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ABSTRACT

The case is made that the choral field suffers due to the lack of performance
practice resources regarding late Renaissance Italian madrigals and twentieth-century
choral jazz ballads. Musical-cultural contexts of both genres are reviewed, noting
similarities and suggesting how a comparative study of these two performances practices
can be mutually informative.

Primary sources that inform the performance practices of the late Renaissance
Italian madrigal are presented. Recommendations are made for late Renaissance Italian
performance practice. Recorded examples and scores (original and altered versions) are
provided for three works: Si, ch’io vorrei morireby Claudio Monteverdi, lo piangoby
LucaMarenzio, and Languisco e morby Carlo Gesualdo.

Primary sources that inform the performance practices of the jazz ballad,
including recordings of solo artists, are presented. Recommendations are made for
choral jazz ballad performance practice. Recorded examples and scores (original and
altered versions) are provided for three works: Come Sundalgy Duke Ellington, My
Funny Valentindy Rogers and Hart, and I'll Be Seeing Yoy Irving Kaha and
Sammy Fain.

In conclusion, a comparison of |ate Renaissance Italian madrigal and twentieth-
century choral jazz ballad performance practices is presented with similarities

highlighted. The argument is made that given such commonalities, a comparative study

XV



ismutually informative and bridges classical and jazz musical environments to the

benefit of the musical profession.
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CHAPTER ONE

INTRODUCTION

Statement of the Problem

Music of the European classical tradition is priftyaransmitted from composer
to performer througlwvritten music; performers decipher, interpret, and reeraat
composition based primarily on a musical score hdlit direct access to the composer,
performers constantly struggle with how much—or Hitte—personal influence is
appropriate in the process of interpretation. Brtiid and late twentieth century, the
culture of European classical music discouragestpmétive variance from a given
composition, deemphasized the use of improvisatigestures, and focused on literal
translations of notation. Yet historically, muskcalltural contexts of European classical
music placed a high value upon the performer’stgid employ improvisational tools
such as embellishments and tempo fluctuationsddiitian, traditions other than that of
European classical music have been and are soga@usan improvisational approach
that the written form of a composition can be hardcognizable. For instance, jazz
notational systems are simply inadequate in repteggthe music, so much so that jazz
performers must understand the oral tradition deoto function. The deeper the

understanding of jazz style, the more awareness th@f the vital role of oral tradition



in capturing the art form. For this reason, the nhedpful jazz scores are those with the
least amount of detail, communicating only basforimation in the simplest way.

As one strives for integrity in any tradition’s need performance, one must
understand how much interpretive input and extepeous alteration is required or
desired. A performer needs to be aware of spdaiferpretive parameters and must
consider that employing oral traditions may be sseatial step toward translating a
score. Certain notated genres that rely heavilynupmn-notated performance practices
in order to complete the musical product—such@&gh madrigals of the late
Renaissance and choral jazz ballads of the twantettury—are especially vulnerable
to misrepresentation by performers unaware of pnéative parameters, or by those
who lack skills to interact with the musatempore In regional and national
professional conventions (such as those of the AaeiChoral Directors Association
and the International Association of Jazz Educatarsd in concert or recorded
performances of academic or professional choicendusing array of interpretations of
late Renaissance Italian madrigals and twentietiucg choral jazz ballads abound. Few
presentations fully reflect the performance pradievealed in primary source materials
that call for the interpretive input of the perfanwith extemporaneous alteration of the
written notation.

Performance practice resources that addresstth®é&mnaissance Italian
madrigal and the twentieth century choral jazzdsh#re limited and relatively
inaccessible, so disseminating helpful informatsdifficult. What information is

available is segregated within choral educatioth wiassical and jazz choral issues



explored separately and with unequal attentiomdadition, the complementary nature of
these two performance practices has not been amesidor mutual benefit.

This study is motivated by the belief that explgrancontemporary musical
culture, such as jazz, may bring an understandirsgdomparable historical culture,
such as the madrigal in the late Renaissance, ys tat would not be gleaned from

musical artifacts alone.

Purpose of the Study

The purpose of this study is to compile performgmeetice resources for both
late Renaissance Italian madrigals and twentietkucg choral jazz ballads that will
inform the interpretation of each genre. The desoetcome is to illustrate how these
performance practices are complimentary and mwytirgibrmative. In what follows,
performancepracticeandoral tradition are briefly defined, each genre is considered
within its musical-cultural context, and the simiti@s between these two choral genres

are summarized.

Background Information
Performance Practice and Oral Tradition

Performancepractice(also known as “performing practice,” which is ana
literal adaptation from the Germa&uwffihrungspraxig can refer to a wide range of
issues. Thé&ew Harvard Dictionary of Musibas this to say:

In the context of notated music, performance pcads usually thought to

encompass everything about performance that ismarnbiguously specified in

notation. . . . Historically, the study of importgrerformance practice has

concentrated on periods and repertories in whielgtp between what was
notated and what was thought necessary for a peafuce (especially a



historically authentic performance) was greatele flecent history of this study
has seen the extent and the importance of thisegaggnized in repertories ever
closer to the present. . . . Important topics afqgyenance practice for most
periods through the %entury have been ornamentation and/or improvisati
the changing character of musical instrumentsfuning and temperament, the
size and composition of the ensembles, tempougation, dynamics and other
performance marks, and the nature of vocal prodnathd singing styles.

Performance practice issues, especially since9b8s], are of increasing importance
when considering any style period or musical tradjtnot merely early classical music,
and not merely music that predates notation:
All notation requires an informed reader for italization, and thus all notation
is fundamentally incomplete. In this respect, pemance practice is equally
important in written and oral musical traditionf€lstatus of the concept of
composition in Western art music has sometimesuwbdahis similarity among
diverse musical cultures and thus among the metbbsisidy appropriate to
them?
Just as performance practice is important to nyp&st of music, ordladition
can play a crucial role in understanding perfornegmractice:
Oral Tradition spoken and sung cultural history; a communityiural and
historical background preserved and passed on drmageneration to the next in
spoken stories and song, as distinct from beingemidown?
Academia tends to use the terms “performance peicaind “oral tradition” exclusively:
oral tradition appears in ethnomusicological discourse appligtbtenotated music, and
performancepracticeis usually discussed in literature regarding remtalestern

classical music. Yet, performance practice, “thdughtencompass everything about

performance that is not unambiguously specifiedatation,” must include awareness of

! Don Michael Randel, edThe New Harvard Dictionary of Musitiarvard University Press,
1986),s.v. “Performance Practice.”

% Ibid.

% Anne Soukhanov, ed., Encarta World English Diaign(New York: St. Martin's Press 1999),
s.v. “Oral Tradition.”



oral tradition, and vice versa. Considered togetinese concepts paint a more complete
picture of the musical interpretative process. &fae, this study uses these terms
somewhat interchangeably, each thought to inclhdether. Resources compiled to
inform performance practices and oral traditionls wclude contemporaneous letters,
interviews, treatises, instructional and criticaitimgs, manuscripts, and, when

applicable, sound recordings.

Late Renaissance Italian Madrigals
Historical Overview, Cultural Context, and Perfornte Practices

In the early Renaissance, artists were fascinatexhbient Greek culture and
tradition, including philosophical writings on tpersuasive power of oratory. With no
extant samples of ancient Greek music to emulataposers sought to reflect rhetorical
values by considering how to set text to musiaichsa way as to maximize the
persuasive power of words. Josquin des Prez antbhismporaries strove to musically
underscore the oratorical rise and fall of a téwage—a revolutionary concept given
that text underlay had before been mostly lefhgerformer. From about 1530 on,
Adrian Willaert forged a more intentional unionradtes and syllables. Within
polyphonic textures, each individual voice part éoged oratorical text-setting
techniques to greater and lesser degrees, incghasitilizing points of imitation and
contrasting chordal passages. Maximizing the musiedorical power in all vocal
forms remained a consuming issue among theoristspasers, the intellectual elite, and
church leaders throughout the century, with theérddsr clear enunciation of the text

often placed at odds with the notion of melodi¢extural complexity. Cipriano de Rore



emerged at the forefront of the next generatioltatiin composers with books of
madrigals, widely reprinted for decades, that ideldimadrigal cycles (e.g/erging

and distinctly individualistic forms. RoreRrimo libro featurednote nerenotation that
widened the range of note value possibilities: snaklues allowed for quickly-
pattered declamatory passages that could be ctedragth much longer notes used for
expressive sighs and other effects.

As the century entered its last decades, chortaktgression took a very
different form in France. Chanson composers, sgsdblaude Le Jeune, devised
techniques to creatausique mesurée a I'antigug musique mesureee.,
compositions that exactly followed the irregulavpt and three-beat patternswvefrs
mesurégFrench verse reworked metrically to reflect a lyevonceived application of
ancient Greek and Latin poetic principldgusique mesuré&as predominantly
homophonic with long note-values for accented bj#ls, and short note-values for
unaccented syllables (e.g., Le Jeur&’te lien se voit deffgitMeanwhile, Italian
madrigals enjoyed continuing experimentation in positional techniques. Composers
Luca Marenzio and Carlo Gesualdo pursued a bolaiuskromaticism to enliven and
underscore the meaning of lyrics (e.g., MarenZie’giangg, while Claudio Monteverdi
focused on the variance of textures as a meansioatically enunciate the text (e.§i,
ch’io vorrei morrire).

From such a flowering of choral experimentatior lte Renaissance Italian
madrigal ultimately came to embody tinelustry standardor text expression in choral

form. Madrigals were intended for use in intimatel @rivate court gatherings of the



social elite, or as incidental music in staged gméstions. Within a cultural context that
so appreciated and glorified text clarity and drapaéion, madrigal performers were
compelled to employ any number of interpretive desex tempordo further enliven
the words. Although typically scored for voicesyahd composed for virtuoso singers
performing one or two on a part, any number ofruraents might be employed to
augment a groupi placet—as one pleased. Other freedoms in performanceded|u
raising or lowering the key, employing ornamentatialtering pitches in order to “fix”

(musica fictd, or “rectify” (musica rectqthe music, and fluctuating tempo or rhythms.

The Genre as Defined for the Purpose of this Study
Late Renaissance Italian madrigaslude multi-voiced choral compositions
written from approximately 1550-1620 with Italiaaxt, secular or sacred in theme,

which can be performed with or without instrumemtatompaniment.

Twentieth-Century Choral Jazz Ballads
Historical Overview, Cultural Context, and Oral Ti&on

The jazz ballad has its foundations in African- &atibbean-American vocal
forms (such as call-and-response, spirituals, &meslp and European AB and ABA song
forms at the very beginning of the twentieth centiy the 1920s, recordings had
captured the highly expressive and improvisatomgalstyles of two notable African-
American blues singers, Ma Rainey and Bessie Sifitbir interpretive approach to
blues revealed a dramatic flair akin to vaudeville.

A separate tradition of blues singing was estabtighy a group of women, who
were the first to record the blues, in the earl2d® . . . They sang with powerful



emotion, full voices, and a wide range of exprassamd are regarded as
contributing important elements to the developnwhzz singing style. They
were usually accompanied by pianists or small gsdup
Early recordings of Louis Armstrong singing bluesi @low vaudevillian songs reveal a
delivery that is similarly theatrical, speech-likext-sensitive, improvisatory, and
distinctly individualistic. Billie Holiday, who oén credited Louis Armstrong as a
central influence, broadened the range of expraseia way that is often referred to as
revolutionary. In her blues recordings, the voadiwry is so convincingly personal that
the listener often experiences a startling seng®iginancy and intimacy. As she
developed her style, she was transforming the bhitesa new, more artistically
complex form, and as the century progressed, tneskdolidified its own distinct formal
and harmonic language, and the highly emotive;dexen ballad became recognizable
as a separate genre and style within the jazziwadi
Other vocalists of the early twentieth centuryglsas Bing Crosby, contributed
to the emergence of a ballad style. Crosby forgeaWn interpretive path by utilizing a
more conventional tone quality with some of the-@nwven and/or more playful
improvisatory elements popularized by Louis Armsgo
Crosby’s great accomplishment was the applicatigazz to the music of Tin
Pan Alley. The significance of “hot” music to balt in particular, had been a
nut that no one had been able to crack, especsiadiglly. Certainly Crosby’s
assimilation of Armstrong’s rhythmic advances ghira a major jump on the
competition. . . . The twenties were great yearsriaturalism,” but their idea of
natural differed drastically from any that has camee—and Crosby represents

the line of demarcation. He was the one who camwitipthe kind of “natural”
that “worked,” . . . the perfect balance betweenvewsational and purely

* Barry Kernfield, ed.The New Grove Dictionary of Jagidew York: St. Marin’s Press, 1994),
s.v. “Singing Jazz: 3, The Influence of Blues” bg¥Harrison.



musical singing, the personality and the chara@ersby was the first singer to
truly glorify and exalt the American popular melatly

Crosby’s style inspired generations of “croones#igers who appeared to bask in the
sound of their tone. As crooners idealized and rdroi@ed the ballad, they contributed
to its movement away from jazz tradition toward aimstream, popular style. Some,
such as Frank Sinatra, Mel Tormé, and Tony Bersuetessfully bridged pop and jazz
idioms. They offered a wide range of ballad intetptions by limiting or expanding the
use of improvisation.

Sarah Vaughan emerged as a dynamic force in baliegpretation, employing
great improvisational skill. With a full-bodied terand a wide vocal range, she used an
expanded harmonic vocabulary to create highly itiverphrases.

Few vocalists in any genre have had the sheer ramdjexpressive capabilities
of Vaughan. Arriving on the scene a decade aftkieBioliday . . . her concept
was a lush one, with the various shadings of hquisite instrument taking
precedence over the acting of the IyYic.
In the pantheon of jazz, Vaughan'’s place is seleuigely due to her skills in
improvisation and ballad interpretation. Ella Fergld, also widely admired for her
improvisational skills and vocal range, maintaiestraight-forward and sometimes
fanciful approach to ballad singing. While stayuigse to the melody, she also
employed incidental use of rhythmic and melodic eltihment. The jazz ballad was

further informed by an impressive line of instrurtaists, such as Miles Davis and

George Shearing, who often created interpretiveuges that resembled speech-like,

® Will Fitzgerald,Jazz Singers: America’s Great Voices from Bessi¢h3mBebop(New York:
Da Capo Press, 1996), 32.

® Loren Schoenburghe NPR Curious Listener's Guide to J&Xew York: The Berkeley
Publishing Group, Penguin Putnam, Inc., 2002), 155.



conversational qualities, as if to highlight lyriassung but present in the mind of the
player. Generation to generation, and across idiayazz ballad performance practice
was established that featured an improvisatoryagutr to text expression and the
development of a highly individualistic style. Eawéw generation strives to find its own
voice, experimenting with a wide variety of expiesgools and widening the ballad’s
definition and stylistic parameters.

Like all jazz repertory, ballads are primarily lead and understood through oral
transmission; slight variances in melodic, rhythnaicd harmonic elements become part
of the tradition’s richness. A score provides thestrstraightforward representation of
melody, harmony, and form, but serves only as comground from which performers
might depart. Live performances and recordings (arallesser degree, interviews,
writings, and photography) of recognized mastergesas primary sources not only for
teaching and preserving musical compositions, Isat far the performance practice of a
particular style. Whether a student is a trombousitarist, or singer, he or she is
inevitably directed to recordings of Charlie Parigaxophonist) and Dizzy Gillespie
(trumpeter) to become acclimated to the improviseti approach of bebop style. In the
case of ballad style, all students are directquvtotal vocalists who demonstrate

mastery in the genre, such as Billie Holiday anthB&aughan.

Development of the Choral Jazz Ballad
It is difficult to highlight the development of yichoral jazz genre apart from
understanding choral jazz developments generallz dhoirs and their repertoire

developed in a manner somewhat apart from the tnears of jazz tradition. No jazz
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choirsper seflourished at the times and in the regions ofd@adiest formations of jazz
styles; there were no great jazz choirs of New &@nm$ain the earliest decades of the
twentieth century, in Harlem from the 1920s-194f)sn Kansas City from the 1930s-
1940s. The most significant emergence of choral gazurred in the 1970s as secondary
and collegiate educational music programs sougptdeide a means for vocal students
to study jazz.

While jazz choirs are a fairly recent developmenall vocal jazz ensembles,
such as the vocal tribhe Boswell Sisteremerged fairly early in the jazz tradition,
vocally imitating big band style. Big bands, alsferred to as swing bands, commonly
featured vocal soloists, duos, and trios. Vocdlist Hendricks, of the tribambert,
Hendricks, and Rosshampioned “vocal-ese,” a new technique of addynigd to
extant instrumental improvisations. Other groupshsas theHiLo’s, the Modernaires
andSwingle Singerdemonstrated beautiful blend and tone, and pediumovative
vocal arrangements with highly musical results.eLikany swing bands, most of these
vocal ensembles moved easily between popular aadsjgles, sometimes within a
single musical composition. While these groups aynasters of jazz choral
techniques (producing highly admired tone, blendirtg, and balance), since they did
not develop within jazz tradition proper they act primary sources of any jazz style,
including the ballad. Just as jazz players tendda many swing era big bands as being
more pop than jazz in style, jazz choirs and trepertoire have struggled to secure solid
footing within the jazz tradition. This struggleegacerbated by choral jazz repertoire

and performances that lean more or less towardspydg.

11



The choral jazz ballad emerged in the late 196asllel to the emergence of the
choral jazz medium. The genre consists of slow-teoipral compositions or
arrangements, accompanied or a cappella, thattgdlez rhythmic and harmonic
vocabularies. Many choral jazz ballads are basegroiessional vocal jazz recordings
(e.g.,A Quiet Placearranged by Jerry Rubino, based on a recordintalg Six), or
arranged by noted choral jazz educators (EligBe Seeing Yoy jazz educator, Phil

Mattsori).

