 7 En?;ll . b
= Yespross.) ® ————————— == mollo espress. » & — V2 )

The story of the bard could not be complete without a nostahgicendo(dying) return

of Throu the Wood Laddi@ the coda before a final triumphant statemerti@ftuti teti.

Contemporary Scottish Folk-Inspired Compositions

i. Scots Suite

Ronald Stevenson was born in 1928 to Scottish and Welsh parents in Blackburn,

Lancashire. He studied piano and composition at the Royal Manchester College of

Music, graduating withidtinction in 1948. Stevenson settled permanently in

Scotland in the mid950s. A man of strong personality, Stevenson would not

compromise his aesthetimoral, or political viewd even if it meant spending two

years in jail for refusing to serve in therar. Likewise, upon finding his musical

idol in Ferruccio Busoni (1866.924), Stevenson devoted his life to thorough
researchonBusge ventual ly adopting his i1idol s i deas:s
piano. Throughout his lifé&stevensomlivided his time between piano perfomnea,

composition, pedagogy, research, gaxuresHe was a devout Scotchman who



encouraged young composers to use national idioms in their writing, and set an
example in some of his own works.t e v e sosnpositdorsl endeavors number at

approximately 500 workdde passed away in 2015.

Scots Suitéor solo violin was written in 1984 asxii Homage t o t he fi

who have gone. 0 The six movements of thi
folklore interwoverwith contemporary harmony and compositiotedhniques
suchas fugue, rondo, variations, and dodecaphony.Sithieopens with dast

moving Preludethat is builton four motivic patterns. (EX)

Example9. Stevensorfscots Suitel. Prelude
Allegroamoderato " d
C

% - =l Jli 1 | _— F
- == M T 2
£ détaché *

In theanalytical notes of the score, Stevensonwrite$,hes e moti ves ar e
the oldest Scottish music. They are neither major nor minor and they are the nuclei

of p e n Riythnoicdimindtion and permutation gives an illusion of a linear
accelerando er the duration of the entiferelude (Ex. 10a c) In this way the

Prelude starts with a trickle that grows to a stream, and eventually a river of notes,
reflecting the complete Gaeli cFuaramime t hat

Mountain springPreluded .

Example Da. Stevensorgcots Suite |. Prelude(Permutation and rhythmic diminution of motives)

Allegro moderato J = 104

;#"3}#' ’ 33‘ ";E;'I}: !

f (iétaché
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Example 10. Stevensorcots Suitel. Prelude ExamplelQOc. StevensonScots Suitel. Prelude

3 {n/‘—\ o a
NV 5‘?'1:‘ 5 P
R
L4 & L~ sy

B~ T3 / 3

The second movememRjbroch-Fugue combines two musical genres. Pibroch,
meaningpiping in Gaelic, is an elaborate art muiem performed by bagpipers
in the Scottish Highlands. It consists of a melodic theme and variaBidmech
Fuguesuccessfully combines elements of variation rige use of fugal
techniques. Théour-measuresubject is accompanied by an opestAing drone, a

technique used throughout the mowent to imitate bagpipes. (ExL)L

Example 1. Stevensorcots Suite ll. Pibroch-Fugue(Fugue subject)

d SoAmmm—— portamento
con sord. ~, 11 tenero h«\ e TE ~
S T } T 1 1[V -ml : %ﬂg
7 - Fe—r == ===
| | —_— hud = =1
pp lontano T ¥

The middle section proceeds witrettotechniques, shortening the distances
between statemewf the subject so that the fugal answer overlaps. The stretto

continwes, with furtherhythmic diminution. (Ex. 12a,2b)

Example Ra. Stevensorgcots Suite ll. Pibroch-Fugue(Fugal stretto)
(senza sord.)

B9 m 3 . 3 4
Ve v g P P
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Stevenson dubs the final section of Fhbroch-Fuguea s a ciugnluatls the
crowning variation of pibroch  Tchuanluathis the climactic final variation of a

pibroch and is characterized by complexptgs of fast grace notes. (EX3)1

Example B. Stevensorfscots Suite ll. Pibroch-Fugue(quasiCruanluath

Bl

The third movementlow Air, follows a ternary sonfiprm (ABA). It opens with a
monalic song with a disjunct melodic lineepresenting a lonely sowarching for

a companion. (Ex.4)

Exampleld. Stevensorcots Suitelll. Slow Air (disjunct melody)

3380 suer per lllbatrute — %"E ‘ P VML n V‘ n Vnm
o ¢ '! ‘l i i '| 'l b. - a' : me W e Lo

% N 27T \\F & ¥ = — =
mf sonoro — S : =

The middle section is a lovduet and adds antertwined layer of undulating
thirty-second notes to the melodic line. The relationship of the two voices is varied
throughout, sometimes with the melodytop and other times on bottqiEx. 15).

The duet ends and the malyoreturns, reflecting the depare of the companion

and the return of lonelinegs.

Example b. Stevensorscots Suitelll. Slow Air (ove duet)

22 This synopsis of th&low Airis described by Stevenson in the analytical notes of the score.
18



The three final movements of the suirathspeyRee] andJig) are all

traditional dances of Scottish folk music. Stevenson callStn&hspeyi t h e

l ongest ever written. o The movement is made
which makeup an overall form of ABCBDEFA. It is an homage to important

historic ScottisHiddler William Marshall (17481833) who is credited wth

writing over 250 tunes and waparticularly known for his strathspeys. In his own

strathspey, Stevenson draws inspiration from three tunes, two of which are written

by Mar s hal MarquidddHustlbys guiotédsn inverted form (Ex6)

while the reference tGraigellachie Brig(inspired by the revolutionary

Craigellachie Bridge completed 1814) is less literal. (Ex.7}

Example B. StevensorScots Suite IV. StrathspeyMarquis of Huntéy, inverted quote)

Inversion of Marshall's Marquis of Huntley.

Marquis of Huntley as used in Grainger's Scotch Strathspey and Reel.

— — e —

— ey
F—1—1- —
i =1 T { B 21 t
D=
William Marshal,Craigellachie Brig
) 4 ' P e - - o
e i e e e .
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The third quoted tune is tincient Irish Clan Marchfirst published in George
Pet r i eColectidn®@ABcient Music of Irelan&tevenson indicates that his
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sourceof i nspiration was from Per cScotcBr ai nger 6s
Strathspey and Reel St e vSrathsmeypulss plethora dechnical demands
on the violinist left handpizzicatq sautillé spiccatq ricochet anddétachéin
addition to many sudden dynamic contrasts. This movement is rhythmically
complex and replete with the distinct Scetrfap rhythm that defines the
stratlspey.
The fifth movement of the suite is a reel with prevailing sixteetie
motion occasionally enriched with quick flourishes of thiggcond notes.
Stevenson points to his exipdoiitmtt men @pgenihreg
phrase (Ex. &) and to his referencing of a Scottish traditional tuliies Reel of
Tulloch (Ex. 19) This movement exhibits a vigorous character emphasized by
crisp articulation and predominantly forte dynamics. The movement roughly
follows a form of ABABL:. St e v senobgoated smateuial begins in the

middle of theReeland is interspersed throughout the second half of the movement.

Example B. Stevensorfscots Suite V. Ree(Opening, double tonic)

Allegro J=110 [Stepwise relationship: Scottish “double tonic”|

= . /fee,
ST =S sis SSEsssres ==
kfs_ A >

Example B. Stevensorcots Suite V. Reelcomparison to The Reel of Tuloch)

L1
-

TNV
h

455 o Scots Suite - Reel
e S g
-mf
13 —_— The Reel of Tuloch
© e e rarrr o
- - = —~ - B 2
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The final movement is dodecaphoni@g in rondo form. As in a normal jig, two

phrases of four measures each initially presented. The jig melody is made up of

three segments: the first is the old Scottistmotiv of the first movement, the

second is a cryptogram of the initials F.G3Sand the third has pentatonic and

Lydian elements with a characteristic tritone. In addition, Stevenson still manages

to incorporate the Scott i pbetwdedtbeudnd e t oni co s
row statements (Ex. 20).n St e Jig thesematesals are developed in

various permutations, resulting in a much longer and complex Wénke the

previous movements &cots Suitéollow a primarily pentatonic framework, with

added chromaticism, théig adopts the 20th century technique of dodecaphony.
Stevenson notes: fAThe e apabtihe finalesalltes ment s pay

the 20tB century. o

Example :D StevensorScots Suite V1. Jig (Three fundamental segment&;tbne row, double tonic)

%ﬂ%

a=the Scots Urmotif.

__."

p leggiero  p_E G.S.*
c= pentatony and the Lydian, Griegian Norse sharpened fourth.
Vv ettt [12-Tone Row] IDrop by wholestep (Scotch double tonic)|
0= 1 e
pleggiero
Under Stevensond pen, the jigds rhythm becon

and whimsical movement. The atonality here is unobtrusive. Short phrases with a

23 Frances George Scott (188®50), was a Scottish somgmposer who was an important influence on
Ronald Stevensonédés musi c.