The Culture of Jazz Composition and Arranging

Jazz culture holds as a central value that pedoo®s need be spontaneous and
individualistic, such that the more duplicated g#@@nance, the further removed it is
from the essence of the tradition. Choral jazz coseps and arrangers do not anticipate
literal translation of their score and do not gefigrprovide detailed directions
regarding interpretation. Typically, expressive kiags are limited to general terms
such as “Freely,” “Ad lib.,” “Rubato,” or “With Féieg.” Understanding the oral and
cultural traditions of jazz, the composer or aremgresumes a jazz musician will
approach the score through varying degrees ofgretative alterations. Choral jazz
ballads are written with the assumption that thegomers will inflect, modify, and
phrase the music to enliven the text and to branfguition individualistic

interpretations.

" Jerry Rubino, arrA Quiet Placewords and music by Ralph Carmichael (Milwaukee,
Wisconsin: Jenson Publications, dist. Hal LeonardliBhing, n. d.).

8 Phil Mattson, arr.l'll Be Seeing Yopwords and music by Irving Kahal and Sammy Fain
(Milwaukee, Wisconsin: Hal Leonard Publishing andldmson Music, 1984).
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The Genre as Defined for the Purpose of this Study

In this study, choral jazz ballads include multiees choral arrangements with
jazz harmonic language, intended to be sung avatempo or with tempo rubato,
which can be performed with or without instrumemtetompaniment. The original
melody can be from a myriad of style-sources (plogater, folk, etc.) as long as the
arrangement transforms its musical language irégahz idiom. Narrowing the genre in
this way provides the maximum amount of flexibility text-driven interpretation. The
performance practices that inform a cappella chaeza ballads also apply to
accompanied choral jazz ballads and choral jazksvbrat are set in a slow, 12/8, blues

style.

Rationalefor the Study

Similarities of Late Italian Renaissance
Madrigals and Choral Jazz Ballads

Late Renaissance Italian madrigals and choraljaiads are more similar than
dissimilar, as both emerged from musical cultuhes (1) emphasized the oratorical
delivery of text in performance, (2) approachedgrenance with a great deal of
flexibility, (3) were reliant upon a strong oraadiition, and (4) placed high value in the
performer’s extemporaneous contribution to the muSiven these shared musical-
cultural sensibilities, it follows that many detadlaspects of their performance practices
are alike. The late Renaissance madrigal flouristiedgside text-expressive
compositional developments. The jazz ballad stylerged as a highly flexible vehicle
for text-expression. Both choral genres favor tlaety and persuasive delivery of lyrics

over and above other musical considerations saeikaexpression governs the
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interpretation. Choral ensembles are expected fihasize words, syllables, and
phrases, and to modify the musical matesigllacetor ad libitum Other musical
liberties in performance encouraged by both geim&ade fluctuations of tempo and
flexibilities of pitch and instrumentation. Compaosand arrangers of both genres
expected or expect performers to create individtialipersonalized, and unique

interpretations.

Challenges Facing Choral and Jazz Professions
Overlooked and Misrepresented Genres

In addition to sharing interpretive principles, $bdéwo genres are overlooked
and misrepresented in the field: they are ofterspmuously absent from concert
repertoire, and when they are performed, essqrgrdbrmance practices are absent.
Such neglect and misrepresentation deprives muasichthe opportunity to fully
experience the expressive power of these genrese Wfew specialized madrigal
ensembles and jazz choirs take great care to griegermed performances, resources
that would inform the mainstream of the choral pssion remain convoluted,
incomplete, and relatively inaccessible. Professiand non-professional vocal jazz
ensembles are notorious for mixing pop, gospel,jarz styles.

This study serves to clarify an approach to theahazz ballad that will
emulate the performance practices establishedzzymesters, assisting in the effort to
better align the field of choral jazz with the ge¥gazz culture and tradition. It also

strives to remedy the overall neglect of balla@rptetation in jazz education, generally:
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Over the past 30-45 years the number of jazz baikadpreters has been in a
slow decline. Very few modern players match theutigd . . . singers Billie
Holiday, Sarah Vaughn, and Ella Fitzgerald. The @oof the ballad hasn’t
diminished, but it has become a rare event in tkogs and performances, and
many jazz musicians seem to have abandoned thattasthe craft . . . or never
had it in the first place. . . . Jazz educators’ateaching much about ballads.
The Call for Multi-Culturally Trained Musicians
The separateness of classical and jazz environnrehigher education hinders
all musicians in a pursuit to be fully-equipped foodern professional demands. Jazz, an
ethnically diverse musical culture, integrates raaiselements from European, African,
South American, and Brazilian traditions, amongathThe kind of comparative work
that this study encourages—one that examines hosicrfrom different cultures can
inform each other—is increasingly beneficial to mugaduates now expected to have
multi-cultural musical backgrounds. Most chorakdtors will likely be called upon to
teach jazz choirs and perform choral jazz litemat&ince the late 1960s, jazz choirs
have become ever more prominent in American chpyadrams at the secondary level.
In the Pacific Northwest, the Northwest Vocal j&astival was held for the 95
anniversary year at Mt. Hood Community College nesham, Oregon in May
of 1992. Thought to be the oldest and largestvalstf its kind in the nation, the
initial festival in 1968 drew 12 choirs. The numbedoubled nearly every
year . . . up to about 100 in 1942.
Although there has been considerable growth amést in choral jazz, most choral

conducting programs in higher education still cdasithe teaching of jazz interpretation

to be non-essential.

® Jerry CokerThe Jazz Ballad: Experience Ultimate Expresgi@ermany: Advance Music,
2000), 7.

9 Doug Andersonjazz and Show Choir Handbook@hapel Hill: Hinshaw Music, Inc.,
1993), 6.
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A Lack of Experience in Choral Improvisation
While jazz musicians are routinely trained to impse and to vary musical
material extemporaneously, such skills are mosthylected in classical studies. As
classicists explore early music, they are ofterrlyqmepared for performance practices
that require improvisation. This study exploresraprovisational approach to the
madrigal as a possible mechanism for classicainéd choral directors and singers

seeking to develop improvisational skills.

Desired Outcome of the Study
This study intends to provide primary sources thimrm the interpretative
performance practices of late Renaissance Italiatrigals and choral jazz ballads.
These two performance practices are presentedsatngach other to provide an
awareness of their similarities, and to demonstrate knowledge of their relationship
is mutually informative. The desired outcome oftsiudy is not only to inform
performances of these genres, but also to encograge-cultural exchange between

classical and jazz education for the benefit ofdheral profession.
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CHAPTER TWO

SELECTED PRIMARY SOURCES THAT INFORM LATE RENAISSATDE
ITALIAN MADRIGAL PERFORMANCE PRACTICES

This chapter identifies principles and examplesifiprimary sources that inform
the interpretation and performance of late Renasétalian madrigals. The excerpts
are organized under two broad categories: (1) esuf@at describe text-driven
compositional practices, and (2) sources that destext-driven performance practices.
Within these categories, sources are organizecolugically with editorial sub-
headings and comments in brackets that highlightrrang topics, such as: the
importance of relaying emotion; text-driven, speéké delivery; and favorable and
expressive application of interpretive gestureadorents, dynamics, tempo fluctuation,

and melodic or rhythmic alteration).

Sour ces Describing Text-Driven Compositional Practices

Thomas MorleyA Plain and Easy Introduction to Practical Mugikb97)
[Importance of Relaying Emotipn
[Morley directs madrigal composers to be “in theirvin which you compose’™—
i.e., to compositionally embody the character eftéxt moment by moment.]

If therefore you will compose in this kind [madrigl you must possess
yourself of an amorous humor (for in no composistiall you prove admirable
except you put on and possess yourself wholly thi#t vein wherein you

compose), so that you must in your music be wagdike the wind, sometimes
wanton, sometimes drooping, sometimes grave aid] stherwhile effeminate;
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you may maintain points and revert them, use sipd@d show the very
uttermost of your variety, and the more variety gbow the better shall you
please.

Guilio Cesare MonteverdDeclaration in the forward to Claudio Monteverdi’'s
Il quinto libro de' madrigal(1605)?

[Text-Driven, Speech-Like Delivéry

My brother says that he does not compose his waakbazard because
in this kind of music, it has been his intentiomtake the words the mistress of
the harmony and not the servant, and becausaitiiés manner that his work is
to be judged in the composition of the melody. It Plato speaks as follows:
“The song is composed of three things: the wotds hiarmony, and the
melody;” and a little further on: “And so of thetagnd the unapt, if the rhythm
and the melody follow the words, and not the wdh#se.” Then, to give greater
force to the words, he continues: “Do not the mamfi¢he diction and the words
follow and conform to the disposition of the soud?id then, “Indeed, all the rest
follows and conforms to the dictior.”

Agostino AgazzariDel sonare sopra il basgd.607)
[Text-Driven, Speech-Like Delivéry
[Speech-like delivery and clarity of text becomepsioritized that intricate
imitation and multi-voiced textures are increasyrigks favored.]

Having treated thus far of playing upon a basse@ms to me desirable to
say something about the bass itself. . . . Sineedbent discovery of the true
style of expressing the words, namely, the imitabbspeech itself in the best
possible manner, something which succeeds bestavgihgle voice or with a
few voices, as in the modern airs of certain ald® @nd is now much practiced
at Rome in concerted music, it is no longer necgdsamake a score or
tablature, but, as we have said above, a basstwitigns suffice$.

! Oliver ShrunkSource Readings in Music Histofyew York: W. W. Norton, 1950, 274.

% |bid., 405.

® Ibid., 407.

* Oliver ShrunkSource Readings in Music HistoRevised Edition, Leo Treitor, ed., New York
and London: W. W. Norton and Co., 1998, 627.
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Sour ces Describing Perfor mance Practices
Herman FinckPractica musicg1555)
[Favorable Choral Embellishmdnt
[This mid-century source affirms that the ornanaéioh of multi-voiced
compositions was a long-established practice atpb i pict the musical-cultural
aesthetic of the Renaissance. It also gives ingnghitthe kinds of variables involved as
one decides how and when to employ choral embeiksits. ]

The manner of adding embellishments depends ok s&tural
suitability, and the singularity of the individuainament. Each has it's own
manner. There are many who are of the opinionttieabass should be
embellished, others say the discantus; but in nyiap, embellishments both
can and should be applied to all voices, but n@Lighout, only at indicated
places; also, not in all voices alike, only on pneper degrees. And let them be
done in their turn, in such a way that each endietient can be clearly
distinguished from the others, yet so that theremtiork is uniform. . . .

What those who preside over choruses and grougpis@érs must do, and
in what sort of voice the singing should be, howewdl be found in the next
book. . . . In this place let it be enough to dat in a chorusolloraturaecannot
be added without poor results for when one paatggned to several to sing, the
colloraturaewill become very difficult, whence both the pleasess and the
nature of the sound are obscured.

Giovanni Camillo MaffeiDelle lettere del Signor Gio.
Camillo Maffei da Solofr§1562)
[Maffei provides rules regarding how singers cad athbellishment to
polyphonic madrigals without compromising the coipon, vocal tone, text clarity,
and ensemble cohesion.]

But because the pupil will feel little satisfied,rmt at all, if . . . he cannot
apply thepassaggin madrigals or anything else he might sing, ldawitten out

® Carol MacClintockReadings in the History of Music in PerformanB&omington and
London: Indiana University Press, 1979, 63-64.
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this madrigal Lasciar il veloby Jacques Acradelt] and will talk about the many
rules which are necessary for this project. [Sepa1-25 fot.asciar il vela]

| know that this madrigal is old, but | have giviennly as an example so
that the good singer, in everything that is sebteehim to sing, may observe the
rules that are observed in it; and so that they b@amore clearly understood,
here they are written out by me.

The first rule, then, is that diminutions are madao other place except
in the cadences; since the harmony is coming &nann the cadences one can
ornament very pleasingly without disturbing theastiingers. But one is not
prohibited for this reason, before reaching theeoad, from passing from one
note to another with some variation or decorataswe see in the printed
madrigal, where it can be tolerated and whereeitrseto be fitting.

The second rule is that in one madrigal you shaoldmake more than
four or five diminutions, so that the ear, enjoythg sweetness rarely, becomes
evermore desirous of hearing it. This would notg®apif you sing decorations
continually, because the diminutions, instead e&ping, would become
tiresome when the ear is saturated in them. Wéhese every day because we
see many people who, without observing semi-tondsaacidentals and without
expressing the words as they are written, attemibtiing except making
passaggipersuading themselves that the ear will be plesstus way; hence
they become annoying and are blamed by everyone.

The third rule is that the diminution should be mad the penultimate
syllable so that the end of the word will be the efthe ornamentation.

The fourth is that the diminution should be madet@word and syllable
where the voweD occurs . . . because with it the voice is made deurand
with the others, in addition to the fact that tlieynot unite so well with the
breath, they make the diminutions sound like laeighiowever, | do not insist
upon this rule and trust to the good judgment efdimger.

The fifth rule is that when four or five people gitogether, while they
sing, one should yield to another; because if twthee should make
diminutions at the same time the harmony wouldibeithed. And how much is
included in this rule is clearly exemplified in thedrigal | have giveh.

% bid., 47-53.
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Giovanni de BardiDiscorso mandato a Caccini sopra la
musica antiqua e 'l cantar berge. 1580)

[Tempo & Rhythmic Flexibility

Taken altogether, these considerations show thatipal music is a
combination of words arranged by a poet into vensade up of various metres
with respect to the long and the short, these bigitigeir movement now fast
and now slow, now low, now high, and now intermégliapproaching the sound
of the words of the human voice, now sung by tloateralone, now
accompanied by a musical instrument, which in glvould accompany the word
with the long and the short, with fast and slow ement, and with the low, the
high, and the intermediafe.

Ludovico Zacconi: fronPrattica di musica, The Manner to Be Observed
in Making Diminutions and the Use of Modern Pagsd{$596)

[Favorable Nature of Embellishment, Grounded in ipkiced Study and Practi¢e

However much the things that were embellished bfica have become
old-fashioned, those of today are just as much érsibed by the detailed studies
of many, because clever talents always find newarments. . . . Music has
always been beautiful and becomes more so eachblecause of the diligence
and study by which singers enhance it; it is noeveed or changed because of
the figures [i.e., notes], which are always of &mal, but by graces and
ornaments it is made to appear always more beautifu

The graces and accents are made by the breakiofjthp notes each
time that one adds, in a tactus or a half, a gtyaotifigures that are suitable to
be uttered with velocity. These render such pleaand delight . . . .

These persons, who have such quickness and abilitgliver a quantity
of figures in tempo with such velocity, have so @amted and made beautiful the
songs that now whoever does not sing like thosgesingives little pleasure to
his hearers, and few such singers are held inrastBeis manner of singing and
these ornaments are called by the common pempbga; this is nothing other
than an aggregation or collection of many eightit sixteenths gathered in any
one measure. . . .

This, then, [tempo and measure] is the most diffitung aboutgorgia;
and it needs study and diligence rather than mesgealto put so many figures
together. That singer will always be praised whibh & few ornaments, makes

" Shrunk, First Edition, 292.
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them at the right moment, somewhat spaced ougr#tlan the one who waits
very late or barely arrives in time.

[Favorable Application of Embellishment in Ensembles
Sensitivity to Other Parts and Understatenpent

The beginning [of a piece], then, if not common andsecutive to all the
parts, should always be delivered with simple araightforward ornaments, so
that the entrances of the other parts can be glbadrd; this is most delightful
because unexpected, and even more so when thegrapuilenly.

To explain better how unseemly it is to begin & pédth gorgiawhen the
other parts are silent, | say that everyone carendakinutions singing along;
however the hearers do not receive from those oentsrall the pleasure they
would if they were accompanied by the other partfsic)® The beauty and
difficulty consist in pleasing others without ddftilty or dissonance; the player of
any game is not praised for playing alone, bupfaying well and getting along
with others.

Further, that singer who at the beginning oversehadsingers he does not
know by hisgorgia not only is worthy of reprimand, because of tryingnake
people Poelieve that he knows something, but alsgbrshame and dishonor on
himself:

[Apply Embellishments Intermittently Throughout adei
with a “Bold Heart,” and without “Spoiling the Worsd ]

The singer also should be careful at the end ofsamg not to do what
many mediocre and inexperienced singers do inptioikession; they make such
copious ornamentations that they wish to displarghing at the end, and have
left the whole middle section empty and dull. THere, one who singgorgia
should show his valor not only at the end of a @iect also in the middle, where
he must show his bold heart with audacity.

We must not omit the vice of those who, having mgaigia their friend,
wish to do some little thing in each measure; andibging them, even though
the ornaments may be good, they spoil the syllzdmelswords-*

® MacClintock, 68-70.

° These ellipses occur in the text.
%pid., 70-71.

Ypid., 71.
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[Circumstances that Lend Themselves to Application o
Passagework, Diminutions, and Ornaménts

Therefore to avoid many errors, . . . take camoipassagework on the
semibreves, . . . accompanying a single syllalwa,gan ornament securely, for
the effect of the passage will always be more hiegwbDiminutions in minims,
being of lower values and somewhat slower, will ;makeasy to do whatever
you want, providing the syllables or the words @moéspoiled.

Likewise, if you find several minums together, tireup can be
ornamented, whenever it is convenient for the siage the words are not
spoiled. With semibreves and breves and other tangs, because they naturally
require more time, many beauties can be put togathenament them as one
pleases; or one can use them in places where neededa syllable or word?

[Applying Ornamentation to Cadenges

The end of any ornamentation should be just angptete; the middle
notes all equal and continual, so that one doeb@at the beginning more than
the middle and the end, . . . because each obsmsdhat one makes . . . takes
away pleasure. . . . | have written these othedrigples] that you see, to give
him [he who has mastered previous examples] oppitytto ornament these
simple ones and a few others that are longgfwo of Zacconi's three examples
are below: the first measure of each line is orm@gtein the second measure.]

0
{ . ._L.
ey ] p= .’?—P—F_ : p=
1 =
l“? e 7 _iI‘P_ £
(&2 = Ei

@

The places that invite singers to make ornamerdgassages are the
cadences, which are of such a nature that if oes dot do them well, one spoils
them and takes away every beauty, and fills ows wéth deformities. Therefore
to show you some cadences, | have made the folipasiamples?