24 Ronald Stevenson, liner notesStevensoe t  a | . | Petr Macel ek, Waldmann JW
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sense of direction and subtle dynamics contribute to the transparency and flow of

music.

ii. Dance Suite for Two

Edward McGuire was born in Glasgow in 1948. He studied flute and composition

at the Royal Scottish Academy of Music, and later at the Royadiémay of Music

in London. Upon McGuirebébs return to Glasgow

Whistlebinkies, a popular Scottish folk band. McGuire credits much of his musical
development to his decades of flute playmith this traditional group. A major
pointinMcGui r eds ¢ omp o s iwhenhisRantfor sola viobhevas ¢ a me
the winning contemporary work for the 1978 Carl Flesch International Violin
Competition. Around the same time, his composittaigacusfor orchestra and

bagpipe, commissioned by Radior8ceived greaaccoladeand was later recorded

and selected for BBC Music Magazineds ifAVery

Mc Guiredéds music has been described as fAgenre

contemporary classi®al and traditional musi C

DanceSuite for Twq2012) for violin and cellowas commissioned by
Live Music NowScotland, an organizatiomhich supports young musicians by
offering them performance and composition opportunities. Among the founders of
this organization was Yehudi Menuhifhe first movemeniCourante (inspired by
the rushing River CIl ydeshardsthRspbteamdt Owenos

definition of the Baroqueourante which in French meansinning The violin

25

fi

https://www.pressreader.com/uk/teeotsman/20180210/283369062483qagcessed February 15, 2018)
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Genre defying composer MbeScotsmap retains his radical
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and cello take turns preetoethdé i ng t he &édrushing
accompaniment of pizzicato, glissando effects, Scottish snap rhydahchat times
eventhe habanera rhythm. Worth noting is Blerygianmode and the

characteristic shift by sp of the opening motive. (Ex. 21 and 22

Example 21 McGuire,Dance Suite for Twel. CourantgOpening, A Phrygian, whole step rise)

g Con moto J =96 A Phrygian
» FECTad %

pizz Arco

5
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Example 22McGuire,Dance Suite for Twel. Courantg Theme in B Phrygian, Habanera, Scotch Sn

i Trvwsanas o
% Vpﬁﬁﬁhﬁﬁﬁﬁﬁﬁf—#ﬁﬁgé”Eﬁﬁf—hvjm#ﬁi oy E. e &
JeepteoTELF = S = .

I3

L B Phrygian . j Scotch Snap rhythm g_
- r 1 E. ) F ; If "?‘ - ’/ﬁ\' f : .
P~ | 1 P i ‘{ _J’n L = " q‘F g&x: : — :‘
- ' Habanera rhythm DI~ o
The short middle section in A mepdtionoff eat ur es

thed T wi mMwidkle Little Stad  m e, whicth sight be easily washed away by the

river of 16th notes in the cello. (Ex. 3

Example 23McGuire,Dance Suite fofwo- 1. CourantgTwinkle, Twinkle in A Major)
jZA pizz/Twinkle Little Star in A major
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The second movememijr and Slip Jig(inspired by Irish traditional music pioneer

Garech Browne)opens with a monodic violin sotbatalludes to the old style of
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Scottish tune with double tonic. The theme repeats with the cello adding a

straightforward bassline, bringing to light the offbeat rhythms of the violin.Z&x.

Example 24 McGuire,Dance Suite for Twe2. Air & Slip Jig(Theme and counter bass)
/5005 + i ~ oo sgem— [
= — X N1
= RS EeSSsss S e
Pp:.t s S| mf ——=—mp = ;:j = < er J
g, —<émf —_
= i ~ e
e e
~.
s (arco) pp<=mf espr P —————mf ‘>-
AL = - o
G e e e
= \&F ——pp
——————— ngf - ———— v
z ] t } K - K7
e e
~ | ! ! | ! N
p— nf ——— —_— mf———pp

The form of theAir is A (a &), B (b 1), A (&'). The middle section (B) displays subtle
shifts of tonal centerecallingt he fAstrangenesso of the tradit

puzzled the Baxque composers. (EZ5)

Example25 McGuire,Dance Suite for Twe2. Air & Slip Jig(Tonal ambiguity)
i T
/Au n PYv- - >/—\f ~ b‘a 1" 7 . h ) !
- = ——f~--—lp——u—4ﬁﬁ,', t = ! Pa—
4 1 1 { rS : i 'S -
> i T == —] > o b/- TNy PP =<
n ) ) > plE&ny ~ B '3
o P EMrnfr e flfRAE =z |
~ =
64 - Tonal ambiguity s - N e
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b TP ohe £ TPhal 1 bibe whs Tubd £ £ |o >
et e Tt +—
pp==nf —0>

TheSlip Jig (on the name Garech de Brun using the initial notes G, @|IByvs a
typical three beat metric pattern, as opposed to the duple pattern of a jiggaladis in
ABA form. (Ex. 29 In the middle section the instruments switch roles, with the cello
carrying the melody in the dominant key (D Major) and the violin playing the

accompanying material.
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Example 26 McGuire,Dance Suite for Twe2. Air & Slip Jig(Opening Jig Theme)
> F % ..'. = . %
IV‘ | i ~ FC_J—-I{ = 7 ‘I, ! I.*JV —T
ke FEEEEE Ty ) =
»- i b+ > Y -
p——x p———f mf

The third movement is titledebridean Dolphinginspired by sailing in the Western Isles

of Scotland) The unique energy and atmosphere of this movement is a product of the 7/8
meter angdconsequently, the distinct rhythmic groupingibe cello opens with a quiet
tremolo on a low F that quickly crescendos to a rumMtntp before establishing the
drumming twemeasure rhythmic patterg+2+3|3+2+2which underpins the entire
movement. A sparking tune introduced by the violin is mguef an ascending and

desending pentatonic scale. (Ex.)27

Example 27McGuire,Dance Suite for Twe3. Hebridean DolphingPentatonic and 2+2+3 rhythm)

9 Vivace J = 144
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After a double statement of the tune, a new section remains entirely in a 3+2+2 metric
division. This shiftof pulse gives the melody a smoother appearance. The cello provides
a simple, functional F major harmony for the pentatonic tune of the violin2@x.
Permutations of these tveections permeate the movemimmbr examplethe cello

becomes the leader by picking up the thémen imitative section. (Ex9)

Example 28McGuire,Dance Suite for Twe3. Hebridean DolphingFunctional harmony Bection)
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Example 29 McGuire,Dance Suite for Twe3. Hebridean Dolphingimitation)
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The swells of the dynamics and rising and falling motion of the melodic line depict the

motion of wavesFinally, at the end, wedar the foghorgEx. 30.

Example 30McGuire,Dance Suite for Twe3. Hebridean DolphingWaves and Foghorn)
Pl e o oo v o s oyg 655
T st e i z = "
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The closingmovement&i g: Lassi e(lsn®OpiStedebgtdDhnndi ng t he
Ob6Sal tcoatsod r eel ) Thameodyes inBaucedbyvalin andddtu s e u m
joined by the cellpwhich provides harmonic and rhythmic reinforcement. Pulse and

rhythm remain stable throughout, with the dancing energy of the jig reeling forward in

leaps and bound3 he rhythm is spiced up with the inclusion of the Scottish smghm

(Ex. 31).
Example 31McGuire,Dance Suite for Twe4 . Ji g: L as s(Themse) O6 St even
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classical violin repertoire. Both are full of challenging rhythms, surprising accents,
angular phrasesind unexpected harmonic turns. They are a true treasure for expanding

onebs musical vocabul ary.
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ParThkel Ri se of JewiBal €Eteéimeoige tatplh y
(early 20th century)

Defining the Characteristics of Jewish Music

Following the destruction of Jerusalem in 70 A.D., the Romans exiled the Jewish
population. The Diaspofaspread the Jewish people to all corners of the world and large
communities outside of the historic Jewish homeland came into existence in Western
Europe. Persecution and expulsion continued to plague them. A decree issued in 1791 by
Empress Catherine Il of Russia permitted Jews who were expelled from Germany to
settlein the western territories of Russia. These territories were called the Pale of
Settlement’ The Jewish settlement in the Pale became an ethnically cohesive area with a
unique culture of folk art and music, thus becoming an ideal location for the undgrtak
of ethnographic studies.

In the beginning of the #0century, Russdewish historians made an effort to
record Jewish folk musit and define a style of national Jewish art music. The rise of the
intelligentsia, the beginning of Zionism, and the egérof the Russian Five brought this
movement to reality. Two Russian historians of Jewish dedcgatl Ginsburg (1866
1940) and Pesach Marek (18682200 teamed up to promote ethnography in Russia. In
1908, theSociety for Jewish Folk Somgas formed andelalized in Russia with the goal

to collect Jewish folk songs, harmonize them, and to support the work of Jewish

®When capDt as prefesddthe fiistoricahovements and resulting dispersion of the ethnic
population of Israel.

27 Albert WeisserThe Modern Renaissance of Jewish Muisliew York, NY: Bloch Publishing Company,
1954), 17.

28 Jewish folk music had, up to this point, been transmitted through aftldra
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composers. The Society published eigbhe works between 1909 and 1¥¥Rlost of
these were arrangements of traditional tunes with added aecoment. Howevelin
1934,the pioneering work of the Society was criticized by historianedndographer
Moshe Beregovski He call ed Ginsburg and Marek fAbour
and musicians, 0 who are motitmentaled by Areact.
b a n a I 37 In his eublicationJewish Folk Musi¢1934), Beregovski makes
observations regarding the function and style of traditional Jewish folk melodies. He
notes that Jewish workers before th& 26ntury were not involved in collectiveblar
but rather held individual jobs. Therefore, Jewish songs were always sung by individuals
and were not suited for collective performadt&his allowed for freedom and variation
in interpretation, which would not have taken place in cheetiings In a similar way,
Jewish communities did not have the orchestras that were popilésiern Europe.
Instead, smalinstrumental klezmer ensembles allowed for tempo flexibility and
improvisation, which had a lasting influence on the performance practice of Jewish art
music.
Beregovski researched and recorded over six hundred songs. He was able to
isolate certain chacteristics pertaining to form, structure, scales, and performance

practices of Jewish folk musté These traits include:

- Elongated or shortened duration of notes in performance practice (rubato)

- Frequent glissandi

29 \Weisser, 6668.