[Two of Zacconi’'s four examples follow: the firstemsure of each line is

ornamented in the second measure.]

121bid., 71-72.
Bbid., 73-74.
¥ bid., 74.
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Guilio Caccini: Foreword the nuove musich@602)

[Caccini says that singers must conform all atspetvocal delivery and
ornamentation to underscore and compliment textesgon. While he does not address
polyphonic singing specifically, he does explaia tharacter of various vocal
ornamentations, how choices can be made to maxi@kteneaning, and, that such
“exclamations may be used in all passionate mtisi¢ss source also serves to reiterate
the greater musical-cultural ideals that informetgripretive decisions and the general

commonality and breadth of vocal ornamentation.]

[Expressive use of Dynamics, and the Importance of
Mastering Musical Materigl

It now remains to say why the increasing and agdtrescendo and
decrescendo], of the voice, exclamations, trilteugs, and other effects above
mentioned are used indifferently, for they are rsaid to be used indifferently
whenever anyone uses them, whether in passionatpasitions where they are
most required, or in canzonets for dancing wheeehtlmor or conceit of the
words is not minded.

The original of which defect (if | deceive not neyf§ is hence occasioned
because the musician doth not well possess and hiaself master of that
which he is to sing. For if he did so, undoubtduiywould not run into such
errors . . . increasing and abating the voice,iamkclamations . . . [without]
discerning whether the words require it; whereasétthat well understand the
conceit and meaning of the words, know our defactscan distinguish where
the passion is more or less requited.

15 Shrunk, First Edition, 381.
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[Expressive Choices, the Character of Ornamentatod, the
Application of “Exclamation” to “All Passionate Mirs’ ]

A More languid A livelier exclamation For example
A A
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Of tuning, therefore, with more or less grace, hod it may be done in
the aforesaid manner, trial may be made in the @lvaitten notes, with the
words under them “Cor mio, deh non languire.” Fothie first minim [half note]
with the prick [dot], you may tune “Cor mio,” dimshing it by little and little,
and in the falling of the crotchet [quarter notajriease the voice with a little
more spirit, and it will become an exclamation pasate enough, though in a
note that falls but one degree. But much more bBgtigwill it appear in the
word “deh,” by holding of a note that falls not bye degree, as likewise it will
become most sweet by the taking of the greatehn st falls by a leap. Which
thing | have observed, not only to show to othenatwa thing exclamation is and
from whence it grows, but also that there may be kwads of it, one more
passionate than the other, as well by the mann&hich they are described or
tuned in the one way or other, as also by imitatibthe word when it shall have
a signification suitable to the conceit. Besides thxclamations may be used in
all passionate musics, by one general rule in allms and crochets with a prick
falling; and they shall be far more passionatehgyfollowing note, which
runneth, than they can be in semibreves [wholespotewhich it will be fitter
for increasing and diminishing the voice withouingsthe exclamations.

[Importance of Relaying Emotion: Passion in Delivery
Versus “Cheerful” Singiny

Yet by consequence understand that in airy musiceurantes to dance,
instead of these passions, there is to be usedadiugly, cheerful kind of
singing which is carried and ruled by the air itskl the which, though
sometimes there may be place for some exclamdtanliveliness of singing is
in that place to be omitted, and not any passidretased which savoreth of

30



languishment. Whereupon we see how necessaryarcgrtigment is for a
musician, which sometimes useth to prevail abotieAaralso we may perceive
by the foregoing notes how much greater gracedhefirst quavers have upon
the second syllable of the word “languire” (beimgssayed by the second quaver
with a prick) than the four last equal quaverspgnted for example.

[Descriptions of Ornamentation and How to How tofBiem Therh

Trill, or plain shake Gruppo, or double relish
o) [
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The trill described by me is upon one note only.l.have observed no
other rule than that of its description, both @dkdnd as group, that is to say, to
begin with the first crotchet and to beat everyenaith the throat upon the vowel
“a” unto the last breve [double whole note], agVikse thegruppq or double
relish. . . . 1 will show not only how they may bsed, but also all the effects of
them described in two manners with the same vaitleeonotes?
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18 1hid., 384-385.
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A plain fall A double fall
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From the notes written above in two manners ib ise¢ observed in these
graces that the second hath more grace in it ti@first. And for your better
experience . . . you may exercise yourself in tiagah attain ever greater
perfection in them.

[Musical Example of Applying Embellishment and
Tempo Rubato “According to the Conceit of the Wofds

And because . . . in the madrigal “Deh. Dove sauiti,” there are
contained the best passions that can be usedsinadbhie manner of singing, |
have therefore thought good to set them down; tooihhow where it is fit to
increase and abate the voice, to make exclamatidliss,and groups, and in a
word all the treasures of this art, as also ndiatee to demonstrate this again in
all the works which will follow later, and that thenay service for example,
whereby men may take notice in the music of thegdavhere they are most
necessary according to the passions of the wolttiiugh | call that the noble
manner of singing which is used without tying a maelf to the ordinary
measure of time, making many times the value ohtttes less by half, and
sometimes more, according to the conceit of thedgjavhence proceeds that
excellent kind of singing with a graceful negleghereof | have spoken befofe.

7 bid., 385-92.
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[Deh, Dove son fuggui

Abating
the voice
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exclamation

A more lively exclamation
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Girolamo FrescobaldPreface to the Toccatas and Partii€614)
[Tempo Flexibility

Realizing the great popularity of playing with gtike affects and a
variety of passages, | decided to show my intdrggtublishing my slight
contribution, presenting it in print with the folling observation: | aver that |
appreciate the discernment of others, and | sleafjrbteful to all who may
approve of the affect with which | approach thelgius and polite readers.

First, this manner of playing need not be subje¢hé beathattugd. As
in the case with modern madrigals, no matter hdficdlt they may be, they are
made easy by means of the conductor’s beat, som&siow, sometimes fast, or
evenly sustained, according to the affect or sefisiee words™®

Michael PraetoriusExcerpts fromSyntagma musicufi619)

How Variations and Changes Can Be Made in the
Lowering and Raising of Voice and Tactus

Music should not be hastened. . . . The mensurékewise is to be
observed, so that the harmony may not be deformddsturbed; for to sing
without law and measure is to offend God himself. Nevertheless, for reasons
of the text, sometimes to use now a slower, noastef, beat adds singular
majesty and grace, and marvelously ornaments thedyme

Not a little charm is added to harmony and melddlge variation of
human voices and instruments is sometimes liveljetimes the singing voices
relaxed™®

Introduction in the Modern Italian Manner for Boys
with a Special Love and Desire to Sing

[Expressing Emotion with Ornamentation and a SpdikehDelivery

The domain of the orator is not only to decoratewation with beautiful,
pleasant, lively words and masterful figures, dsbdo articulate correctly and to
move the affects. While he raises his voice oritdal, he speaks in a voice
sometimes intense and soft, sometimes whole ahd ful

Likewise, a musician has to do more than sing, attenhow artistic and
pleasant his singing may be, if he wants to reaeteart of the listener and to

18 Ruth Halle RowenMusic Through Sources and Documeisglewood Cliffs, New Jersey:
Prentice-Hall, 1979, 170.
¥ MacClintock, 150.
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move the affects. And thus he creates and directg oward trying to attain his
goal. For a singer must acquire and attain a nfastarice not only from nature,
but also from a good understanding and completeviatge of musié’

[Dynamic Shaping

Exclamatiois the real means of moving tlaéfects.It must coincide with
a raising of the voice, and may be introduced asediwon all half notes, as well
as dotted quarter notes, in descending. And clersiitally the following note
moves forward somewhat more quickly, with more effé@he whole note, which
in a rise or descent of the voice occurs more eatly withoutexclamation,
also has more grace. * .

[“Diminution” or Embellishments: Specific Typles

2. Skill or InstructionOn the other hand, a singer must have real knowléolg
form the diminutions (often in general calleoloraturag lovingly and
appropriately.

Diminutionis when a long note resolves and is broken intoynagher
fast and smaller notes. These are of various tgpdkinds. Some of them are
stepwise, likeaccents, tremulo grupgindtirata.

Accentsoccur when notes like the following are producethimthroat:

Initial and final note at the unison
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Tremolq ortremolettiis nothing but a shaking of the voice on a note.
The organists call Mordantenor Moderanten

Ascending tremolo A Descending
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This tremolo is not as good
as the ascending.

The diminutions which do not proceed by step aeettitl and the
passaggi. The trill is of two kinds. One is perfedron a single note, whether it
be on a line or in a space, with many fast notpeated one after the other.
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And this kind may be found in Claudio de Montevardi

The other kind of trill has many varieties. Indegds impossible to learn
how to perform a trill correctly from written insictions. It should be sung and
performed live before a teacher. A person is shbam to do it by hearing it
sung beforehand by someone else, just as onedairdd by imitating the other.
Therefore, to this date | have still not seen thessds of trill described by any
Italian author with the exception of Giulio Cacci#When a trill is to be
performed, all they do is to puttatr, ortri over the notes. Nevertheless, | have
deemed it necessary to include some of the typesihgassing, so that the
uninformed beginner may explore and may come tavkajproximately what a
trill means.

Accent Trill
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Passaggare fast runs which are composed and executed éytsep or
leap through all intervals, ascending as well axeeding, on note with some
time value.

And they are of two kinds. Some are composed igdomote-values,
such as, either half notes or quarter notes; d@h alf notes and quarter notes at
the same time. Some are broken into shorter vatues, as eighth notes or
sixteenth notes; or, eighth notes and sixteentasnat the same time.

But beginning students of this art should firsttstéth thepassaggin
longer note values, and then practice carefullyiatehsively those diminished
with eighth notes, and finally they may get to #he@sth sixteenth note<.

2bid., 144.
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CHAPTER THREE
RECOMMENDED APPLICATIONS OF LATE RENAISSANCE
ITALIAN MADRIGAL PERFORMANCE PRACTICES

Sour ces Revealing Compositional and Performance Practices
that Promote Text-Driven Interpretation

An examination of primary sources that relate ®ldte Renaissance Italian
madrigal reveal a heightened promotion of both cositppn and performance practices
that maximize the declamatory delivery of text. ®@es alude to a shift in the decades-
long pursuit of realizing the ancient Greek iddahuisic as a powerful rhetorical
vehicle. Whereas composers earlier in the centomyeyed this ideal by designing
music to emulate oratorical delivery—contouring oakés that mimic the rise and fall
of phrases, utilizing points of imitation to redée text-themes, and developing textural
climaxes to simulate ebbs and flows of persuasiomrymater musicians perceived that
these earlier compositional practices actually olesthe text in service of musical

craftmanship.

Compositional Practices
Primary sources, such as MorlegsPlain and Easy Introduction to Practical
Music(1597)and Monteverdi’s forward tt quinto libro de’ madrigali(1605), describe
developments in compositional practices aimededtorg music that is the mistress to

the words, and not vice versa. Indeed, examinatidate Renaissance compositions
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reveals a more declamatory approach. The expressgentence fragments or
individual words, rather than phrases, is emphdsizsulting in imitative passages
based on motivic material (e.g., “Ahi, vita mia!”-af, my life!” in Monteverdi'sSi

ch’io vorrei morirg measures 38-44). Word painting, text repetitaord ornamental
decoration are abundant. Homophonic passages qeyd for maximum text clarity.
Some composers, such as Marenzio and Gesualdat ddpanturously from traditional
rules of composition to explore chromaticism argjudict melodies as modes of
expression. Mood and character shifts are deprotgesically through varying textures,
voicings, and major/minor modes (e.g., in measlife20 of Gesualdo’sanguisco e
moro, “Deh, per pieta”™—"“Ah, for pity!"—begins on a highote, resembling a cry,
continues with an unsettling chromatic progress$iat is imitative, underscoring the
plea for pity, and concludes with a soothing maijiad, painting the word “consola,”
which means “console me”). These methods are adsdowith what Monteverdi
identified as a Second Practice of compositione IRg¢naissance Italian madrigals, and
the primary sources related to their composititearty reveal text declamation as a

principal driving force.

Performance Practices

As compositional techniques changed throughoutdéimury to invigorate text
delivery, performers were compelled to conform elfiglenent, alteration, and
expressive gestures (tempo and dynamic fluctugtiongromote text expression.
Primary sources reveal that the embellishment &edagion of polyphonic vocal music

was a well-established practice long before, anoligh, the late Renaissance. Giovanni
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Camillo Maffei’'s Letter on Singing1562 } explains that a student can “acquire the
passaggi [ornamental passage work] in every saortamfrigal and motet” by learning his
vocal technique, mastering supplied musical exescigeviewing a fully ornamented
madrigal that he provides, and adopting his rufegpplication. He encourages the
intermittent passing “from one note to the othethvelome variation or decoration . . .
where it can be tolerated and where it seems fiitlmg).” ? Yet he also restricts
diminutions to cadences only, with no more tharr faufive in a single madrigal “so
that the ear, enjoying the sweetness rarely, bes@wer more desirous of hearingit.”
He attends to text clarity by noting theissaggshould be articulated on the
penultimate syllable of words, and promotes fldkipin performance by calling upon
singers to “yield to the other” to avoid disturbitige harmony. IfPrattica di musica
(1596), Zacconi describes how singers should bsitbento each other when applying
ornamentation: singers should avoid complex dinmst in the beginning of a piece,
which “should always be delivered with simple at@ightforward ornaments so that
the entrances of the other parts can be clearlydiidde cautions against those who
“wish to do some little thing in each measure,take choices that “spoil the syllables
and words.*

Nicola Vicentino’sL’anitca musica(1555) notes that the tempo, dynamics, and
embellishments should parallel the “appropriatesipss—now gay, now sad,

sometimes sweet, sometimes harsh, and adhere poathenciation of the words” and

! carol MacClintockReadings in the History of Music and Performar®omington and
London: Indiana University Press, 1979, 46-47.

Z MacClintock, 52-53.

% Ibid.

*Ibid., 71
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the “ideas of the composet.’Caccini’'sLa nuove misch&l602).° referring to solo
singing, reiterates the importance of applying dirgbenents and alterations according
to text meaning, supplying notated examples of dimbheents with verbal commentary
that describes fluctuations in dynamics and terhpb tinderscore the text. 8yntagma
musicum 1619, Praetorius declares that while musiciaosilshobserve mensuration,
the tempo must reflect the meaning of the word=or ‘reasons of the text, sometimes to
use now a slower, now a faster, beat adds singudgesty and grace, and marvelously
ornaments the melody.”

Collectively, sources reveal that a thorough anslgttext-music relationships,
combined with a broad knowledge of embellishmemeisipo alterations, and vocal
articulations is foundational to creating a textsgve interpretation of the late-
Renaissance Italian madrigal. Perfomers are tagkedgage music through an
interpretive process that serves text expressioia)y combining predetermined and

improvisational alteration, embellishment, tempatuation, and dynamic variation.

Realizing Text-Driven | deals
To realize these ideals of text expression perfesmuust closely analyze music
and text relationships to identify inherent modetegt expression. In the process of this
detailed analysis, the performer must keep in rniinedwide variety of expressive tools
that can be applied, including rhythmic and meladieration, embellishment, tempo

fluctuation, and dynamic shaping. Inherent textregpive characteristics need not only

5 .

Ibid., 78
® Oliver ShrunkSource Readings in Music Histofyew York: W. W. Norton, 1950, 377.
" MacClintock, 150.
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be highlighted, but also used as reference pamgpawn further interpretive creativity.
Ideas for creative interaction with the score idelgpreconceived or improvisational
ideas and are to be employed in ways that best $kevtext and the size and skill of
ensemble.

For example, by taking an inventory of particulards highlighted by long
note-values, a performer can follow the compodegsd by adding embellishments or
alterations, particularly if expressive tools ah@gen that can depict the meaning of the
words. Such an opportunity occurs in the openinggd of Marenzio’$o pianga The
word “piango” (“weep”) is sustained by two tied wamotes, and further emphasis
occurs by a near-exact repetition of the text émdetting in the next phrase. To
underscore this effect, the first phrase mightudelan ornamental turn at the end of the
word, and in the second phrase, a more extendedlkshiment can simulate the
character of weeping with a mournful, descending-gighths pattern.

Whether to prearrange or extemporize variances thenscore depends on the
skill of performers, size of the ensemble, andabmplexity of the alteration. If the
piece is performed one voice per part, the emibatient can be assigned to a single
performer who has the skill to realize it extemp@@usly, and with each new
performance, this embellishment can be manifesféetently. If the piece will be
performed by many singers per part, advanced coitigpoallows an entire section to
execute embellishments. Determining changes inrastves also beneficial when score
alteration or ornamentation requires synchroniralietween voice parts. For example,

in the opening chordal passages of Montevefii'sh’io vorrei morire if performers
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seek to create a speech-like delivery by lengtligeamd shortening note-values
according to syllabic accents, cohesion is maxithizexact rhythmical alterations are
predetermined. In Gesualdd’anquisco e morao create a sense of dramatic
progression upon a whole-scale repeat of the sesecttbn, voice parts that are
rhythmically aligned can be embellished with harmed ornamentation. This requires
arrangement beforehand.

Some variances can be executed with a combinatipreoonceived and
improvised approaches. For example, in Marendmjsiangq the opening chordal
passage is sustained and unadorned. If sung oagar, a single voice can emerge
soloistically to supply embellishments. The solosh determine a complete or partial
formula for his or her improvisation. For exampesoloist can work out a melodic
outline, designing the introductory and concludiagsages with the intent of
improvising the middle section. By predeterminiogn® parts of improvisation, the
performer gains more confidence that the embellesttrwill not under or over serve
text expression.

Fully improvised expressive gestures, including eltidhments, rhythmical or
melodic alterations, and ornaments, can also beu¢e@ in performance. In the
sustained and chordal closing measures of Geswsdldaguisco e moraan ensemble
can heighten a sense of conclusion by interjeadmg@mentation. If sung one on a part,
one or two voices can improvise embellishmentd wie other voices in a supportive

role. The ensemble needs only to coordinate hdvetesponsive to the improvisation,
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establishing how the two improvisers will interactd what gestures will cue a chordal
progression.