30 Moshe Beregovskand Mark SlobinQld Jewish Folk Music: The Collections and Writings of Moshe
Beregovski. Judaic Traditianin Literature, Music, and AfSyracuse, NY: Syracuse University Press,
2000), 58.

31 Beregovski, 32.

32 Beregovski, 42.
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- The final note occasionally descendingatoindefinite pitch

- Asshrill, sharp, sometimes nasal timbre

- Sigh or sob effects

- Pitches that may be slightly higher or lower than the corresponding tempered

pitch

Beregovski concluded that the most frequently used scale is the natural minor. Other
frequently used scales are the altered Dorian @4), and altered Phrygian (E32b).

The altered Dorian scale is often used to express lamentation and coiiplaint.

Exhample32a Altered Dorian Scale
|

J I ' =1

Most Jewish songs and instrumental pieces are symmetrical and divided into periods,
each consisting of two phrases. The predominant structure is ABCB. Songs are
monophonic and are not accompanied by instruments. Interpretation is free depending on
the perbrmer. Many songs use the rhythm of ¢he a wedding dance with a martke
character similar to the European country dance. Another popular dancérésldoh, a

circle dance with greater energy. The ingtenal ensembles which originally appeared
almost exclusively at weddings were knowrklezmeror klezmorin®* All cities with a

Jewish population had at least one klezmer band consisting of two first and two second

violins, cello or bass, flute, clarinet, horn, and a Turkish drum. These banderitlyg

33 Beregovski, 549.
34 Beregovski, 530.
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performed at both Jewish and réewish weddings. It was thus only natural for them to

incorporate a variety of nafewish songs and their variations into these performances.

Beregovski observed that there was much mutual borrowing between Jedish an

Ukrainian musicians®

Works Inspired by Jewish Folk and Klezmer Music

Five compositions in my recital program draw heavily from Jewish folk and traditional

music and, in various degrees, include the idioms characteristic of Jewish music as

summarized byeregovski. These works are:

K]

E]

]

]

E]

Eli, Eli by Jacob Sandler

Es Brennby Mordkhe Gebertig

Hebrew Dancdy Joseph Achron

Yiddish Fantasypy Meira Warshauer

Jerusalem of Lithuanily Faustas Latenas

Eli, Eli, composed byacob Kopel Sandler(1860 1931) fortheper et t a A The Jewi

King

The music

Eili,

of

Pol and

for

ri ses and

a

NKknagwh prayedlikelJ@\dslBbgongs.i s one

fall s

n shorHdl, phrases,

| o m@My @asl,any Ganl,nvhy?have you forsakeer), whichis taken

from Psalm 22 of DavicEs Brenntwas composed in 1938 jordkhe Gebirtig

(1877 1943) as a premonition of the upcoming tragic events of World War Il. The lyrics,

and | ater t

he

35 Beregovski, 526.
36 Irene HeskesPassport to Jewish Music: Its History, Traditions and Cult{@ennecticut: Westport,

1994), 164.

tune,
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AQur |ittle town is on fire; it is bur
watching as the flames grow wilder and higher.
Who will quench the blaze, my brothers?

Al | our world is on firelo

Eli, Eli is inthealteredPhrygianmodeandEs Brennis in harmonic minor. The first
tune is lyrical and smoothyith conjunct intervallic motion. (Ex.3 The second, with
larger intevals and a wider melodic range recitative in character. It evolves from a

short phrase that conveys pain and resignatiéx. 34)

Example33. SandlerEli Eli (Opening theme)
A Andante

Pri«H B = U lo-mo a- sav - to - ni?®*

3
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GTE N e ., 0 e e e e e
D) L4 1 * L4 L4 L4 L4

S'  brent Bri-der-lekh s' brent! Oy wun-dzer o-rem shte-tl ne-bekh brent!

Both songs, although very short, are masterful music settings to very meaningful words.
They portray in a nutshell the most characteristic quality of Jewish music: an expression

of suffering and anguish.

Joseph Achron(1886 1943) was promoted by ti&ociay for Jewish Folk Song

as, fAone of the most genuinely gifted compos
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mo v e m¥ Hetfaithfully used Jewish music as his inspiration, first by using folk

melodies and later Biblical cantillatiodHowever, he understodtat the lasting value

of a composition is determined by fAthe skildl
i mpul se of t he 3 A&sdpupilofifanmus peragoyped.sopald.Ader,

Achron became known as a fiwareedasawolnndo and en
virtuoso. In 1925, Achron arrived in the United States and found aestlblished

Jewish community? In the eighteen years that he lived in the US, Achron never achieved

fame as a virtuoso or as a serious composer and had to supps®if by teaching and

writing music for plays and movies. Achronos
Jewish characteristics with Western influences such as Impressionism and atonality.
Unfortunately, they were viewed as overly sophisticated for thesBguublic and too

Jewish for the general public. His good friend Arnold Schoenberg {1854) said:

AJoseph Achron is one of the mdEwe wunderestin
catalogue of Ac hr -eighbcempuasiiond Amoihgihis hesknosvie v e nt y
works isthe earlyi He b r e w , Opa 36N 1(1912), based on a traditional Jewish

folk tune. The original tune is in three parts anthimalteredPhrygianmode (Ex. 35)

37weisser, 81.
38 Readings from thelebrew Biblein synagogueenices involve a ritual chanting called cantillation. The
chants are written and notated using special signs and marks.
3 Weisser, 82
40 At the end of the 19th and beginning of the 26¢ntury, the antdewish pogroms in Russia initiated a
large Jewish migttion. Between the years 1881 and 1910, over one million Jews emigrated from Russia to
the United States. At the height of Jewish persecution in the first decade of the twentieth century, President
Roosevelt proclaimed that America would open its doodetes. A huge arrival of immigrants followed.
seeRuthRubin,Jewish Folk SongéNew York: Oak Publications, 1965), 4.
*LWeisser, 89
42 \Weisser, 89.
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Example35. Traditional Jewish folk song
Theme 1A11¢ gu tto (J 92- 98)

Hebrew Dancepens with the piano playing Theme 2. The violin follows, presenting
Theme 3 with an octave pedal note on D. (8. After a virtuosic cadenza, the violin

presents Theme 1. (EX7)

Example36. Achron,Hebrew DancéBeginning: Theme 2 and 3)
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Example37. Achron,Hebrew Danc€Theme 1)
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The three themes recur throughout the composition. Achron uses proven techniques such
as progressive shifting of key centers, and includes cadikezaassages of
improvisatory character to create an attractive solkwanich successfully introduced

classical music audiences to Jewish folk music.
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Meira Warshauer (b. 1949), in her own words, has devoted most of her works to

AJewi sh t hemes and MiddighiFantaay2001y vwas \sritieh foome s sage . 0
violinist Daniel Heifetz and the Classical Band Orchestra. In addition to the first version,

which was scored for string quintet and piano, Warshauer also wrote a version for violin

and piano. The work presents a medley of pop@atish songs and klezmer tunes that

were played at weddings and other celebrations, providing a glimpse into the culture of

the Jews of Eastern Europe at the turn of the 20th century. The titles of the songs are

marked in thescorein Yiddishd the vernaculalanguage of EadEuropean Jews. The

preface to the work reads:

AYi ddi sh Fantasy is an arrangement of sev
which were popular among the Jews of Eastern Europe at the turn of the century.

It opens withVu is das Gesse(®Vhere is the little street?), author unknown, to

take us on a journey into the time and place of the shtetl, a little village where

Jews lived in Eastern Europe. Witlyfn PripetshoKOn the Little Hearth),

composed by Mark Warshavsky around 1900, we imeageering through a

window where children are gathered to learn the Hebrew alphRdstinkes mit
Mandlen(Raisins and Almonds), written by Abe Goldfaden in 1880, was a

popular lullaby these children likely heard at bedtime. Three lively dance tunes

follow: aRussian ShefRussian song) and twerailachs( J oy f ul ®*dances) . 0

The music is predominantly in harmonic minor, though occasional changes of mode

occur and accentuate the unique character of each Yiddish tune. Transparent and

““Meira Warshauer, fAYiddish Fantasy for Violin and Pi .
https://www.meirawarshauer.com/works/yiddisimtasy2 (accessed November 29, 2017)
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uncomplicated rhythmicalccompaniment gives the soloist ample room for rubato.
Frequent use of glissandi, accents, mordents, pitch bending, and turns throughout the
work exemplify the typical style of klezmer music (B8). The last sectiorkreilach Il,
seems to begim G harnonic minor but makes a clear statmhinthealtered Phrygian

mode(Ex. 39).