Improvised alterations can also occur when voigésgae imitative if the
ensemble is conditioned to notice and respond és éar impromptu variance. For
example, in measures 16-47 of Montever&ish’io vorrei morire those who sing the
first entry on the “Ahi, care dolce lingua” (“almMely and sweet tongue”) can determine
the dynamic level, articulation, ornamentation, amgthmic alteration, with subsequent
entrances potentially imitating these expressiveawnaes. If sung with many people on
each voice part, a finely-tuned ensemble can fobatemporaneous guidance from
section leaders regarding variances such as tempplaasing. In homophonic
passages, a crescendo or accelerando ex temponggbéight text without
compromising the cohesion. In Monteverdsischi’'io vorrei morie measures 73-78,
leadership by a designated singer can initiatecaalarando through facial expression
and breath-energy, highlighting the excitementeftext “Ahi bocca, ahi bacci, ahi
lingua torn’a dire"—"Ah, lips, kisses, tongue rgtuo speak!”

When a composition’s complexity leaves little roamextensive alteration,
subtle alterations can be executed. For examplgjickly pattered passages, over-
dotting just one or two words can provide text eagit without unduly complicating an
already texturally rich passage (e.g., in meas@refZesualdo’s.anguisco e moroone
can over-dot “fin” in the phrase “fin del mio langei'—"finally, let me languish”).
Spontaneity within complex textures can occur bgi@ng expressive tools that rely

less upon score alteration. For example, perforremnsdevelop non-verbal
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communication to trigger impromptu dynamic and terfipctuations. If the ensemble
has been trained to anticipate such changes,dhibe accomplished on cue by
designated singers or ensemble directors, espeataitansitional moments, following
extended rests, and at cadences. If a compos#isung one-on-a-part, vocalists attuned
to how text-meaning can be accentuated can intesydatle turns and ornaments
extemporaneously, especially at cadences or fatligwiresolution from a suspension.
For example, in Monteverdi'Si ch’io vorrei morire(measures 27-34), quickly
articulated ornamental turns can be improviseditbabit of sweetness to the intensity
created by the cascading suspensions and undergadrine text: “che di dol'cezzin

guesto mestingua’—*“that the sweetness in this bre#lsextinguish me.”

Overview of Italian Madrigal Score Study

Regardless of which expressive gestures are eegloythe ensemble’s size and
skill, all interpretive decisions should be basadadhorough knowledge of the score.
While score study varies according to personalimétive priorities, performance goals,
and a composition’s idiosyncrasies, there are gémpproaches and techniques that
facilitate both an understanding of the musicalanal and its relationship to the text.

First, the text must be translated (poetically ewdd for word) and analyzed
apart from the score so the performer becomesegntamiliar with its structure and
meaning. The form of the text is identified by colesing punctuation, sentence
structure, shifts in mood, and storyline developm@&ther aspects of the score, such as
voice part designations and clef signs may nedxt tisanslated into modern

terminology. Late sixteenth-century voice desigmagiinclude, from highest to lowest:
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Cantus, Discantus, Superius, or Medius; Altus ant€enor; Tenor; and Bassus. When
additional parts are included, the fifth voice fgea labeled “Quintus,” and the sixth,
“Sextus.” Modern voicing and clefs can be assigafter considering the tessituras of
each voice part, and, if necessary, by raisingweling the key of the composition (as
was common practice in the Renaissance) to plate wéhin the range of
contemporary singers.

With the text analyzed, voicings and clefs desigdaand key established,
musical structure is determined by identifying majections, cadences, transitional
passages, melodic and rhythmic character, modgr@ssions, and textural shifts. As
with any score study, musical analysis includesetgwng all provided musical
information. To fully investigate the text-musidagonship, the composition is
examined phrase by phrase, and often, word by vi@edices of particular interest
include imitation, motivic development, repetiti@ecorative melismas, rhythmic
elongation or diminution, homophonic passages,oat@ism, disjunct motion,
episodic major/minor modal shifts, timbral conteastnd changes in tessitura. In the
process of detailed study, one should begin toidentow to expressively expand upon
inherent tools of text expression. Also, one shaddahtify opportunities for both
improvisational and preconceived alteration (esglo lines, homophonic textures, and
cadences).

Thorough study of the score, combined with an amess of performance
practices, allows the performer to internalizerhegsic, explore interpretive choices, and

consider alterations and embellishments. The psocEmterpretative decision-making
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can include individual and/or group experimentat&md should remain fluid as
performers spontaneously engage the music in pedioce. To demonstrate this
process, recordings and interpretive analysisrekthate Renaissance Italian madrigals
are presented: (1) Claudio Monteverdsisch’io vorrei morire (2) Luca Marenzio’so
piangg and (3) Carlo Gesualdolsanguisco e morolhe recorded performances by
Without Measurépresent possible interpretations that reflecteel@erformance
practices. The interpretive processes that leegttibopnance decisions are explained
below with special emphasis given to the most cempbmpositionSi ch’io vorrei
morire. The track numbers correspond to those on the aohtisc provided in
Appendix A. Complete scores representing the oaigrersions and performed
(“Altered”) versions of the compositions are inahadin Appendix B.
[llustrative Recordings: Application of L ate Renaissance
Italian Madrigal Performance Practices
Track OneSi ch’io vorrei morireby Claudio Monteverdi (1567-1643)
Score Study
A helpful process for study is to consider the allestructure first, determining

the major sections and their general charactesisiidlowed by a closer look at sub
sections, phrases, and sub phrases. To identifgwlrching structure, and to place the
text of Si ch’io vorrei morireas a foundational point of reference, a word fordend

poetic translation are considered apart from tloeesc

8 without Measurgdirected by Julie Fords a vocal sextet specializing in renaissance anz |
literature: Michelle Hawkins, soprano; Julie Fosdprano; Juliet Green, mezzo soprano; Phil Kavamaug
tenor; Andrew Smith, baritone; Paul Ford; basg:Httww.withoutmeasure.us.
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Word for Word Translation

Line 1:

Line 2:

Line 3:

Line 4:

Line 5:

Line 6:

Line 7:

Si ch'io vorrei morire
Yes,| wish todie

Hora ch’io bacio amore la bella boccael mio amato core
Now | kiss love the beautiful lips of mlove heart

Ahicar e dolce lingua datemi tant’ humore
Ah, dear and sweet tongue give to me such mood

che di dolcezz’ inquesto sen  m’agim
that the sweetness inthis  breast me exshgu

Ahi vita miaa questo bianco seno
Ah, my life! by this white breast

Deh stringetemi fin ch’ienga meno a questo bianco seno
Ah, press against me finally that | amade)less by this white breast

Ahi bocca, ahi bacci, ahi lingua, ahgua torn’a dire
Ah, lips, ah, kisses, ah tongue, ah tonguemetiu speak

Si ch'io vorrei morire
Yes, | wish to die

Poetic Translation

Line 1: Si ch’io vorrei morire
Yes, | wish to die!

Line 2: Hora ch’io bacio amore la bella bocchrdm amato core
Now I lovingly kiss the beautiful lips of my heardesire

Line 3: Ahi car’ e dolce lingua datemi tant’ humatee di dolcezz’ in
guesto sen m’estingua
Ah, dear and sweet tongue, give me such passioydboa sweet
breast might quench my desire.

Lines 4-5: Ahi vita mia, a questo bianco seno dahgetemi fin ch’io

venga meno
Ah, my life! Press your ivory breast against md thg desire
might be satisfied.
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Line 6: Ahi bocca, ahi bacci, ahi lingua, ahgua torn’a dire
Ah, lips, ah, kisses, ah, tongue, give me yousipas

Line 7: Si ch’io vorrei morire
Yes, | wish to diel

The text portrays a passionate love scene, begjrasrone declares to the other a
desire to unite—"morire” means “to die "—which ipaetic metaphor for experiencing
sexual climax. The boldness of this statement siardelivery that is infused with
bravura and fervor. Because this proclamation agcatithe beginning and end of the
piece, the overall interpretive concept strivesdotrast these statements. The first
statement might be delivered euphorically and sigklg (exploring use of dynamics,
articulation, and tempo rubato), and the secondihygrtray a more gratified
assuredness and a sense of resolution. As thatiexés 2-6 unfolds, every aspect of
the beloved is admired, and this can be undersceitecdecorative embellishment. As
the love scene plays out, dramatic action vacslétween tension and resolution, and
this might be exploited throughessas di vocand fluctuations in tempo. To plan how
to underscore the text more specifically, close@maxation of text-music relationship is
necessary.

A foundational step in analyzing the music is aeewvof clefs and voice
designations. In the edition examined for this gfuthe original clefs have been
indicated, but modern clefs are used. The cantip(eno”), alto, tenore, and basso
ranges are similar to those of their modern copates, but the quinto part is

uncomfortably high for many tenors, and too lowdtips. If the piece is pitched one-

° Gian Francesco Malipiero, e@laudio Monteverdi Madrigals, Books IV akg New York:
Dover Publications, Inc., 1986.
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half step lower than written (from C major to B ) the basso’s lowest pitch becomes
an E-natural, which is low but reasonable, anelipfully lowers the top of the quinto
range to a G-sharp — high, but more reasonablefars. In the altered score used for
performance, the quinto part is renamed “tenord e tenore part, “baritone.”

Analysis begins with a text-music comparison, wiriebeals that the lines of text
are delineated into separate sections of varyingthes, and these sections are musically
defined by cadencial material. The sections canléstified as: Introduction, Section 1,
Transition, Section 2, Retransition, and Coda facerepeat of the introduction). The
Introduction and the Coda are only seven measargs Bections 1 and 2 are close in
length (31 and 29 measures respectively), contdrphrases defined by changes in text
and texture, and are preceded by transitional mat&he Transition and Retransition
emerge following cadences that are weakened: nmaalality occurs before the
Transition, and only two voices participate beftire Retransition. The overall musical

structure, including sub phrases, can be mappéullaws:

Introduction, measures 1-6 (7 mm.; text LineSi)ch’io vorrei morire(repeated)
- Homophonic, descending tessitura

- Modality moves from C to A
- Strong cadence: four-beats, major mode

Section 1, measures 7-37 (31 mm.; Line 2)
Sub phrase, 7-15 (9 mm.) Hora ch’io bacio amore la bella bocca del

mio amato core

- Homophonic with an ascending tessitura and
quickened harmonic rhythm that leads from A
major to D minor mode.

- Weak cadence: two-beats long in minor mode
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Sub phrase, 16-27 (12 mm.; Line 3)
Ahi car’e dolce lingua datemi tant’humore
- Text repeated with imitative string of
suspensions; each entrance ascends in step-wise
imitation leading from A minor to D major
- Quasi-cadence: irinversion, brief, no pause

Sub phrase, 28-37 (10 mm.; Line 3 continued)
che di dolcezz’ in questo sen m’estingua

- Longer note values, lower voices imitate
soprano

- Modality moves from D major to A minor

- Stronger four-beat cadence, but in minor mode
and in low tessitura

Transition, 38-48 (11 mm.; Line 4)
Ahi vita mia(repeats )
- Shift to high tessitura
- Imitative; Static harmonic motion in A minor

a questo bianco serj@epeats)
- Ends with a strong cadence: four-beats, four-
voices, in C major

Section 2, measures 49-67 (19 mm.; Line 5)

Sub phrase, 49-57 (9 mm.)  Deh stringetemi fin ch’io venga meno
- Upper two voices only in a series of step-wise,
imitative suspensions
- Modal progression moves from C to A minor

a questo bianco sen@peats)

- Imitative, in C Major

- Weaker cadence: three voices cadence on two-
beats as one voice jumps ahead one beat ahead
making major/minor modality unclear

Sub phrase, 58-67 (10 mm) Deh stringetemi fin ch’io venga meno

a questo bianco sen@peats)

- Lower three voices only in A minor mode
which ascend in step-wise motion; quinto out of
alignment with lower voices

- Stronger cadence: four-beats in C major mode,
but with only two voices
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Retransition, measures 68-78: (11 mm.; Lines 5 & 6)
Sub phrase, 68-7@ree voices sing previous text with new text dtameously)

Canto & Quinto Deh stringetemirepeated/extendedin ch’io
venga meno
Basso: Ahi, bocca, ahi bacci, ahi lingua,

ahi lingua(basso rests)

- Modal progression and material in upper two
voices is like the first sub phrase of Section 2
moving from C to A minor, but with a phrase
extension

- Weaker, half-measure, cadence in A minor

- New text is unfinished leaving upper voices to
complete their phrase extension unaccompanied

Sub phrase, 74-78 (all voices sing text of Line 6)
Ahi, bocca, ahi bacci, ahi lingua, ahi lingua
torn’a dire
- Homophonic with one voice in imitation

- Moves from A minor to a strong,
two-beat cadence in C major

Coda, measures 79-84 (6 mm.; Line 7)
Si ch’io vorrei morirg(repeats)
- Exact copy of Introduction: begins in C, text
repeats three times with a strong, four-beat
cadence in A major mode

With the overall structure in mind, general apptascto interpretation emerge. More
significant cadences should be highlighted in penBince through expressive gestures
and a drive to these cadences, underscored by dytaral, tempo fluctuation, and
ornamentation. Shifts in tessitura and voice grnogpiparallel changes in mood and
character, and these shoud be reflected by expeegsstures (intensity of tone, tempo
fluctuation, etc.). Textures, shaped and desigiiéerently from phrase to phrase
according to text, alternate between homophony, (&tgoduction, section 1, and coda)

and imitative polyphony (e.g., Transition and Satt2), and these contrasts must be
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maximized through interpretation. Performance deesneed also reiterate the
compositional effects of word painting, melodic tmir, contrasts in tessitura,
juxtaposed voice grouping, harmonic suspensioreed@plike rhythms, and imitative
text repetition—all tools which enliven the text.

Given the variety and complexities $f ch’io vorrei morire a detailed
examination of the composition in terms of its i for embellishment is required. It
is clear that homophonic and polyphonic passagksa@dgommodate alterations
somewhat differently. In homophonic sections, rhyithalterations and ornamental
turns can be employed fairly freely without obsngrthe text or unduly complicating
ensemble cohesion. In the imitative sections, mmyttchanges will require more
restraint. Changes in one line may not be techigiéadsible in another part; each voice
part presents varying degrees of opportunity farations. Cadences must be reviewed

to determine which voice is best suited for ornatsien

Interpretative Decisions
All interpretive decisions integrate the text-muslationships on both large and
smaller scales. To develop an over-arching intéapiom, structural cadences are given a
hierarchical order, with climactic areas identifiald understood in relationship to each
other:

- Measures 6-7 (somewhat jolting shift: move from Ajon triad to an
unstable A diminished chord)

- Measures 37-38 (very jolting shift: material moaesuptly from low to high
tessitura with an exclamatory text; ends Sectidpegjns Transition)
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Measures 48-49 (somewhat notable: a demarcatian goe to very clear
cadence; ends Transition, begins Section 2)

Measures 67-68 (somewhat notable: a demarcation goe to very clear
cadence; ends Section 2, begins Retransition)

Measures 78-79 (very dramatic, homophonic cadesog@ano has highest

pitch of the entire piece; ends Retransition and material, begins Coda)
The most dramatic musical-structural shifts patalents in the text that are highly
climactic: measures 37-38 (“m’estingua” to “Ahitavimia”), is a major midway point,
and measures 78-79 (“Ahi lingua torn’a dire” to t®iio”), is the highest climactic
moment. The other cadences are moderately higkliglsemi-climactically. How the
overarching high points are created through a gaairexpression is an ongoing
concern as smaller, micro interpretation is forrtedaTo highlight the process of
decision-making on a micro level, text-music relaships and their interpretation are

discussed in detail.

The Introduction

The exclamatory Introduction is punctuated by dhegsitura and speech-like,
homophonic rhythms. This provides maximum oppottufar rhythmic flexibility to
underscore the passionate emotion of the text;li% vorrei morire.” Through the
process of experimenting with embellishments—deenssgssary given the text
repetition and bold V-I progressions—abruptneshiéndelivery becomes softened, and
this discovery creates an adjustment from the maigrision. With embellishment and
corresponding elasticity of tempo, the opening péiia performed with more seductive

tenderness and less abrupt boldness than origicatigeived. A quickly pattered,
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exclamatory delivery is achieved as “vorrei” andohine” are rhythmically altered, and
dynamic stresses are given to maximize syllabiemic{®:00-0:05). As the text-phrase
repeats, it is set increasingly lower in tessit@i@maximize these qualities, and to
create variety and a sense of progression with egudtition of the text, the delivery
grows slower, lightens in intensity, and embelligims occur (see example 3.1; 0:05-

0:23).
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Original Version

Example 3.1: Monteverdi, measures 1-6
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Altered Version®
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The ritardando and cadencial ornament in measaststapart the opening section.
These gestures also soften the effect of the dglif@reshadowing the eventual
resolution of the scene, yet, reserving some egpresesources when this material

returns as the Coda.

Section 1

Measures 7-19n this phrase, the harmonic rhythm accelerateslamtessitura
rises as the text becomes increasingly fervent.ifitnerent tension created by the
diminished triad on the word “Hora” is energizedwa crescendo and an ornamental
turn in the tenore (0:24-0:27). The tender adnarabf the words that follow is
reflected by gentle articulation and a moderatept@riio more closely model speech,
“bella” is over-dotted (0:33-0:36). An acceleraratal crescendo follow, emphasizing
the rising tessitura and dramatizing the sentinoéfdlel mio amato core” (0:30-0:48).
The rising intensity that is created by ascendingsl and a quickened harmonic rhythm
is paralleled in performance with an accelerandantornamented cadence that
decorates “core.” Because the cadence resolvesionaa triad, an air of discontent
occurs, as if to suggest the conflict of unrequdedire. The hollow character of this

resolution is dramatized with a brief rest befdre hext phrase begins.