Example38. Warshaueryiddish FantasyRussian SherJmordents, glissandi, accents)

molto rit. C ?fely Glissando

50 g 7N v

y EHd-ee s B ’.:._.--‘- o
= SRS S ====3r= s # : o

%}V et i o =
rpP

50 m

§

-:U

g -

5 T@
U0 ]
1
e
j’
~e|
]
Ej
nLL 2|
A
e
4
g
N
~e|
XX
)
e
i
ﬁ
2
L 2|
4

el

> -
» 1
T |
T T

N
§, 888
il

Example39. Warshaueryiddish Fantasytreilachll (altered Brygian)

158 m Altered Phrygian & 4 Pitch bending A
9 II p— F-‘lx. 7 7z T T o TS =
iE—re=erE ==t | £ £ = :
D) L =il T T T 2 T
158 — J A ol e
A | pu— . . . . N N N N
oo o e e E T v v v s v gy v g v v v v g
o e me Y 14 4 4 4 % | k) L

P

o & 'P . .

S e e R e e — — e ] :
i s e } = } } ™ < ™= ™= r f -

[ — T 9 T T g 'J' g

Wa r s h amplemeatation of the two most popular Jewish dance fogreatd
freilach), as well as popular songs, make Yhiedish Fantasy fine example of a

klezmerstyle concert piece.
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Faustas Latenagb. 1956) is a Lithuanian composer known primarily for hisicais,

dramas, andhovies Jerusalem of Lithuanid* is an adaptation of his music from the

play, ASmile at Us, Oh Lord, 66 which traces
across Lithuania at the start of the 20th century. After the Boston productios hy

in 2015, theBoston Globevr ot e: fia huge additional asset i
which ranges from lyrical underscoring to suddenly crashing chords that reverberate
through the theater | i ke t*Aegoodfoemdadd r ack t o t
collaborator of the composer, violinist Borisas Traubas, made an adaptation of the score

for chamber ensemblderusalem of Lithuaniapens with a melancholic violin solo in

altered Phrygian, later joined lbiye cello andtremolo accomanimentprovided by the

other strings. (Ex. @)

Example 40. Latenaderusalem of Lithuani€Opening, Altered Phrygian)

— g _—_ Faustas LATENAS - Borisas TRAUBAS
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“Vilnius, the capital of Lithuania, earned the nickn:

of Jews in the city.

“Don Aucoin, AA Jour ne\Bmieat&s, GhLord TheBoston GlobMduaerlb, ng i n
2015),https://www.bostonglobe.com/arts/theaset/2015/06/13/journefreightedwith-meaning
artsemersorsmile-lord/V2DwsFN90bSK8me2MTuE1K/story.htnfdiccessed November 29, 2017)
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After the improvisatory opening, the piano enters wistteady, continuous pulse (Ex.

41), while the strings gradually become mardapendenand polyphonic (Ex. 2).

Example 4. LatenasJerusalem of LithuanigA-Altered Phrygian, piano pulse)
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Example 2. LatenasJerusalem of thhuamePonphony and AAltered Phrygian)
r
45( .5, . £ rfr fu4rfy )= s ", gl
= ‘ j , = i |
. b A = \;\ A-Altered Phrygian ) P P Ve
# s f . o - } - . T = = = : P—p— ===
f@*—ig#& f Fﬁr F 1 : s
éf = = et =
. “ Polyphony” ' S e T (= i = R R S R |
S N — pepprpliee s JE T £ \Fqbsree lpEp fRTEE &
=== e == i S=SSSS =
D | ‘ |
S%M g g} xF'xg xe;
:
(')= = e e e E=seaas e e
E S : = N = £ F= = be bl

The polyphonic texture becomes more and more entangled, culminating with a massive
glissando into a brief cadenza made up of a strikingly disjunct arpigaglio

instruments. The opening theme retuongfly in unisonandthe texture soon becomes
evenmore complex and dissonant than before. An interesting effect indicaMdaas

cowis given to the cello (Ex.3).
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Example 8. LatenasJerusalem of Lithuanié@Cadenza and Moo Cow)
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Polyphonic stratificationpaired with glissando effects, mordents, and tritlsreases the
tension and leads to a suspenseful fermata. Another brief return of the opening theme in
unison with minimalist piano accompanimeitrings the piece to a fading conclusion,
reaffirmed bythreecol legnotaps of the bows.

According to the arranger, Borisas Traubas, klezmer musicians are very relaxed
regardingthe instrumental makap of their ensemble. | have performed this work with
piano and strings, and sometimes with added voicgaraission. Occasionally, the first
violin part is taken up by the iconic klezmer instrument, clarinet. This short composition
is a showstopper and demonstrates how, in the hands of a skillful composer, the klezmer
style carbesuccessfully fused with th@olyphonic technigueof classical music. The

independent polyphonic strands create the impression of improvisation, yet the
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composition boasts a cohesive form thanks to the ostinato piano part that provides the

Aglueo for this rich mosaic.

Works Inspired by Jewish Spiritual Experience and Liturgical Music

The second group of compositions froinis recital program consists of works inspired
by the Jewish spiritual experience and Jewish traditional liti¢glyNidrei by Max
Bruch,Kaddishby Maurice Ravel, and tHgaal Shem Suitey Ernst Bloch.

Max Bruch began composition of hisol Nidrei, Op. 47 in 1880, during his
appointment as choir conductor of the Gesangverein (Choral Society) in Berlin where he
met many i c hi*Ka Kidrenwas dedicatedrtoacellist.Robert Hausmann
(1852 1909) who had for a long time been asking Bruch to write a cello concerto. Bruch
wrote to his publisher Simrock: Al have
Hausmann, on the finest Hebrew melodg! Nidreid ( A d & Bhée ariginaloversion
for cello and orchestra was followed by arramgnts made by Bruch for violin wiola
with piano, piano and harmonium, solo piano, cello and organ, and solo*®rgan.

The main theme dfol Nidreiis a Jewish turgical melody that is sung in
synagogue on the evening preceding Yom Kippur, during the service of Atonement. It is
traditionally the role of the cantor to present this old sacred melody in an inspiring and
uplifting manner. Adaptations vary from austerenody to full choral arrangements. The
fervor and talent of the cantor can result in inspired originality and richly improvised

ornamentations. The entire first section of the work is dominated by a dramatic recitative

46 Christopher FifieldMax Bruch: His Life and Work@.ondon: Victor Gollancz, 1988), 169.
47 Fifield, 170.

48 Fifield, 170.The version | performed and discussed here is for violin and piano.
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which spins out the liturgicddol Nidrei theme. Bruch wrote the piano part in a style

imitating recitative accompaniment, thus giving the soloist freedom to plaguast

improvisatorystyle. The thre@ote motifs, separated by an eiginibie restconvey

Aremor s e, resokrvespoddi ngumpht he °(ERr ee st age
44a) After the D harmonic minor of the first theme, a meandering betweeinds amd F

major follows. (Ex. 4b) It leads to a dramatimarchlike theme inC Major. (Ex. 4ic)

Example 4la. Bruch Kol Nidrei (Theme 1 motivic construction)

ten.

Exampled4b. Bruch,Kol Nidrei (meandering between g minor and F Major)
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49 Fifield, 169.
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The second sectiok)n poco piu animatopresents a blissful theme in D Major that

creates a feeling of redemption. This theme was borrowed by Bruch from Isaac Nathan

(1790'1864) who used it in the so®weep for thosgEx. Ha-b) The same theme

recurs in the first of th&hree Hebrew Melodsefor choir, which Bruch was composing

simultaneously withKol Nidrei.>® The flowing arpeggiated chords of the hiike

accompaniment provide a celestial backgroundhsrbeautiful melody. After aoaring

recitative, the theme is repeated dlnel work ©ncludes peacefully

Example45a. BruchKol Nidrei (Un poco piu animat)o
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S0 Fifield, 196.
41




Kol Nidreist e mmed not only from Bruchds genuine

from the need to compose a sellable pibet¢would bring inagood incomeHe
confided to a f KalNMdmetds assiréddnbecasse al theelJeves inohe
world are for iteo ipsod®! Indeed, success followed, and his composition became
beloved by both Jews and Gentiles. This work ledynarbelieve that Bruch was
Jewish, insofar that he was listed in three books on Jewish comphidexsever, in
1929 a prominent musicologist Abraham Idelsante this critical evaluation of
Bruchds wor k:
f{Bruch's] melody was an interesting theme fdaridliant secular concerto. In his
presentation, the melody entirely lost its original character. Bruch displayed a fine
art, masterly technique and fantasy, but not Jewish sentiments. It is not a Jewish
Kolnidrékwhi ch Bruch® composed. o
To this one may ggue thaBruch himself did not consider hi&l Nidreito be a Jewish
composition, but rather one of his many artistic arrangements of folk or ethnic tunes. The
continued popularity dkol Nidrei testifies to his successful adaptation of Jewish music
in aclassical composition.
Maurice Ravel (1875 1937) was mistakeseveral timesor a Jewish composer,
which he vehemently denied. This was not because of any antipathy he felt toward Jews,
but rather because he was a proud Basque. His mother made sueawhatborn in her

hometown, Ciboure, in Basque Pyrénées and sang Basque lullabies to put him to sleep.

51Fifield, 169.
52 Fifield, 16.