Section 2
Measures 16-37As the piece continues, longer text-phrases arecrmto
smaller fragments for a more individualist treattnegfithe words. Through imitation and

successive suspensions, the text fragment, “Ahiecdolce lingua,” is isolated and
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emphasized, creating the effect that time is sudgxeb@as the poetry admires every aspect
of the beloved. To capture this mood, the stresgiable of “dolce” is lengthened.
Subtle ornaments are improvised in the tenore anda/(e.g., turns are employed on
“ahi” & “lingua,” 0:49-0:54). An improvised, interitient, and varied execution is
preferred, rather than predetermined alteratioesabse it allows the singers maximum
control in performance to avoid destabilizing tims@mble’s cohesion.

As the text’s mood shifts to that of the plea “daitéant’ humore” the rising
tessitura and shift to homophony drives toward tfulty realized cadence (it is brief
and in first inversion). To underscore this, aned@@ndo and crescendo occurs (1:18-
1:20), and the incidental cadence is mildly embk#d in the soprano. This
modification, along with a new text-character, spamother shift in mood, highlighted
with an increased tempo. Because the top voideythmically set apart from the others,
it is further distinguished by improvised ornamémans that word-paint “dolcezz”
(1:20-1:30). The inherent decrease in intensitg (hcreasingly lower tessitura and
cadence on a minor chord), which serves to undersagestingua,” is emphasized
with a decrescendo, a slight easing of tempo, dightacadencial ornament in measure
36 (1:45-1:48). This soft dynamic also heightenstiast between “m’estingua” and

“Ahi, vita mia,” which conveys a climactic midpoiof the piece.

Transition
Measures 38-48'Ahi, vita mia,” sharply set apart by a joltingi&ho a higher
range, is ripe for extensive imitation. Anguisllafisarray are reflected through a

minor mode, and groupings of voices are contra@teal upper, against three lower,
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voices). These qualities are accentuated with bemgid dynamics, over-dotting (“vita”),
and a considerable amount of predetermined ornatemiand alteration which

intensify as they repeat (1:49-2:11). The dues;likarmonically static upper two voices
provide an opportunity to interject coordinated &admonized ornamentation. The fact
that this phrase envelopes a midpoint climax iespihe most elaborate ornamentation

of the composition (see example 3.2).
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Example 3.2: Monteverdi, measures 38-44

Original Version
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Altered Version
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With the next phrase, “a questo bianco seno,” ttemge of mood to that of elated
adoration is set apart compositionally by new malsicaterial (which later returns in
ritornello fashion) in a major modality. These gtie$ are highlighted by a quicker
tempo and an ornamented cadence. The lower thieesyavhich are not aligned, have
more random, improvised ornamental turns and owérrd) for syllabic accent (“vita”).
Measures 49-78Deh stringetemi” is set to a cascade of descendirspensions
in the upper voices and then to an ascending pattiehe lower voices. To word-paint
“press against,” the tension of the suspensionsasimized througimessas di voce
(2:24-2:36). A decrescendo at the end of the pluaderscores the meaning of “fin
ch’io venga meno.Messas di vocare used as the text is repeated in the three lowe
voices with a cadencial ornament added to highlgé¢nse of conclusion on the word
“meno” (2:48-3:02) As “a questo bianco seno” is restated, ornamerttseinvord “seno”

are progressively more elaborate to build spedah-tilimactic variation (3:02-3:13).

Retransition
Measures 68-73These six measures closely resemble measures é2cbpt
that the phrase is extended by two measures aad @aext and bass line are interjected.
Given this repetition, ornaments are improvisethtike each statement of “Deh
stringetemi” more climactic and to emphasize the awd passion of the bass text “ahi
bocca, ahi bacci, ahi lingua.” Because the bass doecomplete the text phrase,
dynamics decrease, tone dissipates, and a briefcegrs as the phrase ends.
Measures 74-84Because all voices participate in the text “abtda, ahi bacci,

ahi lingua,” text clarity is emphasized through #xaggeration of syllabic accents. The
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tenor part, already separated from the other vpisdarther highlighted through
improvised melodic embellishment (3:30-3:45). Tighlst pitch in the score occurs in
the last fragment of new text and music, “torn’eediThis text is set homophonically,
finally aligning voice parts for the first time si&the midway climax in measure 37.
Seen as the final and highest climactic momenth@fiiece, the ensemble ritards,
delivers its fullest and broadest tone yet, providdiighly decorated ornament on the

cadence, and sustains the final syllable of thagsr

Coda

Since the final six measures are identical tditisesix measures, care is taken to
create a contrast. The performers strive for anggg triumphant, and more confident
delivery through sharp articulation, over-dottihg two-eighths on “ch’io,” a wider
range of rubato (stretching text accents), andntipgovised interjection of the most
elaborate cadencial ornaments yet employed (3:48-4ee example 3.3). This

combination sets up a heightened sense of resolatidhe last chord finally arrives.
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Example 3.3: Monteverdi, measures 79-84 (Coda)
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Altered Version
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Track Two:lo piangoby Luca Marenzio (c1554-1599)
Score Study
First, to identify the overarching structure, aogtace the text db piangoas a
foundational point of reference, a word for wordi groetic translation is considered

closely and apart from the score:

Word for Word Translation

Line 1: lo piango et ella il volto con leesmnan m’asciuga
| weep and she, my face with her hand svijrg

Line 2: et poi sospira dolcemente
And then she sighs sweetly

et s'adira con parole chkassi romper ponno
and becomes angry with wordsthat would break rocks

Line 3: et dopo questo sipartella @heo
And after that she goes to sleep

Poetic Translation

Line 1: lo piango et ella il volto con leestnan m’asciuga
| weep and she wipes my face dry with her hand,

Line 2: et poi sospira dolcemente et s’adira amole ch’i sassi romper ponno
Then, she sweetly sighs, and angrily uses wordgaong that they
would break rocks

Line 3: et dopo questo si part’ella e’l sonno
And after that she falls asleep.

Because the text ends with one of the subjectadgdisleep, it can be

extrapolated that the interchange presented hénénsate and perhaps between

bedfellows. Line one reveals that as one persompsyebe other responds with widely
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varying emotional shifts, moving from wiping awagats, to sweetly sighing, to
speaking hurtful words, to falling asleep. To detiexe how the score serves and shapes
the text, the score will be examined to identifysiicant and minor structural elements.
Score examination reveals that dramatic eventsttiirguide musical contrasts
in the melodic contour, rhythmic density, texturegdality, and voice grouping. The
text-music phrases overlap: new text is introduoashe voice at cadencial points
before the other voices have fully concluded stgtine previous text. Cadences are also
made obscure by shortening or weakening the régolurhe over-arching shape of the

piece can be charted as follows:

Section 1, measures 1-17 (18 mm.)
Subphrase, 1-8 lo piango et ella il volto con le sue man
m’asciuga
- Moves from G to A

Subphrase, 8-17 1o piango et ella il volto con le sue man
m’asciuga et poi
-  BeginsinG
- Phrase is extended and broken simultaneously
with the text “et poi;” which begins a new
phrase
- Perfect cadence in A major

Transition, measures 17-27 (11 mm.)

Subphrase, 17-23 sospira, et posospira(repeatedylolcemente

- “Sospira” is interjected by the tenor to complete
the sentence of the previous section, and to
begin the new section

- Harmonic rhythm quickened, and progression
occurs through startling use of chromaticism

- Plagal cadence in F over five beats; two voices
immediately move away from resolution on beat
six; the tenor ascends chromatically,
destabilizing the cadence’s resolution.
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Phrase extended, 23-27 (5 mm.)

et s’adira con parole ch’i sassi
- No text repetition
- Strong perfect cadence in G, set-up by
suspension, all voices participate and remain in
G for 8 beats

Section 2, 27-48 (22 mm.)
Sub phrase, 27-34 (8 mm.)

romper ponno, ch’i sassi romper ponno
- Plagal cadence in G, only 3 participate

Sub phrase, 35-48 (14 mm.)
et dopo quest@epeated)
si part’ella e’l sonnQrepeated)
Coda, 45-48, (4 mm.)
si part'ella €'l sonno
Only two cadences are strong, and they occur befach new section. These
moments will command emphasis to capture the dvaralture in the interpretation.
The highly imitative and most rhythmically densegage begins Section 2, and this will
serve as the most climactic portion of the compmsitTo add subtle clarity to the
blurred cadences, use of small ornamental turnskgtat fluctuations will serve to
mark, but not exaggerate, these moments. Whengsheas extended (e.g., end of
Section 1 and beginning of transition), expresg@stures will be employed to highlight
forward motion.
In addition to large-scale connections between dtemand musical contrasts,
important music-text connections are evident omaller scale. Marenzio employs
distinct compositional tools for word painting (g.gp measures 17-20, “Sospira” is

tossed breathlessly between the tenor and othees,on measures 21-22, “dolcemente”

is handled gently through rhythmic elongation arfrmophonic setting). Rhythmic
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density varies to shape levels of intensity aceaydo the mood of the text (e.g., “lo
piango” is weighted down by tied whole notes coregao “romper ponno,” made

playful by dotted-quarter and eighth notes).

Interpretative Decisions

The overall approach to interpretation recognthesneed to contrast repeated
material and to underscore the dramatic mood artdred shifts to promote the effect of
an episodic, evolving story line. As the first twsical phrases are similar, an increase
in intensity is created through a use of wider ceeslo and ornamentation; the tenor one
interjects a turn, and the soprano improvises nfalappoggiaturas (0:26-0:37). As the
phrase continues, the homophony is articulated syillabic emphasis. An accelerando,
crescendo, and ornamental turn creates momentuarddive cadence and the next
phrase (measure 16, 0:47-0:50). As the tenor intresl the next phrase, he utilizes
rhythmic and melodic embellishments and dottedmmg to word-paint “sospira.” An
ascending sixteenth-note run is improvised by ¢émet on “et poi” (“and then”) to
portray a sense of dramatic storytelling. An impsed ornament and a ritardando
sweetly and gently decorate the word “dolcemented3-1:14).

A new phrase introduces another change in modaldita con parole ch’i sassi
romper ponno” (“she becomes angry with words thatilel break rocks”). To facilitate
this character shift and to portray mounting antfex,singers increase volume and
broaden their tone while the alto improvises a atitic cadencial turn (1:15-1:27).

The climactic passages that follow set the texanrijper pono,” and this is

expressively emulated with an accelerando and,stapcato-marcato articulation
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(1:28-1:47). An ornament on beat four of measureaBd a brief moment of rest after
the downbeat in measure 35, ease into the cadénke 1:47) and facilitate the

transition to another mood shift in the next phrd&é dopo questo si part'ella e’l
sonno”™—“And after that she goes to sleep.” A dottiegthm is created for “dopo” to
facilitate syllabic accent. To portray sleepindgks, phrase is increasingly slowed down
and an eighth-note sigh-motif is added to the w6pdst’ella e’l sonno (1:55-2:05). As
this phrase is restated, additional ornamentstabsisitardando to heighten the sense of

the impending moment of slumber (2:19-2:50).

Track ThreelLanguisco e mordy Carlos Gesualdo (c1561-1613)
Score Study
The two-part musical form of Gesualdd'anguisco e mords quite clearly
delineated in the score. The translation of thedsas also straightforward, facilitating

study that integrates examination of both text mugic simultaneously:

Section 1, measures 1-15

Languisco e moro, ahi, cruda!

Word for word | languish and die, oh cruelty!
Poetic I languish and die—with such cruelty!

Matu, fera cagion de la mia sorte

Word for word But you, injury cause of my fate
Poetic But you cause my injury, my fate
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Section 2, measures 16-32 (repeated)

Deh, per pieta, consola si dolorosarte
Word for word Ah, for pity, console me of such painful death
Poetic Ah, have mercy, save me from this painéattl

d’'una lagrima sola, onde dica per fin del mio langu
Word for word of one tear alone, once say it's the end ofanguish
Poetic as | cry alone, say just once that yourl eny anguish

‘or che pietosa sei dolce | n&rire

Word for word now that you have mercy, it is sweet to die.
Poetic Now that you show mercy, it is sweet tal finlease.

The words tell a story of unrequited passion. Tdrefn lover calls out to the person
who is causing injury and begs for pity and recgat@ffection to end the anguish. A
turn toward resolution occurs once the beloved shmercy, “or che pietosa,” and pain
turns to a sweet resolution. Whether the dramdia {$ born from unrequited love on a
physical or emotional level, the anguish itself—ameh relief from it—is the clear
focus of the text, with a mournful depth that cacbmpared to a Shakespearean
tragedy (e.g.Romeo and Juligt This perspective is strengthened when, uporescor
study, it is clear that tension permeates this calisietting achieved through use of
chromaticism (e.g., measures 1-8), unresolved haicvpogressions (e.g., measure 3:
the soprano never resolves from ‘f-sharp’ to a,‘ghd several series of suspensions
(e.g., measures 1-10 and measures 30-32). Eaalbleyls ensured clarity by the
omission of any melismas. Relief from discord osaarely through brief use of
homophony and moments of major tonality (e.g., meas9, “consola,” and measure

27, *or che pietosa”). Different textures and itytic densities are employed to contrast
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each line of text. For example, the opening phisgaitative and polyphonic, with half
notes and tied half notes. The second phrase gtbhepgpper voices and then the lower
voices and utilizes mostly eighth notes and quartées.

The textural and musical climax occurs at the b&igm of Section 2, “Deh, per
pieta,” underscored by a wide jump to a higheritesss and the unprecedented
alignment of four voices on the same text. Singgghction is repeated, and warrants
the biggest climactic moment, expressive gestueesl to be reserved to insure a
dramatic contrast. Given that Gesualdo’s treatroétite text is so deliberate, tightly
woven, and both melodically and harmonically completerpretative decisions focus

upon maximizing and elaborating inherent qualitegber than adding undue distraction.

Interpretive Decisions

Section 1

Within Section 1, material includes small-scaleet#ion, consequently care is
taken to create contrasts on a micro level. Thielhighromatic and densely imitative
fabric creates a fragile environment in which oreatation or alterations might
compromise cohesion. Instead, the dramatic usespiensions and descending wide
leaps are highlighted in performance through aboti@ssas di voc®:00-0:25).
Improvised ornamental turns are added for progresariety at the ends of subphrases
(soprano, measure 3) or when intervallic motiole$s chromatic (0:30-0:39). In
measure 11, the sudden textural change for “mi@ta cagion” is underscored with a
crescendo and accelerando (0:47-0:51). A ritardamdmployed as the tessitura peaks

and descends, assisted by a cadencial turn ondfee“gorte” (0:52-0:59). When
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“sorte” is repeated, a lengthier, more elaborat@orent is employed to extend this brief

moment of resolution and to maximize structuratitgtg1:08-1:15).

Section 2

The repeat of Section 2 becomes the climax optbee (specifically, measure
18, as the tessitura peaks), so effort is madeet@te a clear contrast between the first
and second delivery of these passages. Sectiorrksapth a homophonic and
chromatic exclamation, “Deh, per pieta,” and tleisttis repeated with staggered
syncopated entrances. To maximize the sharp condr&ection 1, the singers employ a
crescendo, syllabic accents, andssas di vocg:17-1:31). With the word “consola,”
the sudden consonance inspires an ornamentaldging added beauty and
contentment (1:31-1:37). “Si dolorosa morte” isgwith tenuto articulation on each
syllable to depict a laboring, aching mood (1:347): The next phrase, “d’una lagrima
sola,” is sung simply and plainly to convey thedbn introspective sadness of “one tear
only” (1:47-1:57). The homophonic exclamation “Ordiea per fin del mio languire”
motivates an emphasis on text clarity as the sgngecelerate to express the text’s
urgent plea (1:57-2:09). The subsequent statenfenbe hopeful anticipation, “or che
pietosa sei,” is strikingly consonant, inspiringanof gentility in the tone and a
decorative turn in the alto (2:11-2:18). Althouglgressing toward a “dolce”
resolution, the concluding phrase contains a sefidsssonant suspensions on the word
“morire.” Since this is the first delivery of thadt line, underlying tension is maximized
with messas di vocen the word “morire,” resisting the conveyanceadtlly “dolce”

resolution (2:18-2:34).
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When Section 2 is repeated (2:34), much more oengation is used throughout,
and there is a lessened grip on ensemble cohesi@raly, in service of rendering a
more impassioned delivery. Highlights include tlaerhonized appoggiaturas on the
word “pieta,” (2:40-2:42 and 2:47-2:50), the harnzexd ornamental turn decorating
“consola” (2:51-2:57), the extended use of the sigitif in all voices to portray an even
more painstaking delivery of the word “dolorosa’5@&-3:10), and, finally, an extended
improvised embellishment in the soprano and akt Ipefore the final cadence to portray

a sense of complete resolution (3:54-4:08).

76



CHAPTER FOUR
SELECTED PRIMARY SOURCES THAT INFORM
JAZZ BALLAD PERFORMANCE PRACTICE
This chapter identifies principles and examplesifiprimary sources that can

guide the interpretation and performance of jazlatdsa. The primary source material
proceeds in three steps: first, a review of qubta® jazz performers and others to
distill four general interpretive principles; sedom review of in-depth interviews with
two recognized jazz balladeers to see how theseiples inform their interpretations
and performances; and third, the identification bndf analysis of jazz ballad

performances informed by these principles.

Quotations as Primary Sour ces
Excerpts from the Radio Prograd®zz Singers
The following quotations are taken fralazz Singersa thirteen-part series
broadcast on National Public Raditosted by jazz singer, Al Jarreau. In several ef th
following excerpts, emotive ballad singing is reéet to as “singing the blues"—a

common reference in jazz discource, especially viheriext of a ballad is tragic in

! Lex Gillespie and Jacque Gales Webb, produderz Singerd\ational Public Radio program,
unpublished transcript, Smithsonian Production§120

2 The actual National Public Radio series and salipd are the property of Smithsonian
Productions and are unavailable for review. Quotegtiare as they appear in the program’s unpublished
transcript, including the punctuation, text formmadt and interjected parenthetical descriptiongifgo
“laughter,” “singing,” etc.)
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character. Quotations are of jazz singers (unlds=rwise noted) and are organized
under four recurring topics: (1) relaying emoti@aaprimary goal; (2) text-driven,
conversational interpretation; (3) individualisiiterpretation; and (4) score alteration

and improvisation.