53 Abraham Idelsohnjewish Musiclts Historical DevelopmenfNew York: Dover Publications, 1992),
466.
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She also instilled in Ravelgenuine love fofolk music, which contributed to his interest
in Amusical 6ot her nessod arnoda tcRavedpossessadtae nt | y n
large collection of folk songs from various nations. He chose to harmonize and
orchestrate popular Greek, Spanish, French, Italian, Belgian, Russian, $Saattish
Hebrew songs.
In 1914, soprano Alvina Alvi commissioned a setvad songsDeux mélodies
hébraiquegKaddishandL'enigme éternelle which she first performed in June 1914
with Ravel at the piano. Arrchestral version of the songss written in 1919, and an
arrangement dkaddishwas madédor violin and piano by Laien Garban in 1924. The
songs do not exhibit Ravel bés typical style b
style as perceived by Rayahd are tailored to the telRavel set each song in two
different languages: Aramaic and French in the caseedidt song; Yiddish and French
in the case of the secori8ioth of theDeux mélodies hébraiqueexts have biblical
origins. The first songKaddish is a liturgical chant. The essence of the Kaddish prayer
is a glorificati on oshcatGwmy dependimg gnrithie bcoadian, The K
and R Kaddishhdissa somber, wailing character which suggests a mournful funeral.
The solo line is melismatic and florid, which informs us that Ravel was well acquainted
with the singing style of cantors. In thiest half, the scarce accompaniment is centered
uponG. In the orchestral version, sustained pianissimo harmonics provide an eerie
background for the violin melody, which fluctuates betweenedtéhrygian and G

minor. (EX. %)

““Robert Orl edge, f Ev dhe&ambrigeompdniorEtx Reved. Dabativiawer i n
(Cambridge: Cambridge University Press, 2000), 30.
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Example 4. Ravel Kaddish Opening(Altered phrygian
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In the secondhalf, the accompaniment changes to arpeggiated cliplalged by thénarp
in the orchestral versipnanddisplays a more complex texture amatrmony typical of
Ravel. (Ex. Z) The gradually rising soliine creates a climafrom where it descends
through an ornamental melisma. Although pinevailingtonal center is G, both sections

cadence in C minor.

Example 4. Ravel Kaddish(Harp-like piano accompaniment
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Ravel said of himselfthathefisar t i fi ci al by natureo and that

insincerity®® Even if the composer distanced himself from the profound meaning of the
Kaddish, the performer cannot. This composition requires great personal engagement and
improvisatory skills thatombine rhythmic fluidity with poetryaddishis an excellent
example of a composition that implements Jewish liturgical musidhetooncert

setting

55 Orledge 36.
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Ernest Bloch (1880 1959) was born in Lengnau, a small Jewish community in
Switzerland. His grandfathevas a cantor and his father preserved the Orthodox Jewish
customs, frequently humming Jewish tunes at home. However, Bloch remained
indi fferent to embracing his familyés tradit
metFrench Jewispoet and histgan Edmond Fleg (1874962), that a significant

change took place in his life. He started reading the Bible, and its words resonated deeply

within him. I n a 1906 | etter to FIl eg, Bl och
animmense sense ofpridleur ged i n me. My entireeing vib
Furtheron, he continued: AThis music iIs 1 n us. |t

greatness and d¥Bldchwaiyed in $ilentehuntis1912 frcaspir.ob
ideastocome.&l f oretold to his friend Fleg: AAIIl m
would let sing in me these secular chants where will vibrate all the Jewish soul in what it

has profoundly nat i oflréed, romdl91p1916 theonousicdof y h u ma n
hi s i e@uicl e 0 Pgalmdl4,ddalmdl87t IsraEbtes Juives, Shelomo,

PoemsandString Quartet No. 1These works established the trademarks of his style:

Shofarlike calls?° rich orchestration, Hebraic themes with repeateté patterns, natural

minor tonality, irregular rhythmic construction, and intervals of perfect fourths and fifths.

The grandiose style brings to mind biblical antiquity. The emotional content of the music

is explicitly communicated in his letter to Swiss violinist Alfred Pochorefarence to

56 David KushnerThe Ernest Bloch Compani¢Westport, CT: Greenwood Press, 2002), 29.
57 Kushner, 29.
58 Kushner, 31.

59 A shofar is an ancient musical horn made from the horn of a goat or sheep. It is used for Jewish religious
purposes and sounded Bosh Hashanaht the beginning of the New Year and signifying a call for
awakening and repentance.
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theLamentofrom String QuartetNo1l fA Deci dedl y o-fixtdreeovi sh 1 nspi |
bitterness, violence, and of pain. Doné6t f ea
race whose sufferings througfhout the centur.i

It was Alfred Pochon who convinced Bloch to try his luck in America. Thanks to
the violinistdés influential friendsHeon t he o
was cordially received in the Jewish circles of New York, and within a year his
compaitions were performed to great acclaim in New York and by the Boston
Symphony. A monographic concert in New York established his name as a leading
composer in America. Bloch garnered first prizes in all major composition competitions
in America, thus fulter strengthening his foothold in his new homeland. Two important
works add to his Jewish CyclBaal Shem Suitfor violin and piano (1923) andoice in
the Wildernessa symphonic poem for cello and orchestra (1936). In thesks, Bloch
strivedtoacive fné a universality of speech that g
which] the Hebrew spirit is only ofe of the
Thus, Bloch set an example of how Jewish music could evolve from nationalistic to
universal.

Baal Shem: Three Pictures of Hasidic Lifess comprised of three movements,
each depicting a part of the Hasidic li¥&dui (Contrition), Nigun(Improvisation), and
Simchas ToraljRejoicing in the Holy Scriptures). The work was named after the founder
of the Haidic movement: Rabbi Israel ben Eliezer (1i7D060), also known as Baal

Shem Tov. Hasidic Jews have been known to cultivate a mystical approach to religion,

60 Kushner, 37.
61 weisser152.
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including singing and dancing to a point of fredzyidui evokes the atmosphere of

Yom Kippur: canfession, remorse, and submission. LtRtemantic chromatic harmony

paints an emotional picture of inconsolable sorrow, until a glimmer of &yopearsn

the last measure. The violin perfectly expresses the emotions of human outcry to God for
forgiveness(Ex. 48a)Kol Nidrei comes to mind as we listen to the short phrases of the
violind atterances. The last few measures are suggestive of the elabqateisations

of a cantor(Ex. 48b)

Example 8a. Bloch,Baal Shem Vidu, (Opening theme)
Un poco lento (d= circu 76)
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Example 8b. Bloch,Baal Shem Vidui (closing cadenztke figure)
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The best known of the three movementligun The name si mply means
in the Hasidic tradition it is associated with a wordless prayer song. It has been believed
that music has special emotional and mystical power in communication with God. The
dramatic content of this piece is best described by Michael Jameson:
Here, Bloch attempts to recreate the feeling of ecstatic religious chanting through
a highly charged and ornate mdlotne that rises to a fever pitch of spiritual
intensity before dying away to a gentle clé%e.
Two themes balance the intensity of rhetoric with the soulfulness of speechless chanting.

The firstthemeis bold and dramatjén G minor, the second has a darldee melody in

62 Hasidism is a mystical Jewish movement that was founded in Poland in the 18th century.
63 Chris WoodstraAll Music Guide to Classical Mus{San Francisco, CA: Backbeat Books, 2005), 168.
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altered frygian mode. Sections of free rhythsupported by a pedal point in the piano

suggest religious fervor and e&ion into another realm. (Ex. 4981)

Example ®a. Bloch,Baal Shem Nigun(Opening Theme)
IVa . = - %

a tempo  fieramente

ﬁ I l‘.
()%

— =
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Simchas Toraleelebrateshe festivitiesthat mark the end and beginning of a new annual
cycle of Torah readings.dullts and children dance joyfullg the streets while carrying

Torah scrolls. The opening thus appropriately depicts an eastaioe. (Ex. 6)

Example 50Bloch,Baal Shem Simchas ToralfOpening theme
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An uplifting, triumphant theme follows with grandioseaat double stopdEx. 51).
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Example 3. Bloch,Baal Shem Simchas ToraliSostenutoSecond thenje
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The third theme reveals Yiddish origin througghquotations fronthewedding sondi

Mezinke Oysgegebémhe Youngest Daughter Married Off) by Manarshawsky

(1848 1907).(Ex. R2)

Example 2. Bloch,Baal ShenfTheme fromDi Mezinke Oysgegebgn
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Unlike the other movementSjmchas Toraremains joyous and rhythmical throughout.
The prevailing tonalities of E and D major givee suite an optimistic end.
Bl o dBBrabShems brimming with Jewish zeal. We find here all the

characteristics of Jewish mugfat werdisted by Moshe Beregovskipw enriched by

superior harmony and orchestration. The form, although magnificently evoking ecstatic

improvisation, is well thougt over and balanced. A sense of unrestrained freedom and
spontaneity is created by cadenzas, phrases imitating reciting, frequent glissandos,

expressive markingsndflexibility and frequent change of tempo.
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Bl ochds cohesi ve Ipeeomsanmdel of Jewigh mesikad style.riHish a s
works encapsulate the voice of humanity and have universal appéhé spiritual

values they conweare relevant to all peoples.