Relaying Emotion as a Primary Goal
Billie Holiday

The blues to me is like being pretty sad, pratti.9Going to church.
Being very happy. There are two kinds of blues.rétsehappy blues and there’s
sad blues. | don’t think | ever sing the same weige. | don’t think | ever sing
the same tempo. One night it's slower, next nightal little bit brighter, it's
according to how I feel. | don’t know, the blues@t of a mixed up thing, you
just have to feel it.

Annie Ross

When people say to me, “what's your favorite Rillioliday album?”
And | always sayliady in Satiri because there’s a whole life in the way she
sings. And she may not have had the most beautgtilument. But, it didn’t
matter, because she’s got the heart. . . .

It was her [Ella Fitzgerald's] musicality that walsenomenal. But still
she managed to convey, with that young, girlisltepa depth of emotich.

Will Friedwald (writer)

And when he [Mark Murphy] does a ballad it's vémsartfelt, it's very,
you k5now, all the drama is in there, all the héanh there, all the emotion is
there:

3 Ibid., program 1, page 10.
*Ibid., 6:3.
® |bid., 4:11.
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Ernestine Anderson

| sing what I'm feeling inside. That's what | hopemes across. | don’t
just sit out and say, “Well I'm gonna do this, thiay. I'm gonna do it slow.”
You know, all the technicalities, forget all thits about feeling; it's what you
feel that's important. . °.

She [Etta Jones] sang that [a song entitled,] one time when | was in
the “Blue Note,” they were playing there. She strag song and | cried. | don’t
know why | was crying, but it just did somethingjust reached down, and, you
tweaked something inside me. And, | found myséling) there just crying, at
this song, you know. But thasif] what she does, she can move you with a lyric.
Now there’s somebody that you can believe whatskaying. You can believe
the lyric because she tells the story, but it cofrms the heart. It’'s just, a
beautiful experience, to hear this woman <ing.

Andy Bey

This is what jazz MUSIC is about. It ain’t abowvhpretty you sing, or
how clever you sing. It's about the blues reallis &bout the blues which is the
feeling of the music®

Al Jarreau

It's not so much the ability to improvise or eveheautiful voice that
makes a great ballad singer. What matters is howheer she can convey the
underlying meaning of a ballad; how well they candh our emotional
memories and make us respond. That’s just whatdgelarris does in this
lovely ballad My FoolishHear{]. . . ?

Master balladeers get into the skin of the mainmattar of a song. Their
emotions become real. That's what made Frank Sirsafth a great singer; he
sang with such sincerity that you believed him catgby *°

® Ibid., 4:14.

" bid., 6:11-12.

® Ibid.

° Ibid., 6:13. Jarreau’s comments may or may noehzeen scripted as they were made while in
his role as the narrator of tiazz Singersadio program.

1pid., 6:12.
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Frank Sinatra

You begin to learn to use the lyrics of the sos@ &cript, as a scene in
other words. So | try to transpose my thoughts atlmisong into a person, who
might at that moment be saying that to somebody&ls

Text-Driven, Conversational Interpretation
Madeline Eastman

She [Carmen McRae] could really communicate aghguwith a
musician’s background. She understood how to taka whe felt, and translate it
to the audience. And that's a rare gift, you kniiig,a very rare gift

Annie Ross

Ohh [sic] phrasing is so important. It's knowing how togias if you
were having a conversation with somebody else tAfigingers take breaths in
inappropriate places, so it breaks a thought=. . .

I've always thought that Carmen McRae would’'verbagyreat actress.
Because when she sings a ballad, she tells a sBirg.doesn’t over-dramatize,
but you can feel the pain and the hurt and thectieje, or whatever. Because she
had a great understanding of lyrics, lyrics weng/wmportant to Carmef{:

Vanessa Reuben

She [Carmen McRae] had this unique ability talradyric like no one |
have ever heard. And she had a way to make worggamgible. Words that
would actually come off the album, or CD. And itamzery, as a matter of fact,
very in your face, very raw.

" bid., 6:12.
12 1pid., 6:5.
13 bid., 4:6-7.
bid., 6:5.
5 bid., 4:7.
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Rebecca Parris

As far as phrasing goes, Carmen McRae has tounbeegl of me than any
other human, with lyric content. The graphics in lyacs, it's like you have a
painting in front of you. You don’t have to imagiarything, it's right there,
painted in front of you. In terms of graphicallysgebing how the feel is in this
tune, or what I'm trying to say—whether it's, it®nversational—conversation
is very important within the confines of the mudiecause it's the thing that
individualizes you. . °

You're sharing yourself at a great deal of riske @ét an opportunity to
tell who we are, and somebody in the audience ialbbrcomes up and says,
“Wow it felt like you were singing my life, or, ffou were singing it to me.” If |
make one of those connections during the coursedafy, than | think I've done
my job well. And it's someone saying you're notragd’

Al Jarreau

Carmen’s great strength was her phrasing of the. [fhe most important
thing to her was getting across the stfry.

Carmen McRae

| love words, so consequently if | don’'t have hgglbod words, | really
can’'t say too much to you that means anything. @sequently when I'm
looking at a song, or for maybe the first time,ill wheck the lyric out. Because |
feel that that's primarily what | have to work witRow the melody might not be
the greatest, but, being a, improvisational persoan change the melody, if |
choose, you know’

Dianne Reeves

Billie Holiday, who, really, really, was not ondystoryteller, but was able
to weave life, into her lyrics. | mean, you heandnsions, and when she sings,
you hear stories and colors. And it’s all in jus phrasing, and the way that
she'll say a certain wortd.

18 |bid., 4:7-8.
7 Ibid., 6:14.
18 |bid., 4:8.
9 |bid., 6:5.
2 1bid., 6:3.
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Etta Jones

She [Billie Holiday] could deliver a song and majai understand. If the
moon was green, you could see the green moon (lzgigh . %

| always say that singing is a lot like talkinfybu talk with expression,
you don't talk like, “da, da, da, da, da, da,” yawow. You say, “You know
what,” you know when you want to, (laughs), when ygant to get something
across you say, “Let me tell you something!” Yow¥n | mean (laughs), some
people sing ballads, and they just sings| [words, and they don’'t emphasize
“here” or “there,” or whatever. If you were gonnaggit just like singing the
words, and no nothing in it, you'd say, “Jim-doasgver-bring-me-pretty-
flowers-Jim-never-tries-to-cheer-my-lonely-hourgdu know, now if you're
gonna sing it with emotion, you sayjm doesn’t ever bring me pretty flowers,
and Jim, never tries to cheer my lonely houfs.”

Individualistic Interpretation

Al Jarreau

Bluesy or cool, dramatic or subtle, jazz singensie in a variety of
flavors. But what they have in common is the detgirput their own stamp on a
song. Improvising, swinging, bending notes; theseadl techniques with one
objective: to make a song persofial.

Lorez Alexandria

Jazz is the purest expression of self that youewan get. . . . Itis pure
expression, of what you are actually feeling at lracise moment. Because you
will do that thing again, and you will feel sometgidifferent, and you will do it
differently. This is the license that jazz artistsse that other people don’t hae.

Andy Bey

When Billie Holiday said my man has left me, yowol that her man is
gone, (laughing), and he ain’t coming back. But whké#a Fitzgerald says it, he

2 \bid., 6:2.

2 \bid., 6:11.
2 bid., 4:13.
% \bid., 4:13.
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just went around the corner to get a loaf of br¢haughing) Because that's
what it is, it's the essence of a certain kindesfling?

Greg Murai (jazz choral arranger and director)

Lately, I've been having my private vocal studesitgy only jazz ballads.
| do this because as a mode of expression the@léng that is as rich in
possibilities for the jazz singer. In other worbispt only have my students
memorize the lyric but | also have them createldesd. So along with their lyric
sheet is another sheet that expresses the téximotvn words. Then we
establish an overall vision for the tune, thisssially arrived at after exploring
the answer to the question, “Why did you decidpité this song?” In my
experience, whenever a singer makes an interprefioiee, if it is informed by
the overall vision, it will usually be a good cheiBad choices happen when the
singer is not aware that he or dtesa choice and sings the phrase as written or
as he or she has “always heardft.”

Score Alteration and Improvisation
Andy Bey

We [theAndy Bey Singe}svent after the music like a solo singer. Not that
anybody could be like Sarah Vaughan, but it wasidest to sing like Sarah
Vaughan. (Laughter) Or to sing like a Louis Armsggar to sing what Miles
Davis did. But it was always our idea to get lik@ngs) “Everybody Loves My
Baby.” Like a singer, a solo singer would sing ltkat. But like a, maybe a
group they might say (sings) “e-ver-y-bo-dy loveg Ioa-by.” But a solo singer
couldn’t do that, wouldn’t do that because they lddake away from the lyric.
Singers have lyrics to deal with. And you haveeldbd story and this is what we
try to do. We try to makesic] group singing a little more, storytelling, a ligt
more conversational.

**|pid., 6:2.

% Greg Murai directs and arranges vocal ensembl@hatazzSchoah Berkeley, California.

This is the response he provided for this studymdeked “How do you approach teaching jazz
ballad interpretation?”

"1pid., 5:11
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Alvin Chea

It's definitely a lot of fun [singing bass ifake Sik and it's very
educational because you learn that there are sole®that, that have to be
adhered to. And there are some rules that candkeby you know, and there’s
[sic] exceptions. And the bottom line is as you singpines out jazZ>

Cedric Dent (choral arranger and singer)

The arrangements [for the choral jazz enserblee Sikare very set,
except for say, the lead. | mean the lead is gikemreign, when there is a lead,
and we’'re not all singing together. | do approadharranging] much like a big
band, in that the trombone part is the tromboné pae trumpets have their
parts. But in that approach, after the lead, ttes lbeas more freedom, just like in
a big band?®

Greg Murai (jazz choral arranger and director)

The way my choral students and | enter a ballékraugh the lyric. One
can spend a lot of time simply studying one’s apploto singing the ballad. We
work the song phrase by phrase supporting the bwesen. In singing the
phrases, | ask of my students that they are clehsaund authentic; it is
important for the listener to believe every word #ginger delivers. In the
phrasing is where the multiple musical choices corteplay; choices in
dynamics (loud and soft), pitch, rhythm, registenbre and tempo. A choir
arrangement is full of choices, and these choiaghtinclude slight or
considerable moments of improvisation. It is soppaaent that many different
choices can be made to support a single vision.ekperienced singer will never
sing the same song the same way twice, and anierped ensemble will
discover ways to keep varying their performancesadety of influences come
into play through the lyric, and the results ofvigg in” and communicating
those influences makes for a compelling performahce

8 |bid., 5:4
2 |bid.
30 Greg Murai response when asked “How do you amréeaching jazz ballad interpretation?”
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Will Friedwald

And this was a groupThe Boswell Sistefshat did everything. They would
do call and response with the other instrumentsyMould completely rewrite
melodies. They would take a tune and really tvasiround so that the composer
wouldn’t recognize it. | mean their records are@alslebrated because they had
wonderful accompanists, which is the best solbiat they could get. It's a
classic body of worR?

Excerpts from an Interview with Rhiannon
The following excerpts are from an interview coaigddl as part of this study with
the performer/educator and master balladeer, Rbiartexcerpts are organized under
the four recurring principles of jazz ballad penfiance practices: (1) relaying emotion
as a primary goal; (2) text-driven, conversatiangrpretation; (3) individualistic
interpretation; and (4) score alteration and imaton. For clarification, some excepts

are prefaced by a brief summary of the questiosggo

Relating Emotion as a Primary Goal

| think a lot of singers are drawn to ballads hesesit's expressive . . .
there’s a kind of expression that comes througlvtiiee that's unlike anything
else. The humanity of it. So then to have beautfoiids written, ah, it's just an
incredible gift. You get to walk into this play,ishpiece of theater. That's how |
relate to it. | have a bunch of theater training for me, a ballad is going into a
character in a play. . . .

If you find someone who's written their own musieen right away, you
know they're going to mean it. . . . | think thatiéy | like Betty [Carter], the
things that she wrote on her own. And then theAdlsey Lincoln . . . who writes
a lot of her own stuff, and her own stuff is thefstjust, wow! [When people
sing music they’ve written] . . . it's coming rigitom their heart.

31 Jazz Singers5:6
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Text-driven, Conversational Interpretation
[Question: How do you go about learning a new tline?

Well, . . . I get the chart. . . . | start playiihgand just start singing it, and
| start to see if I'm interested in it after thate or fifteenth time through . . .
what I’'m looking for is, “Where’s the doorway?” Arddvould say sometimes,
the very singing of the song is so strong for na ttieel like | get it right away.
That there’s something about it that's so true yoaxperience, that | feel it's
going to unfold over time and that | feel that$jmeed to sing the song. That |
need to not take it apart and redo it. As many pte@achers have said to me,
“Just sing.” And let the beauty of it unfold, apaly tribute to all the singers
before you who've sung it. Don't try to be fabulbudifferent, just sing it. And
hire great people to play with you and you'll fiadvay. So then the other thing
is sometimes I'll sing a song and I'll think, “Thes something in here, but it
needs to be, really needs to be found in the faifrihe song.” So then |
sometimes take it to my pianist, Frank Martin, aredplay it together, and he’ll
suggest a different time signature . . . or a wiagltering the chord or
something. . ..

[Question: How important are text considerationthis process?]

Very. Always, always, always! Like | do a versiohJoni Mitchell’s
Case of Youand we took it completely apart, and slowed wd@nd changed
the framework of the song . . . | felt like | cdudet to the heart of the lyric that
way.

Individualistic Interpretation
[Question: Various performers offer very differémierpretations of the same

ballad?]

Yeah, and that is what got me interested in magan . . . | was
listening to jazz while | was being an actor. lugbt, “Oh my God! Look what
they’re doing!” Each person that sings this mak@somise to themselves. This
is my impression. They make a promise to themsehagsthey will do this song
like nobody else. . . . [Question: Do you thinkzdmallads provide ideal contexts
for keeping such a promise?] | do. Well, you akeng time, things slow
down. . . . you're really dealing with the wordagdathat's why | say to my
student, “don’t ever choose a ballad that you claelieve in 100%, don’t do it,”
because you'll be standing there singing a lie. . .

For example, Carmen McRae, you know, she wasugghtand she was
with women and she was with men, and she had raadly of attitude in a time
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when it wasn’t so easy for her to have this atétusio | can remember her
singing something like [singing] “Oh my man | lokiean so.” She would like

take it to the tenth power. Instead of doing iairegular way, which would make
me look at her and go, “Oh come on, Carmen, thnagtsyou,” she used to be so
extreme with it, I'd think, “Well, yow, hey!” Sothink that was a way for her to
feel in a time when the standard seemed [to derdesodetion]. . . .

Betty Carter, who is really kind of an odd balkdger—she’d usually do
them five times as slow as anyone else . . . aodld look at the interior of the
song from her point of view, like really extenditigg phrase out, or just
guickening a certain part. . . . and her own su#6 so—just so belonged to her.
No one else would have written it. . . .

And then I'm thinking Nina Simone. She would taangs, like the
church-style that she did . . . the Kurt Weill off&inging] “And the ship, the
black freighter” —it's exquisite. It's about theipfcomes in and all the sailors
get off and there’s these encounters with the womerand Kurt Weill's
meaning was probably very different. But when shgssit, it's about the
women slaves and how they will . . . do away witese men that are so cruel.
The slave masters and freedom of the slaves, twags it—a lot of her stuff
ends up being that. She’s such a singer, and fohymes were often a vehicle
for politics. . . .

Rickie Lee Jones has sometimes put some reallytiblgazz songs . . .
and does it in her own kinda whiney, strange vtheg¢'s so evocative. . . .

And one of the beautiful things about Abbey [lohg is that she’s not
afraid to distort her voice in order to get the regsion across. Like at the end of
Caged Bird. . . she’s singing about—Iliterally about—a bindttlives in cages,
but again, it's a symbol of freedom. At the endrd song, she starts squawking
like a caged bird, and it’s not pretty, it's likeifd sound] “Ahh, ahh!” Like that.
| remember when [ first heard it, it just sent Ishilp and down my spine, partly
because it was so evocative of needing freedomparity because she was
willing to do that, to express that she wasn'tifegethe necessity to be a pretty-
voiced singer.

Score Alteration and Improvisation

Then there’s Mark Murphy . . . he’s really abledtal with ballads in this
quirky kind of way. He will slow them down sometime. . he’ll take a couple of
songs and put them together. He'll slide from omregsinto the other and then
back to the first one . . . Maybe one will be ateomporary song and one will be
a lot older, and he’ll find the connecting pointween them. . . .

| think as time has gone on, the jazz singers Baigk “whoa, wait a
minute, I'm a poet.” And Betty [Carter] sang a ¢ftstandards and she would
always sprinkle in there her own things. . . .
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[Question: The “crooner,” i.e. one who delivers thelody directly and with a
clear priority of maintaining a beautiful tone—8g a sub-set of ballad interpretation?]

| think for some singers, to put it in the pocRetsing a tune in its
original, most basic version] is primary. . . fonse singers like me, | have had
to develop a stronger sense of ‘the pocket’ becatnsn | sing a ballad, my
teachers have been ones who go way outside.a | h&ve actually learned a lot
from listening to Natalie Cole. “Oh, listen to h@lve’s got it back on the one,” in
this way that makes me feel so safe and so setiatewhatever she’s singing
about, it's going to be on the one, and my fogamg to keep tapping while |

feel. . . . it's not my way, but I've learned a fodm them. . . .
Well, like Diana Krall. That's her deal. People&édoit because it's
something so . . . like what they remember. .he &oesn’t mess with it [the

original version] very much. And it's really prettymust say, sometimes | find it
really soothing to listen to. And . . . Natalie €ol'hat old song that she does
with her dad is so beautiful in that way becausekind of simple, it runs
through you like clear water. And whereas my tragnand my theater tradition
and my understanding of what jazz singers got ttedns more toward Betty
Carter, Abbey Lincoln, Nina Simone—the singers whal, “My way! I've got

to do it my way!”

Excerpts from an Interview with Sheila Jordan
The following excerpts are from an interview wiltetperformer/educator, Sheila
Jordan, whose skills in ballad interpretation argely admired. Excerpts are organized

under the four recurring principles of jazz balfsiformance practice. For clarification,

some excepts are prefaced by a brief summary afubstions posed.

Relaying Emotion as a Primary Goal

Basically, where | get most of my feedback is rajlddl singing, which is
strange. | come out of a bebop era, and I've beatiisg for years but my
favorite way to sing is ballads. | love ballads thore beautiful and depressing,
the better [laughter]. | can really feel them. Yaww, I've lived a pretty hard
life—not that other people haven't—but | can reabmehow—my experience
is that strength and hope lie in the ballad. . . .
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I've learned very early in life that when | singllads—that was one way
| could sing about the pain and life of othersnéw that's where most of it lies
in ballad singing.

[Question: Who influenced your approach?]

Billie Holiday. . . .You never doubted that shdmdt mean every word
she sang. . . . She made it sound so naturalady. in Satins one of my
favorite Billie Holiday recordings ever because slas at the bottom of her life,
she was like broke. It was heavy; she was probathilye heaviest point of her
life before she died. Even though her voice wasegtite emotion was so strong;
it was like nothing I'd ever heard from a singer. .

Sarah [Vaughan] and Ella [Fitzgerald], but nobstiyuck me like Billie.
The only person that comes close to me now today,is probably Abbey
Lincoln. | really feel that she’s a real storytelle. . And | love the way Mark
Murphy sings a ballad. And I love the way Andy Betygs a ballad. There’s a lot
out there. So | would say Abbey Lincoln . . . hemocompositions . . . that
wonderful song that she wrote call€drow It Away and therBird Alone . . . |
can feel what she’s doing because she’s coming thenBillie Holiday bag in
the sense of emotion. . . .

Miles Dauvis, it's like him singing those lyrics hen he plays] . . . they're
so beautiful, so tasty and so spaced out—unbelieyibles Davis. . . . | mean,
Bird [Charlie Parker] played great ballads too, thare’s an intensity in Miles
when he plays ballads. Bird’'s my idol, but nobodhypd a ballad like Miles to
me—nobody!

[Question: As a teacher, how do you direct youdstis to approach ballad
interpretation?]

Learn it [a tune] the way it's written then ledhe chord changes. |
always have the melody in my head, but most impdstan my heart. And
that’s it. And | tell them don’t try to do too mucBhon’t deliberately think that
you have to sing everything. Learn it, sing it purean tell when it [spontaneous
emotive changes] happens organically and whenvkgyanned it. . . .

[Question: And if they've planned it, how do yospend?]
| tell them—I ask them, “Did you realipeanthat? Did you do that
because you wanted to change it or did you acttedifthe change?” And I'll

be honest. “How did you know?” they’ll ask. “Becausknow—‘cause | was
young once!” [Laughter]
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Text-driven, Conversational Interpretation
[Question: How do you choose which ballad to sargj how do you
prepare your interpretation?]

When | hear beautiful melodies, in any song bliada in particular,
those melodies are so gorgeous. And so even Ifties aren’t very good—they
usually are though, they usually complement onéhamne-but even if they
aren’t, | can change the lyrics a little bit sotttreey make more sensetome.. ..
to something that’s closer to me. . . . | can giga something that | did.
[Singing] “I see your face before me, clouding nwg®y dream. There’s your
face before me, part of my every—It doesn’t mattbere you are, | can see
how.” See, | sang this for my daughter and my d&rghbrown-skinned, and so
| can’t sing [singing] “I can see how fair you dreSo | change the lyric to,
[singing] “I can feel how near you are, | open nygeand there you are.” So |
never have to deal with that word fair. . . . Elithe song but not necessarily—
there might be a word or two that | don’t feel. So how am | going to sing this
song and get the message across? | have to maRkdttteewords] all meaningful
for me. | can’t sing something that I'm not familigith or that | have no identity
with or that | haven't lived through, or | can’trmoect with. . . .

| recordedBird Aloneand that is a beautiful ballad and she [composer,
Abbey Lincoln] sings it beautifully . . . | can iy with a ‘bird alone.” That’s
what we are; she’s a bird alone, I'm a bird aloked hey, I'm 75, so I'm a bird
alone; | don’t have a man in my life, and probabbn’t. So it's songs like that
that | can identify [with] . . .

Individualistic Interpretation

Betty Carter made her own way of singing a badlaen though she was a
bebopper originally like me. She made her own spbhedown feelings. Listen,
if you can take a song and make it your own, thatiat it’s all about. . . .

Any ballad that I hear that | like, I'll find a wao do it my way, whether
it's out of time, a slow bossa, or | make it intavaltz, or just a straight ahead 4/4
ballad. . . . I will hear it, and sometimes | donéar it like other people, I'll hear
it in a different way. | deliberately go out thened look for obscure ballads,
that's what | do. But even if | took a ballad tisalieen repeated 100 times, 1000
times, if I love it, I'll find a way to sing it, Il find a way to do it so that it'll
become mine. That's what it's all about, making tigsic your own, whether
it's accepted in commercial circles or whethesiti. . . . Whatever that ballad
does for me, 'm gonna do it. . ..
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[Question: What if a ballad performance does netrséo reflect a personal
emotion, and/or does not feel spontaneous?]

Oh, well then I'm not feeling it. Some singersddikke Round Midnight
and they try to change it all around. Don’t fordagach a lot of young singers,
and I'll say, “Why are you doing that to that tuhe®nd they'll say, “Well, it's
boring.” And I'll say, “You know what? You're borg me.” [Laughter] . ..
when you're singing a beautiful ballad and . .u'ye so into it . . . it's almost
like an out-of-body experience. . . . you're nafcfag it and you're not planning
it ... you're feeling it and something happend @rgoes somewhere and you
have no control over it. . . . when these beaulitfld gifts—musical gifts—
happen . . . and you have no control over itit will come out okay. It's only
when we plan stuff . . . we get up there and trgitow off [that’s when] you go
nowhere. | don’t think jazz music is changing evleiryg around. | never entered
it [jazz singing] changing it around. | enterettduse | love the freedom of it,
and | don't deliberately change stuff around jasthange it.

Score Alteration and Improvisation
[Question: In a ballad interpretation, what motésayou to make a change?]

What motivates me? | will never know. All | knasvl love it, | love the
melody, | love the lyrics, | get into it, and fayrae reason this whole magical
whatever someone is playing underneath me or whdewesinging with we
become one sound when it’s really happening. | mieget into ballads because
| like ballads. | love ballads and | don’t delibtig set out to change them. |
don’t sit at the piano and go, “Here, | should goeh maybe | should do this,” or
practice what I'm going to put in there, | liket@ happen. | like it to come
without a warning. And then all of a sudden it happand it’s like, “Whoa!
Where’d that come from?” That's when you're totalbsorbed in what that
ballad is about, lyrically and musically. . . . tds, | didYou Are My Sunshine
alone with George Russell who wrote an arrangentattwvas a killer oryou
Are My Sunshindor the coalminers of Pennsylvania cause thakisre/ | grew
up, and that was the song they use to sing whengitbiedrunk. And there’s a
twelve minute documentary which is on Riversidedrds onYou Are My
Sunshingand it’s very slow, and nothing was planned. fits chorus | sang
alone, and then he brings in all these unbelievadlmds behind me. And that
had a reason because | grew up with the coalmihsasv them get killed in
mines. | saw them get drunk on Saturday nightarthéhem singing. | knew
their despair. | knew the poverty, all of us livimgpoverty, my family going into
the coal mines. . . . | knew all that.
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One of the ballads that | like to sing nowAistumn in New Y orkand

more so after 9/11, and | even changed the lyni¢kat one. “I hate and adore”

are the lyrics. 1 don’t sing that anymore, | siiggve and adore,” | can’t hate

New York after what those New Yorkers have beeaugh. . . . Kenny

Dorham . . . wrote a beautiful song, a ballad cefair-Weather about people

getting together. | can identify with that, becatlige been beat up on the street

by white people who saw me on the street with bladkicians, in Detroit and in

New York City even. . . . If somebody just hearantl doesn’t really dig into the

tune, they have no clue that that's what Kenny Rorhwrote about. He wrote

about the racism in the world, in the states. Thaty he wrote this, brothers

getting together, people sticking together andréhiebe fair weather.” Those

lyrics | would never even think about touching.dwid think about touching

something like “I hate and adore” because | caamytishate New York City, |

don’t. It gave me everything.

Recordings as Primary Sour ces

Since jazz performance practices are also traresirtitirough a disciplined and
thorough study of recordings, a compact disc oatalballad performances
accompanies this study. Tracks 4 through 12, orgainchronologically according to the
date of the recording, present solo performersgeiezed in the vocal jazz field for their
skill in ballad singing, many of whom are citedpssnary sources above. Careful study
of these examples shows how master balladeersaukigy principles of the jazz ballad
tradition, i.e., how a variety of interpretive ga®ts can be used to relay highly emotive,
text-driven, and individualistic interpretationstivivarying degrees of score alteration
and improvisation. Tracks 13-15 are recordingsamia¥ jazz ensembles, organized
chronologically, that demonstrate how key princsdi®m the solo jazz tradition can be

applied to a cappella choral jazz ballad arrangeésn&ach example is discussed below,

identified by track number with references to sfieeninutes and seconds (“0:00).
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Track Four, Recorded in 1948: Billie Holiday Singy Man (Mon Homme)
by Maurice Yvain, Albert Williametz, and Jaques @és;
English lyrics by Channing Polloc¢k

Holiday’s conversational delivery is achieved loypoying tempo rubato with
recitative-style accompaniment and breaking longgés into fragments. Rhythmic
alteration highlights certain parts of each phréased you bet” (0:30) is sung with
three eighth notes; “I'll soon forget” (0:36) isrguwith three quarter notes. To
accentuate the words, “I love,” Holiday slurs thielpes (0:56). In the repeated phrase,
“he’s my man,” each statement is differently poiginadoliday first emphasizes the
word “man” (0:18), and on repeat, the word “my?2).

Track Five, Date Unknown (ca. 1970): Ella Fitzgdr@ings
| Concentrate on Yohy Cole Porter’

In this live recording (date unknown), Fitzgerald'se of tempo rubato allows for
an expressive shaping of the text. Beginning a eldgppher phrases are speech-like
through fragmented, intermittent rests. To highligxt, she creatively contrasts simple
statements with embellished ones (e.g., the mehathythe text “and trouble begins to
brew” (0:13), is simply stated compared to the datee delivery of the word “on” in
the clause “I concentrate on you” (0:29)). Fitageémasterfully alters the melody with

a wide interval leap ad lib to highlight the wongebple” (0:42). She creates a dramatic

climax by connecting two phrases together (“antil 54,5-49). She also segues into

32 Billie Holiday, “My Man,” Billie Holiday’s Greatest HitsDecca GRD-653.
¥ Ella Fitzgerald. “I Concentrate on YouEssential Jazz Balladsaserlight Jazz, vol. |, Delta
Music, Inc. 17142.
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another standard,o0 Go to My Headby Haven Gillespie and J. Fred Coots (2:40-3:19),
which supplements and expands the mood beforenietuto the original tune.
Track Six, Recorded in 1973: Sarah Vaughan Sings
The Nearness of Yduy Hoagy Carmicha#l

Vaughan artfully utilizes tempo rubato to provitie flexibility for text-driven
phrasing. She creates a speech-like quality byteshioig or lenthening phrases and
employing rhythmic and melodic alteration. For exdenthe second phrase, “my heart’s
in a dither dear,” is staccato and acceleratebjBhile the next phrase, “when you're
at a distance” (1:00), is legato and rhythmicallgmented. The word, “oh” (1:19) is
highlighted by playful embellishment and elongation

Track Seven, Recorded in 1982: Mel Tormé Sih@dight as Well Be Spring
by Richard Rogers and Oscar Hammerstéh |I
To illustrate the extent to which Tormé rendepeesonalized interpretation,

compare the recording to this basic original repméation of the first 16 measures:

% sarah Vaughan, “The Nearness of Ydbdrah Vaughan: Ken Burns JaZhe Verve Music
Group, 314 549 088-2.

% Mel Tormé, “It Might as Well Be SpringAn Evening with George Shearing and Mel Tarmé
Concord Records, CCD-4190, 1982.
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Performing live with George Shearing, Tormé demmtes extemporaneously how
rhythmic dexterity and technical control can waogether to express a very personal
version, even while leaning toward a style somelddefine as “crooning.” In the
opening phrase, Tormé creates a speech-like dgliievugh altering melodic rhythms

and the use of space: “I'm as restless,” “as eowifl and “in a windstorm” are sung as
sixteenth notes and are separated by momentstqDrd6-0:47). Articles of a phrase
that are less important are also speedily pattaliedy: “but | know it” (1:05-1:09).
Tormé isolates words to create expressive empHagpisng fever” (1:01-1:03) is
highlighted by utilizing space before and afterd &spring” (1:09-1:13) is emphasized
as it is lengthened. Word-painting brings alive tiéve character: “strange,” is given an
odd phrasing (1:57-1:58), “baby on a swing” is mdrwith slight pulling back of the
tempo (2:50-2:55), and “be spring” is sung withaauticy rhythmical embellishment
(3:34-3:36), which is further enhanced by a simidia echoed in the accompaniment.
Track Eight, Recorded in 1983: Al Jarreau Sings
Not Like Thisby Jeremy Lubboc¥k

Jarreau uses rests and tempo fluctuation to ceeed@versational quality. For
example, the first phrase is slow and broken iw ¢lauses. “Not like this” (0:26-0:33)
is separated from “without a single tear” (0:349);3vhile the second phrase, “We can’t
just walk away as if it never happened” (0:40-0;483ys connected and is sung with a

slight accelerando. He also uses a crescendghdigiit the ascending melody and text

“well not in me” which is then linked to the nextrase, creating a climatic highpoint,

37 Al Jarreau. “Not Like This,Jarreau.Warner Brothers Records, Inc., 23801-2.
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underlining the anguish in the meaning of the teduse | still feel you in my soul”
(1:42-1:48). Jarreau employs dynamics for text @ “and go out loud” is delivered
with a crescendo (1:08-1:14), the word “tenderk/5ung very softly (2:03), followed by
a more poignant articulation of the word “bitteri2:10). Climatic emphasis, creating a
sense of completing a thought, is created at thg's@nd by use of embellishment with
a crescendo then decrescendo on the final word™(Ri25-2:29).
Track Nine, Recorded in 1989: Abbey Lincoln Siigjsomy Sunday
by Rezsd Seress, Laszl6 Javor, and Sam M. Bwis

After suffering sixty years of wide-spread prdsst this songiGloomy Sunday
inspired suicidal tendencies, the composer, ReesésS, committed suicide. This
recording by Abbey Lincoln pays tribute to Billieoktday who recorde&loomy Sunday
in 1939. The ominous reputation of this tune iskexbby use of raw timbres
exemplified in the harsh articulation of the doubdess, Lincoln’s somewhat forced
chest tone, and punctuating hits from the tom efdtum-set (e.g., 0:39 and 3:25). The
despair of the text becomes theatrical in Lincospsech-like, tempo rubato phrasing,
with the feeling of chaos created by intermitteriérjections from the piano (2:15-2:40)
and the instrumental free-form improvisation whacincludes the performance. Sadness

and loneliness are conveyed by the use of silezi®®) and other soft moments.

3 Abbey Lincoln. “Gloomy SundayAbbey sings Billie: A Tribute to Billie Holidafnja
Records Horst Weber GMBH, CD 6012.
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Track Ten, Recorded in 1990: Carmen McRae Sinygl Say Goodbye
by Alan Bergman, Marilyn Bergman, and Michel Legi&n

Accompanied by another great jazz singer and gia8hirley Horn, this
performance displays McRae’s trademark speechdiétiwery, achieved by isolating
and rhythmically manipulating phrases, words, aylidisles. Dynamics and articulation
vary between two extremes—Iloud and terse versussdftender—according to the
meaning of the moment. Such exaggeration impligigger story behind the text, and
this implication makes her interpretation appeay \personal. For example, her use of
tenuto-staccato (e.g., “you are not my love,” (})3teates a very direct, conversational
effect, as if she is speaking to a real persorumerlining the word “close” in “I will
closethe door” she helps the listener connect the metaoha real sense of finality
(1:58).

Track Eleven, Re-Released in 1896rene Kral Sings
Where is Lovésy Lionel Barf!

Because it is widely known that Irene Kral recardais album after being
diagnosed with terminal cancer, many listenersgreecan underlying mood of
resignation and melancholy. In her tempo rubatoveef, Kral employs several
expressive gestures: slurs, which produce a lilguglity on the texts “dreaming of”
(0:48-0:58) and “something to” (2:23-2:28), andraight-tone followed by vibrato

effect, producing tension and release in the phiasest | travelfar andwide’ (1:55-

39 carmen McRae. “I Will Say GoodbyeSarah—Dedicated to YoBluebird Jazz, 82876-
52441-2.

“° The original vinal recording was made in 1974 ibig no longer available in that format.

*!Irene Kral. “Where is Love,Where is LoveCandid Productions Ltd., LC 0585, 1996.
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2:05) and on the word “love” (3:55-4:07). Lightempre hopeful expression also occurs,
such as the melodic variation on the text “he mdg'n(3:00-3:07) and embellishment
on the words “far and wide” (3:13). This is contegisby ornamentation that infers a
deep longing at the song’s end when she sings tiné \where” (3:43-3:53).

Track Twelve, Recorded in 2001: Rebecca ParrissihgFoolish Heart

by Jay Livingston and Johnny Meréer

Parris creates fragments from longer phrasesraatsteach clause of a sentence
with unique expression and melodic pacing. Theafisempo rubato brings a rhythmic
flexibility that is driven by the intensity of thght conveyed by the lyrics. In some
phrases, single words are clearly detached fromrstior dramatic emphasis, such as
“beware” (0:40) and “take care” (1:01-1:02). Woradhpting is also apparent: on the
word “lost” there is a fall from the pitch (1:5@0me words are highlighted by being
lengthened and embellished (e.qg., “kiss,” (1:5632.0

Track Thirteen, Recorded in 19&are SilkSingsLush Lifeby Billy Strayhorn,
Arranger Unknowf?