Art Music with Jewish Flavor

TheSonata for Solo Violin in G(1951)by Paul BenHaim (1897 1984)
represents anique category in this program by blendfotk and ethnic elements with
the composerdés own musical vocabulary, thus
western European tradition. With degrees in piano, violin, coitipesand conducting
from the Munich Academy,BeHai més first professional step:
posts of the German opera houses in Munich and Augsburg. In his early compositions,
BenHaim was very much influenced by Paul Hindemith (18%%3). Hs compositional
style took a turn in the 1920s under the influence of a Zionist pianist and composer
Heinrich Schalit (18861976), who convinced BeHaim that he must become aware of
his Jewishness and incorporate it into his music. This promptediBiemto study the
HebraeischetOrientalischer Melodienschatzy Abrahan Zvi Idelsohn (18821938)
his firstencounter with Jewish melodies frahre Middle East.

BenrHaim emigrated to Palestine in 1933 and adopted it as his new homeland.
There, in 1939hemetand began close collaboration with a weilown Jewish singer,
Bracha Zefira (19101990), who was from #emenite family in JerusalerBenHaim
was not only Zefirabds accompanist, but al so
influence and inspirationdm Yemenite, Sephardic, and Persiawish traditions. Thus,
BenHaim was introduced to authentic Oriertééditerranean melodiewith their

characteristic idioms such as unmeasured meters and rhythms, atehpened
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intervals. In the nine years that Wwerked with Zefira, BerHaim wrote over 60 songs for
her that were based on Oriental folk melodi¢is.new compositional style, which
developediuringthis collaboration, is characterized by the combination of Oriental
Mediterranean spirit with 20tbentury compositional technique. This style, adopted by
other composeras well, came to be known as, the Eastatiterranean schoolf
Israeli composer& BenH a i @dnatais one of the works that incorporates this style.
It was composed in Télviv in the Fall of 1951, was dedicated to and premiered by
Yehudi Menuhin in 852, and is described asoneBenfHa i més fAmost per sonal
forcefu® works. o

The first movementAllegro energicoopens with a recurring motihatserves as
the structural pillar tanify the movement. The opening G octave establishes the home
key. However, BeiHaim plays with the perception of the listener almost immediaigly
introducing Fnatural as a suitable neighbor to G, in additio the expected-Bharp (Ex.
53). This is reminiscent of the pitch bending so often present in klezmer, Arabic, and

Middle Eastern music.

Example 8. BenHaim, Sonata- Allegro energicdOpening: 4 note motive and F# V& F

Allegro egergiﬁo 4 note motive| F#vs.F& ' Y _
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The flexibility of tempo and frequent meter changes create a seanseredictability.

64 Hadassah Guttmanfihe Music of Paul Behlaim: A Performarce Guide(Metuchen, NJ: Scarecrow
Press, 1992), 16.
65 Guttmann, 157.
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The overall form is not unfamiliar: it is ABA, with the B section having a more

disjunctive contour and lighter flowing character wingrally softer dynamics. (Ex. b4

Example 54 BenHaim, Sonata- Allegro energicdB section, constameter changes)
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The second movemeritento e sotto vocglayedcon sording evokes a musical

D)

fantasy that is a prime example of the Easiaditerranean SchodBenHaim indicates
that the interpretation should besenza coloréwithout color).Curiously enough,

following this instruction leads to a unique timbre and beautiful tonal palette that is
reinforced by the muted instrument, assortment of articulation, use of grace note, trills,

echo effects, and floighes of embellishments. (Ex. 558

Example 55. BerrHaim, Sonata- Lento e sotto vocEmbellishments: turns, flourishes, echo)
—
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Example 55b. Beidaim, Sonata- Lento e sotto voc@/arious embellishments continued)
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The movement contains a plethora of rhythmic variety and rabterges which further
contribute to the Mediterranean flavor. Frequent rests at the beginnings or ends of phrases

crede the sense of taking a breath, ard af he FAeolian mode lends a sense of
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mystery.Harmonic ambiguity remains until the end of thevementonly in the final
measure, with a fifth played in harmonics, does one get a sense of repose.
The last movemenholto allegrg brings back the energy of the first movement.

It starts softly with the very distinct rhythm loéra, the national daoe of Israeld? &2.

The first three notes of this motive immediatedgallthe pillar rhythmic motive of the

first movement and the dominating pitch@®f (Ex.56)

Example 56 Ben-Haim, Sonata- Molto Allegro(Opening motive: hora rhythm, tritone)

Molto_allegro J-152 i
a_v SO b a
. : -
e 2 ) 3
JCH ==
pr AT N

¥ (punéa darco)

Thecharacteristic tritone and frequent use of augmented seconds definesthe E

Mediterranean style. (Ex. 57

Example 57 BenHaim, Sonata- Molto Allegro(Augmented 2nd)
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The conjunct contour of this section contrasts starkly with the disgauwstpus, and

unruly charater of the second theme. (Ex.)58

Example 58 Ben-Haim, Sonata- Molto Allegro(Disjunct Second theme)

»G&tenuto e pesante (J=120) 'G
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In the center of the movement, a third theme that is based on a syncopated rhythmic
pattern derived from the first themerays in more sophistication: an accompanying
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voice is added with lefhand pizzicato. A short ornamental motive, also taken from the

first theme, is used as WelEX. 59

Example 59 BenHaim, Sonata- Molto Allegro(Third theme, left hand p|22|catornamental motive)
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The structure of the movement is based on the juxtaposition of thematic ideas rather than
any interaction between them. Abrupt and extreme dynamic changes at the occurrence of
new themes contribute to this effect. Although tonastdifficult to pinpoint, the

movement gravitates toward G. Belaim makes this more obvious by using G as a

pedal pointat the end of the work. (Ex. 0

Example 60 BenHalm Sonata Molto Allegro(Ending, Pedal point on G)
Pesante e gmw(J-bo)

Pedal on G ' 'I:ﬁ' ' u':;r w‘ -

Today, BerHaimisamond sr ael 6 s f oremost composers. Br a
ABeHai m i sé the bridge between starting a tr.
when there was not hi ng, %ltike BetaBagtokédndJeanr e of mus
Sibelius, BerHaim did not meely arrange folk melodies, but rather took the prime

elements of traditional Jewish folk music and fused them with his own musical

vocabulary, thus creating a style that combines the best of European contemporary

musical language witimdigenous elements.

66 Guttman, 16.
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Par tColllolni zati on of the Ameri cas &
Transculturation and Syncretism i

Foll owi ng Chr i sl1492 artival to wiathé helebed t® beshe West

Indies, the colonization of Central, South, and later North America footaaged the

Western Hemisphere. The Spanish established their dominance in the South, only to be
challenged shortly thereafter by the Portuguese. The dominance of Iberian culture led to

the name Latin America. Under the pretext of Christianization, ruthless exploitet

the |l and and natives ensued. The natives, ge
labor force up until their near extinction. When a shortage of working hands became

imminent, slaves were brougbverfrom Africa.

Colonists brought European nmasvith themto enhance religious and civic
celebrations. As the status and occupation of a musician was only slightly above that of
manual laborers, indigenous people were trained to fulfill this function as well. They
were very skillful at this task; the are records of the superior quality of their vocal and
instrumental performance skills, as well as their work in composition, instrument
building, and other tasks associated with professional music making. During this time,
missionaries were careful keep church music pure of any pagan influences. Yet, there
are documents showing occasional use of native instruments in informal settings, such as
in procession§’ The nativeswere allowed to cultivate their traditional music and dances
under the close gervision of missionarie®Nativeaboriginal music was based on modal,

pentatonic, or hexatonic scales without semitones. The music of the Incas, who occupied

67 Daniel Mendoza De Arcélusic in IbereAmerica to 1850: A Historical Survélianham, MD:
Scarecrow, 2001), 82.
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most of Spanish South America, employed five modes, created by using each step of the
pentatonicscale as the pseudonic %8 Rhythms were primarily binary, with the

occasional use of syncopation. Frequent use of intervals smaller than semitones led the
early colonists to think thahe natives played out of tune. contrast with Aztec music,
which was heterophonic with superimposed melodies and polyrhythms, the Incas often
employed sequences of musical patterns. A variety of wind and percussive instruments
were used; string instruments were unknown except for a musicPthater, with the
shortage bnatives, black slaves were trained as musicians. Already in the Baroque era,
African rhythmic elements were occasionally inserted into church choir rffusic.

However, it was in secular music that African slaves were able to exhibit their fullest
expressionThe degree to which African heritage was preserved and integrated into
European music varied and depended on whether African traditions were suppressed or
tolerated in a particular country. The slaves came from many regions and from many
cultural backgrands. The largest ethnic group was the Yoruba, from Nigeria. In Cuba,
this group was able to preserve much of their culture thandabitdos(mutuataid

societies) angreatersocietaltolerance’t Musical featuresraceabldéo African origin are

definedin the chart below?

68 De Arce, 33.
69 The musical bow was present in masthaic cultures. It is a flexible stick with a cord stretched between
each end that is plucked or tapped.
ODe Arce, 92.
L peter ManuelCaribbean Currents: Caribbean Music from Rumba to Reg@eladelphia, PA: Temple
University Press, 2006), 11.
2 Manuel, 7 8.
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Figure 3 Musical features of Africarigin

Collective Participation 6 No division between performers and consumers. There
no bystanders; everyone is part of the music making.
Emphasis on Rhythm 6 Interaction between regulpulses and ofbeat accents
0 Frequent polyrhythm, which is the combination of two g
more regular pulse rhythms.
0 Often a ,0f tpil napybelat ineebellprovides a
point of reference.
Call and Response 0 Soloist and a choir
Repetition 6 Repetitionof a short cell or ostinato

Early colonial secular music emerged as a fusion of European, African, and
Amerindiarf® traditions.The process of blending European culture (Spanish, British, and
French) with other cul t urthesaseaofCanbeebrer red t o a
culture,itismorebt en c aladteido md rcero | i tarteanmceimed byt ur at i on
Cuban anthropologist Fernando Oritan towns, secular music began to acquire
syncretic characteristics as early as th& déntury’® The cultural synthesis caused many
popular European dances to acquire new characteristics and hames. The two most
popular salon dances brought by colonists were the contredanse and q(fddrihe.

19" century, a mingling of these dances and localmmg, especially the incorporation
of syncopated African rhythms, led to the emergence dbiangbucan Columbia, the
contradanza habaneranddanzonin Cuba’’ and thesonandboleroin Cuba and

Mexico.

73 Amerindian refers to the Indigenous people of the Americas.
"4 Manuel, 22.
S De Arce, 88
6 The contredanse, an 18tintury French development of the English country dance, was a dance for
several couples to participate in. The quadrille coedisf several dances with prescribed figures, as
opposed to a focus on footwork, and was always danced by four couples.
T The contradanza habanera is also referred tomtsadanzar danza By the 1830s, the contradanza
habanera became popular in Eurapé was known simply as a habanera. Georges Bizet used a
contemporary habanera melody in his 1875 opeaamen
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The composers presented in my third dissertatiotetécHeitor Villa-Lobos,
Leo Brouwer, Jos® Whit e LGnastetatard,Astadrar os!| av
Piazzolla were strongly influenced by the evevolving syncretic formsSome were
also influenced byhe indgenous music of South America aindorpaated idioms of
Western art musicontemporary to their time. Taking this into consideration, the works
are grouped into three categories.
1. Works with a strong influence of folk danc&ambucdqOrtega),Zapateado
(White), andSpanish RhapsodyVa n Dl e k)
2. Works borrowing from past composers with implementation of modern idioms:
Sones y DanzonéBrouwer)
3. Art music with influence of folk or popular idiomBampeana No. (Ginastera),

2 Choros bigVilla-Lobos),Cuatro Estaciones PortefiandOblivion (Piazzdla)

From Dancehall to Concert Hall: Stylized Dances in Compositions oOrtega, White

andVann| ek

Bambuco Almirantewas written byAlberto Acosta Ortegafor the Colombian
folk group, Los Hermanos Martinez, made up of brothers Jaimei(2036) and Mario
Martinez (19362016). Although bothvere practicing physicians, the Martinez brothers
dedicated their life to spreading traditional Colombfardeaninstrumental and vocal
music.They made their radio debut in 1957 and releasek tharB80 aloums on the
Sorplux label over their 53ear careerAlmirantewas one of their best known and most
performed songs. Despite the fame, there is no available score. Thus, | made my own

transcriptionfor violin and cellofrom their 1964 recordinglhe guitar chords are pled
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by cello and both violin parts of the original ensemble are played on one violin in double
stops’®

A popular dance in rural areas of central Colomb#&mnbuccshows influences of
European, Africanand Andean styles. It is a fasgurtship dance forauples in 3/4 or
6/8 meter. The steps are reminiscent ofzdeateadd® Instrumental groups for bambuco
usually involved flute, drums, raspers, and later guitars. In urban orchestras, strings were
used as well. By the 1920s, bambuco had become the most popular dance in Colombia
and was adopted by other countrieta&tin America and the Caribbea@olombians still
consider bambuco as their national da¥ce.

Bambuco Almirantés in A-B-A form with a tonal scheme of majgrarallel
minori major. Its smooth consonant harmonies, double stops, short phrases with
symmetric structure,ral use of accompanying guitar are all the result of European
influence. The varied divisions of the meter, specifically the 3:2 rhythmic ratio which is
commonly referred to as hemiola, show influence of African polyrhythms. A quirky

syncopation appears the last measure of every phrase (&X.

Example6l. OrtegaBambuco Almirant¢Opening)
J=136 !
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3 4 Syncopation
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8| os Hermanos MartineRe Mi Colombia SonoluxLP12149, 1964.
79 zapateado is among the most important creole dances derived from Spain. It is a couples dance that was
popular among the Goucho (white Cuban farmers), accompanied by guitar or tiple. It is characterized by
footwork that is also found in flamenco, and ithwes percussive elements that are matched by the guitar.
The name is derived from fAzapato, 06 which means, fAshoc¢
80 Mark Brill, Music of Latin America and the Caribbe@dpper Saddle River, NJ: Prentice Hall, 2011)
260.
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Section B is in the parallel key of Dinor and has metric division of 6/8. Each phrase

contains a hemiola in the second measure and ends with syncopati6f)(Ex.

Example62. OrtegaBambuco Almirant¢Hemiola)
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Bambuco Almirantshows in a&cocanutshell the two most important rhythmic features of
the music under discussion: syncopation and varying subdivisions. We will see how these
characteristics can become much more complex in the compositions to follow.

Violinist and composedosé Silvestre Whie Lafitte (1836 1918), was born in
Cuba to a Spanish father and Aftamban mother. At hidebutperformance in 1854,
White was accompanied by the visiting American pianist and composer, Louis Moreau
Gottschalk (18201869). Gottschalk urged White to purstadies in Paris and even
raised money to make Whitebs travel possi bl e
education at the Paris Conservatoire, he settled in Rio de Janeiro, &ndaNas the
director of the Imperial Conservatory there from 1877 to 1888ite then returned to
France and spent the rest & Hays in Paridkde owned t he famous 1737 i
Stradivari, and his most famous worlkaitiabanera titlela Bella Cubana

Zamacueca Danse Chiliennevas dedi cat ed viblioteadHeri t e6s Cub
Thomas de la Rosa. It combines elements of national Chilean dance and songful Iberian
tunes with virtuoso effects, such asde#find pizzicato, harmonics, ricochahd double
stops. A zamacueca (also caleecaandmarinerd is a folk courtship dance in

northern Argentina, Bolivia, Chile, and Peru that was popular since the time of Spanish
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colonization. The name is derived from the African wardsmbame a ni n g0 Aarac c e
clueca which refers to the strutting of a proud cken. The dancing couple flirt and
retreat, pass and circle about each other, twirling handkerchiefs as they dance to the rapid
rhythmic accompaniment of guitars. Zamacueca typically combines 6/8 and 3/4 meters
and exhibits a happy character.

Zamacuecapens with a piano introduction that invokes the Spanish bolero
through imitation of the characteristic rhythmic strumming of a guitar and clicking of
castanet§! The violin continues this character through ricochet bowings and
rhythmically strummed lefhard pizzicatos. The ricochet bowing adds sparkling allure
and is evocative of the traditional castanets that would have been used by the gypsy

women originally associated with the performance of the bolerogEx

Example63. White Lafitte,Zamacuecdintroduction in bolero style)

Tempo di Boléro
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81 Two types of bolero have developed independently: the Spanish bolero, and the Cuban bolero. The
Spanish dance is in a moderate triple meter and is performed with elaborate footsteps accompanied by
castanets marking the distinctive rhythm. The &ubolero is in a slower duple meter and more closely
resembles the habanera in style. See Willi Kahl and Israel J. Katz, "B@eow& Music Onling
http://www.oxfordmusiconline.com.proxym.researchport.umd.edu/subscriber/article/grove/music/03444
(accessed September 7, 2017).
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The next section introduces an expressive melody in parallel thirds, typical of Iberian

style. The piano accompaniment remains unchangedby@Ex.

Example64. White, ZamacuecdOpening heme in thirds)

26, arco. —— o

In a variation of this melody, the violin combines it with the playful castanet rhythms,

first played with ricochet bowing and later a mix of left and right hand pizzicato (Ex.

654 b).
Example 65aWhite,ZamacuecgRicochetvariation
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Example65b. White, ZamacuecgPizzicato variatioh
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Another expressive melodic section, thisé in B-flat major, juxtapose8/8 and 3/4
meters, even usirigoth simultaneously, resulting in a hemiola effect. @».A second

statement of the melody, in G majorifys us back to the home key.
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Example66. Whitg ZamacuecdSimultaneous use of 3/4 and 6/8 meter)
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Zamacueca&nds with humorous harmonics imitating the chirping of birds 6&x.

Example67. White, ZamacuecgHarmonics imitating birds)
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| n L aZamdcueeaihesdance rhythms of the bolero and zamacueca permeate the
entire composition. The colorful ricochet and pizzicato effects evoke the character of a
folk dance with guitar and castanet accompaniment. Sryoibdkving melodies and
uneventful tonal harmonies make the rhythmic elements stand out as focal points of the
piece. This composition, first published in 1897, fits well into the category of stylized
dances that were popular in the 18dntury.
Jar os | av(192&2011) waska virtuoso violinist who represented the best
of the Czech violin school. Hi s famous compa
rare talent that i s®/Asa studehtabthetconservatoey, i n a | i f e
VanhD| e k aormreerterts gs a sofoist and was acclaimed for his technical
virtuosity and artistry. His recitals often included his own arrangements and original

works. In 1948, following his outstanding concert at the Royal Dublin Society on

82rish Times,Obituary, (December 10, 2011) www.irishtimes.com/news/acclaiwietih -soloistand
teacherof-czechhrmethod1.10286
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December 7t deptedthepodd df sekior prafessor of violin and viola at the
Royal Irish Academy of Music where he established an excellent reputation for his
teaching.

Spanish RhapsodyOp. 9(1946) was written in memory of the brilliant Spanish
violin virtuoso, Pablale Sarasate (18#44908). It combines the exciting danrhythms
of the habanera, pasioble, and rumba with brilliant virtuoso technique. The soloist must
presenboth the melody and accompaniment simultaneously

The piece openwith a singlemeasure mote consistingof three trumpetlike
descendingloublestops (fourths) which announteestart of thehabanera. The upper
voice carries a sonlike melody,as historicallythe habanera was performed as both a
dance and song. The lower voice uses theasige habanera ostinato rhythm derived

from an African rhythmic motive, thieesillo. (Ex 68)

Example68 . V a Bpanish Rhapsod@ppening Motive and Habanera)

Tempo di Habanera JARQSLAV VANECEKX, op.9
Vn f\ m “Hu " \LA - V \ i .
gy (A2 ‘>v.>. Vo 1:-;!' - L g =
pumn, 3 * mm— - ik . 1 MI AN 4 = 7 I— 7 J
A N2 FILl P gt

Tresillo rhythrr,i J J J

Habanera developed from the Cuban contradanza (contradanza haliawas).

the first Cuban dance form that became popular all over the #drdhe Spanish
Rhapsodythe habanera alternates with two other dances: paso doble, and rumba. Paso

dobl e, meaning fidouble stepd in Spynish, ori

8 Amongthebesk nown habaneras are the popular song fALa Pal o
Spanish composer Sebastian Iradier (1808 6 5) after his visit to Cuba in 18
borrowed by Georges Bizet (183875 for his famous aria "L'amour est un oiseau rebelle" in the opera

Carmen(1875).
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associated with bullfights in Spaiflt was also adopted by Spanish infantry as a march
and later became a popular ballroom dance. isganish Rhapsodthe paso doble
section first appears in triple meter. ([69a) Although unusual, it retairadl the
characteristics of paso doble: the malikk character, the rhythmic formula, and the rise
and fall of the melody by half step. In its second appearance, it is in duple (Bgter

69b)

Example69 a . V aSpdditheRkapsodiPasso doblen 3/4)
8Tempo di Passo doble

N spiccato %
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Example69b.  V a nSpdnishkRhapsodgecondPasso dobla 2/4)

a tempo _:
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The third dance used Bpanish Rhapsody the rumba. Rumba is the most famous dance
genre of Cuban creation. It first appeared in the late 1800s in-ldass urban
neighborhoodsTraditionally, two dancers were accompanied by congas, clave, and a
lead singer with chorus. The Europeans considered rumba vulgar due to the provocative
hip movements fahe male dancer. The music has an ostinato rhythm, ofterawith

added improvised lim Call and response between thlist and choir are typical.

Rumba becameidespreadn American music and adopted elements of jazz and popular

84 The most famous example of a paso dobEsisaiia cafi(1923) by Pascual Marquina Narro (1873
1948).
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music. The rhythmic ostinato ifempo di Rumb& among the many rhythmic patterns

used in rumba and uses wwme tresillo founation as the habanera (EQ).

Example D . V a Bpanish RhapsodiRumba)
Tempo di Rumba
4] %
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In the final section, rumba culminates with simultaneous ancblefthand pizzicato.

(Ex. 71) A sempre accelerandarings the peceto a brilliant close (Ex. 2).

Example 7.V a n N Bpakish RhapsodiRumba with left hand pizzicato)
Poco pig mosso - m simile
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Example 2.V a n N Bpakish RhapsodiRumba accelerando ending)
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VanD|l ek achieves variety of coloristic

staccato, spiccato, arcdl legno The pyrotechnical use of alternating rigéhd lefthand
pizzicato chords createdlamencestyle mandolin sound, anté two adlibitum
cadenzas reinforce the virtuosicaracter. Th&panish Rhapsodyives the impression of
being written by a native Spanish or Latin American composer. It certainly stands on

equal footing with the virtuoso pieces of such composers such as P&doadate.
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Borrowing from the Past, Looking to the Future: Brouwer

Cuba was the first European outpost in the Americas, with Havana established as
its capital in 1607. By 1800, Havana was the third largest city in the Western
Hemisphere, after Mexico Cignd Lima, andvasthe most important cultural center in
the Caribbean. The richness and diversity of Cuban folklore, which combines both
Spanish and African influences, made its mark on almost all classical Cuban
composers?® In the 20thcentury, they ofte combined AfreCuban rhythms with bold
new sonorities. Among them is prominent composer, guitarst conductor Leo
Brouwer.

Leo Brouwer was born in 1939 iravana, Cuba. In 1959, Brouwer received a
grant to further his musical studies and attended Uaittersity of Hartford and the
Juilliard School of Musié® After returning to Cuba, he quickly established himself as a
composer and performer, and in 1968was appointed as head of the music department
and as director of the Instituto Cubano del Arteadustria Cinematograficos (ICAIC).

He has written over sixty film scores, making it one of his most prolific genres. In
addition to serving as conductor of the Cuban National Symphony, he has appeared as
guest conductor for international orchestrasuduig theBBC Concert Orchestra, the
Berlin Philharmonic, and the Cordoba Symphony in Spain.
Brouwerds compositional style can be grou

early compositions were inspired by Cuban folk music and used traditional classical

8Gl enda del Mont e Escal ant e, A QGubbsant hReisa nso, Muosrikc :U nG ovnel
Toronto 2009), 19.
86 victoria Eli Rodriguez, "Brouwer, LeoOxford Music Online<http://www.oxfordmusicorihe.com.
proxy-um.researchport.umd.edu/subscriber/article/grove/music/G4QR&essed September 13, 2017)
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forms. Works from his second period are heavily marked by the influence ofgaralat

European composers. In the late 1980s, Brouwer reached his third period, which he

descri bed a s-romdnticiant, a returmtd AfrfEybaneaots coupled with

eements of traditional?®technique and of mini
Sones y Danzonesomposed in 199r pianotriq i s fr om Br ouwer 0s

compositional period and utilizes the most important and popular Cuban dances:

contradanza habaneraanzon andson cubanoAll three dances were products of

European and African culture cregsllination. The first movemen€ontradanza

Sonera highlights the Cuban contradanza habanera. In Haiti and Cuba, the steady eighth

note rhythms of the European country dance gradadibpted the uneven 3+3+2

groupings of the African rhythmic pattetresillo, thus creating the contradanza

habanera. Contradanza habanera became an integral part of Cubanandtinethe end

of the 19th century it was frequently danced in dance saod heard in concert halls.

The habanera and tresillo rhythm are the basis for many dances and défytimgsrthat

followed (seeFigure 3.

Figure4. Rhythms based on the Tresillo

Country Dance p—p——p—p—Ff 17—
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son clave g p——=—p =+

Rumba Clave n%:o—ﬁ—.;—ﬁ:;;:»—J—hl )y S . .

87 https://www.naxos.com/person/Leo Brouwer 27105/27105.htm
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Contradanza Soneregins with two measas of whimsical harmonid&x. 73a). This
opening idea is followed by a motive later identified in the score by Brower as a quote
from Los ojos de Pepa contradanza for piano by 19th century Cuban compaeuel

SaumelB8 (Ex. 73b c.)

Example Ba. Brouwer Sones y Danzoned. Contradanza Sonera

P T T

= simile rp »
f Intro(luctor\ harmonics

vt | B gg mgﬁ 44@4; i

--------------------------------- 1 ,,,L.(,Molivc from Los ojos de Pepa

93; = ".?Jbi :

Example Bb. Saumell,Los ojos de Pepa
Allegro con brio 100

1

’
Violin

©

Piano

Piano

88 Manuel Saumell Robredo (1811870) refined the contradanza and was one of the first to introduce
Cuban folk styles into classical settings. For this reason, he is called the father of contradanza.
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Example Bc. BrouwerSones y Danzoned. Contradanza Sonera (Quoted frbos ojos de Pepa
33 @ Los ojos de Pepa (M. Saumell)
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Habanera rhythms persist through much of this movement, fisss@sple rhythmic
motive (Ex. 4) and later woven into the second theme of the movement, which is also

borrowed fromLos Ojos de PepéEx. 75d b).

Example74. Brouwer,Sones y Danzoned. Contradanza Sone(alabanera rhythm)

—|A CONTRADANZA ;
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Example Bb. BrouwerSones y Danzones. Contradanza Sonera (2nd theme, filans Ojos de Pepa
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The harmony of the movement is predominantly towéh the contradanza theme in D

major and the lyrical second theme in B major. However, toward the madsielden

harmonic shift occurs that momentarily transports the listener to a polytonal dimension.

This is a refl ecti on tity,fandBe goeas sodar a $ indicate inmu s i c a

t he Bowmereistdiporelmisnio ¢ @Bwer seen by himselfo).

Example B. Brouwer,Sones y Danzoned. Contradanza Sonera (Polytonality)

In the sectiorthatf ol | ows , Brouwer quotes a theme from

Symphony No. 5, i nShumelhvisimd Shostakovithe( Bxc.or7e as
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