Rare Silk’'srecording ofLush Lifeis quite like a Carmen McRae interpretation in
that it employs space in the middle of phrasesarsgimg out individual words even
syllables (e.g., “cocktails,” 0:23-0:26). An eblddiow of tempo along with a crescendo
and decrescendo highlights the word “feel” in thease, “feel of life” (0:15-0:20), with
word-painting on the word “jazz” (0:20-0:26). Draticanflection is created on “oh,

yes” (1:27-1:30) through the use of a smear arall détween the notes.

2 Rebecca Parris. “My Foolish HearMy Foolish Heart Koch Jazz, KOC-CD-7887.
3 Rare Silk “Lush Life” from NewWeavePolydor, 810028-2.
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Track Fourteen, Recorded in 1996ieReal Group SingsThere Will Never Be Another
Youby Harry Warden and Mack Gordon, Arranged by Andetenrot*

The Real Groupises several expressive elements that reflectrgection to the
solo jazz ballad tradition. Tempo fluctuation arse wf space serve to highlight parts of
phrases, such as “like this*(0:05-0:15), and tat¥ex speech-like pattering of text (e.g.,
“there’ll never be another you” (0:47-0:51)). A é&mic surge and diminuendo on the
text “there maybe other songs to sing” (0:27-018&ics the dramatic rise and fall of
speech. A blues note is interjected by the soptanmderscore the word “another”
(0:37-0:42).

Track Fifteen, Recorded in 20024db singsl Wish You Loveby Albert A. Beach
and Charles I. Trenet, Arranged b§db*

+4db aligns itself with jazz ballad tradition by renohgy a text-driven and
emotive interpretation dfWish You Loveln the opening phrase, tempo rubato is used
to direct energy toward the word “bluebirds” andgadter through the clause “in the
spring.” A word painting effect occurs with a deszendo on “to cool you in the shade”
(0:38-0:45) and with smooth articulation combinethva sustained final “m” in the

phrase “a cozy fire to keep you warm” (0:39-0:50).

*4 TheRealGroup. “There Will Never Be Another Youlive in StockholmPassport, Town
Crier Recordings, TCD 522.
*®+4db, “I Wish You Love” fromPlusFourD PLUS4DB-1.
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CHAPTER FIVE
RECOMMENDED APPLICATIONS OF JAZZ BALLAD
PERFORMANCE PRACTICES
Realizing the Principles of Jazz Ballad Oral Tradition in a Choral Context

Primary sources reveal a tradition of jazz balladgrmance that celebrates an
emotive, text-driven, and personalized approadhtepretation, realized by way of
alterations to a score through improvisationahaly. While interpretive decisions are
often formulated as a musician prepares a pietepthcess continues in performance
through extemporaneous use of various expressols, tuch as tempo fluctuation,
embellishments, thematic and rhythmic alteratipitsh variance, nuanced sound
production, and inventive phrasing. Improvisatisran ever-present possibility, and the
informed balladeer seizes every opportunity fomsaoeity in performance.

Choral singers seeking to embrace this traditiostriikewise be emotive in their
delivery, driven by their understanding of the fextd committed to an individualistic
interpretation. Like a soloist, an ensemble is celheg to find its own “voice.” For a
vocal ensemble or choir to be unified in its apphpdhe individual singers should agree
on a single macro interpretation. They should Asonutually aware of the
opportunities that exist for micro alterations erformance. Improvisational gestures
can be patrticularly challenging with compositiomaangements that are so tightly

constructed that spontaneous alteration might comize ensemble cohesion. However,
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as is true with virtually any style of music, ens#es can become fluent in the grammar
and syntax of the genre and can thus reach a defjpseformance practice
understanding. In addition, ensembles can maxithizie interpretive flexibility in
performance in a number of ways.

For example, one singer can be a designated lequidmg the ensemble’s
phrasing by initiating variances in tempo and dyitan(as is the practice with lead
trumpet players in jazz bands). Ensembles can dp\sHills in non-verbal
communication to trigger spontaneous changes, eslyest what is commonly referred
to as “the corners” of a tune. Corners are momeinttsansition or structural shifts, such
as breaks, pauses, extended rests, and cadereearéhmusical edges that hold a piece
together. The corners often create opportunitiegiprovisational gestures (e.g.,
melodic embellishments or harmonic flourishes, sagtfills”). Ensembles can also
employ a director to cue and make changes throagtiucting gestures.

Some arrangements lend themselves easily to ingation in performance. For
example, a passage with a solo line that is rhythhyi independent of the
accompanying material allows the soloist a great defreedom to be improvisational.
If an arrangment is sung one-on-a-part, any sakdan be an opportunity for
improvisation. Homophonic textures can easily acoaaate the impromtu addition of
embellishments and passing-tones in any voice part.

Through experimentation and improvisation in reeakrensemble performers
can discover ways to create their own personakleesionof an arrangement by making

adjustments to musical elements (melody, rhythmmbay, text, texture, and form).
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Even after an arrangement has been altered, tleendites can still explore spontaneity in

performance, guided primarily by text consideragion

Overview of General Choral Jazz Score Study

To engage an arrangement improvisationally in nefa@r performance, the
performer must first have a thorough understandirtge musical material. While score
study varies according to personal interpretiverngres, performance goals, and a
composition’s idiosyncrasies, it is possible tolioetgeneral approaches to choral jazz
score study. Choral jazz works are arrangements coenpositions, or a combination of
the two. When learning an arrangement, a jazz naus@ften becomes familiar with the
original version of the tune that is the basistha arrangement, i.e., “a lead sheet”
which presents the most basic rendering of the dygelearmony, and form. This is
achieved by finding a chart when possible, andufinocomparative listening to various
recordings to gain exposure to a multitude of prtetive possibilities. It is also
customary to transcribe and/or memorize a tunatarahord changes in order to
discover relationships between various elementerAinderstanding the nature of the
original tune, the analysis of the arrangement¢@nposition) includes reviewing the
melodic and harmonic material, variances in texturgthmic complexities, overall
form (jazz standards typically follow an ABA sorgii), and deciphering all musical
information. The text of the piece should be anadlyzlosely and apart from the score.
Jazz tradition encourages individuals to devel@r thwn, subjective interpretation of
lyrics, and then, paying particular attention te tklationship between the music and the

text, to determine how their interpretation cardbbvered musically.
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After score study, a performer strives to interrelihe music, considering what
elements to emphasize, de-emphasize, or integesdrivey his or her interpretation.
The course to such discovery may include individurad/or group experimentation and
improvisation. Decisions regarding interpretatiemain fluid as performers anticipate
engaging the music improvisationally in performanibe demonstrate how this process
can work in a choral jazz context, recordings oé¢ha cappella ballads, performed by
Moodswing' are presented: (Jome Sundaly Duke Ellington, arranged by Greg
Murai; (2) My Funny Valentindy Rogers and Hart, arranged by Dave Barduhn{and
I'll Be Seeing Yoy Irving Kahal and Sammy Fain, arranged by Phaktsbn. The
interpretive processes that led to these interpioeisare explained below with special
emphasis given to the most complex arrangen@oe Sundayrlhe track numbers
correspond to those on the compact disc providégppendix A. Original and altered
versions of the arrangements are included in Appedd

[llustrative Recordings. Jazz Ballad Performance Practices
Applied to A Cappella Choral Jazz Ballads

Track SixteenCome Sundaly Duke Ellington,
Arranged by Greg Murai

Score Study
To ground interpretive decisions in a thorough aderation of the text, lyrics

are considered closely and apart from the score:

! Julie Ford, DirectorMoodswingis a professional jazz quartet from the San FemacBay Area:
Julie Ford, Soprano; Juliet Green, Mezzo SopramvelDuran, Tenor; Paul Ford, Bass
(http://www.moodswing.us).

2 Duke Ellington,Come SundayGreg Murai, arr. (California: Village Well Music999).
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Line 1: Lord, dear Lord above, God Almighty, God of Love,
please look down and see your people through

Line 2: text is repeated with new text simultarsgu
Lord, dear Lord above, God Almighty, God of Love,
(Holy, Holy, Holy), (Lord, God, Almity,

please look down and see your people through

Line 3: | believe that God put sun and moon up in the sky

Line 4: | don’t mind the grey skies ‘cause they’re justucls
passing by

Line 5: Lord, dear Lord above, God Almighty, God of Love,

please look down and see your people through

Line 6 Deep in my heart | do beliegguote from the traditional
spiritual,We Shall Overcone

Line 7: Sunday, oh come Sunday, that’s the day

The text is a prayer that asks God to care forsarehgthen those who are
oppressed. The original Ellington text asks Gosee “my people through,” with “my”
referring to African-Americans. Murai opts for a rmonclusive version, with “your”
representing all God’s people. Yet, Murai also itstext from the traditional spiritual,
We Shall Overcomaevhich is strongly associated with the AmericarilRights
movement. Murai also interjects text from the ttiadial hymnHoly, Holy, Holy® Given
the profound sacred and historical undertones téxiswill be delivered with a tone of
impassioned reverence.

Murai's composition can be divided into an Introtdan plus five sections: A

A? B, A, and C. Section C closes with a brief Coda loobaled on A material:

% Holy, Holy, Holyby Reginald Heber and John Bacchus Dykes.
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Introduction, measures 1-4 (no text)

A, measures 5-12 (8 mm.)Lord, Dear Lord above, God Almighty, God of
Love, please look down and see your people
through

Cadence in B-flat, linversion

A? measures 13-20 (8 mmlord, Dear Lord above, (Holy, Holy, Holy),
God Almighty, God of Love (Lord, God, Almighty)

please look down and see your people through.
Cadence in B-flat,"”d inversion

B, measures 21-28 (8 mm.)
Subphrase, 21-24 | believe that God put sun and moon up in the sky.

Subphrase, 25-28 | don’t mind the grey skies ‘cause they’re just
clouds passing by.
- Cadence in B-flat,"¥ inversion

A, measures 29-35 (7 mmlord, Dear Lord above, God Almighty, God of
Love, please look down and see your people
through.

Melody and harmony based upon opening A material
Phrase begins with a pedal-tone
Strong Plagal Cadence in B-flat

C, measures 36-46 (11 mm.)
Subphrase, 36-41 (No text)

Highest tessitura in the composition
Concludes toward a cadence from F dominant'7, 3
inversion

Subphrase, 42-46 Deep in my heart | do belieyguote from the
traditional spirituaMWe Shall Overcon)e
Begins as a cadence resolves weakly on B-ffat, 1
inversion for only two-beats
Unexpected entrance of text-music borrowed fit/m
Shall Overcome

Coda, 47-50 Sunday, O come Sunday, that’s the day
Melody is similar to that which concludes the Aterial
Strong v/V, V-l progression

106



The cadences are weakened until just before SeCtibfere Murai creates the most
climatic passage by employing high tessitura, coasg triadic material, and
straightforward rhythms. These create a brightefideffect, leading to the optimistic

text, “Deep in my heatrt, | do believe.” The onljet strong cadence occurs in the Coda.

Interpretive Decisions

The borrowed musical material—a quote from a gptiassociated with the
1960s American Civil Rights movement and a trad@ichymn—sets this prayer text
within broader historical and sacred contexts, insp an interpretive approach with a
wide range of tone qualities and dynamics. Thefghi@mophonic texture provides
ample opportunity for rhythmic alteration and u$éempo rubato in service of a
speech-like delivery, to underscore the intimateirgaof praying.

This particular performance is presented by a vqualtet, requiring a reduction
of the original six-part version. In measures 13hé text in the upper voices is
replaced by neutral syllables to insure that is tme-on-a-part rendering, the bass part,
which is now a solo, can be more prevalent. Fivesiapart writing is reduced to four
parts by eliminating “non-essential” notes (exanp® and re-voicing and chords

(example 5.3).
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Example 5.2Come Sundaym. 11

Original Version Altered Version
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Example 5.3Come Sundaym. 2:
Original Version Altered Version
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Since the simplification and re-voicing of choradamatically changes the character of

the original version, new elements of musical egpi@n are added to compensate, such

as the solo lines in measures 47-48 (see examjle 5
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Example 5.4Come Sundaymeasures 47-48

Original Version

e s

Sun- day, oh come

Sun - day that's the

come Sun
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5
come Sun
Altered Version
‘} |
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Sun- day, oh come Sj_n - day, _
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Introduction and Section'A

To establish a reverent mood, the first five measare slow with a marked
tempo and heavier articulation. As the prayer b&gdins in measure 5, it is delivered
softly and unmetered. Interpreting the text fraghf@od of Love” as a faith-statement,
confidence is created with a broadening of temmbaaarescendo, which quickly softens
to evoke tenderness on the word “Love.” For morigmancy and a sense of intimacy,

the soprano alone sings the text and delivershingsp soloistically, with improvised

that's the

tempo fluctuation, phrasing, and rhythmic altenatio
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Section A

Because the Asection repeats text and melodic material fromsteps are taken
to provide expressive contrasts. The tempo is mm@ical, dynamics are increased, and
text is omitted in the upper voices to highlight thelody in the bass part. The section

continues with much forward motion to add a ferveemdl urgent quality to the prayer.

Section B
In measure 21, the text resembles a faith-staterardtthis confidence is
portrayed by a fuller dynamic and faster tempo.tRimg are altered to emulate speech

and syllabic stress (see Example 5:1).

Example 5.1Come Sundaymeasures 21-24

===

[ be- lieve that God put sun and moon up in the sky.

Original Version
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Section A

The pedal tone’s inherent intensity is maximizedgseist in contrasting the third
statement of A material. To accomplish this, tengpiacreased, and the resolution of the
pedal tone is embellished with a harmonized asognaielody. As the bass assumes the
melody and text, he incorporates rhythmic alteraind an accelerando for dramatic
effect. All these variations to the score helpadartteract the compositional interest that
was lost when the original rich, six-part chordseweduced to four voices (see
examples 5.5).

Example 5.5Come Sundaymeasures 31-32
Original Version
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Section C
The neutral syllables in Section C (measures 35cd@yey that the prayer has

moved beyond words, creating a dramatic climaxs Plairallels a structural highpoint,
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created by a preceding V-l cadence, and the pasdaigé tessitura. The range and long
note values necessitate the use of a fuller, bradgemic; this is facilitated by a
preceding crescendo. A hopeful and glorious effecteated with a full-bodied, pure,
Renaissance-like tone, recalling imagery of théohisal church.

The positive and affirming text in the last phra$gep in my heart, | do
believe” (measures 43-46), is delivered softly &kmit feel intimate and personal.
Hopefulness is projected with a crescendo andyatséiccelerando on the final words
“Come Sunday” (measures 49-50).

For further illustration, compare the original se¢in Appendix C) while
listening to the recording. Note additional intepre gestures, such as pauses and
fermatas (e.g., measure 7, beat 2), and improvisgddic alteration (e.g., grace note in
soprano, measure 45, beat 4 through measure 46l )bea

Track Seventeent’ll Be Seeing Yoy Irving Kahal and Sammy Fain,
Arranged by Phil Mattséh
Score Study

The text of this piece contains four phrases. fiflseand third begin with “I'll be
seeing you,” and follow with references to genemaments and times. The second
phrase simply lists specific locations that arastged, and the last phrase begins with
“I'll find you” and evokes images of the passingeviery day:

Line 1: I'll be seeing you in all the old familiar placdsat this
heart of mine embraces all day through

* Irving Kahal and Sammy Faitill Be Seeing Yourhil Mattson, arr. (Williamson Music Co.,
1984).
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Line 2: ...in that small café, the park across the way,
the children’s carousel, the chestnut tree, a wighwell

Line 3: I'll be seeing you in ev'ry lovely summer’s day,
in ev'ry thing that’s light and gay,
I'll always think of you that way
Line 4: I'll find you in the morning sun and when the nighhew,
I'll be looking at the moon,
but I'll be seeing you
The text could be viewed as merely melancholy atisental, but given that it comes
from the World War Il era—a time when millions c#qple experienced great trauma
and personal loss—it seems to command an intetjgnetiat reflects a deeper sense of
pain. This inspires a slower, softer rendition thdk strive to highlight specific words
and text fragments in compelling ways. For examiple reference to the children’s
carousel can be thought of as a reference to emilatho will never be born—
generations lost. Recalling a lover in lighter, higp times seems more poignant if the
person is lost at war.
The form of the arrangement corresponds with dfh#te text: it is in a common

song form: AB A%C.

A', measures 1-8  I'll be seeing you in all the old familiar places
that this heart of mine embraces all day thitoug

B, measures 9-16 In that small café, the park across the way, thi&dobn’s
carousel, the chestnut tree, a wishing well

A? measures 17-24 I'll be seeing you in ev'ry lovely summer’s day,
in ev'ry thing that’s light and gay,
I'll always think of you that way

C, measures 25-32 I'll find you in the morning sun and when the nightew,
I'll be looking at the moon, but I'll be seeiggu
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Interpretive Decisions

Because the arranger, Phil Mattson, is a widdlfecated choral jazz arranger,
one is less likely to make significant changes authdue caution. The harmonic
vocabulary and the voice-leading are particulanglienging, requiring a high level of
ensemble cohesion. Given these factors, one stovigsd ways to deliver a unique and
individualistic interpretation without making suéstive compositional alterations.

To capture a sense of trauma and the intimaceidgmal loss, the opening
dynamic level is soft. Speech-like rhythms are eygdl to the opening unison lines to
establish a conversational quality. Attention igegi to individual words, such as
“small” in the phrase “in that small café” (measu10), as if to imply a memory of a
real place and time. To personalize the interpaetathe melody is moved to different
voice parts without disturbing the essence of theavarranging (e.g., the tenor can sing
the melody in measure 15, “the chestnut tree,”taaass in measure 30, “but I'll be
seeing you”). To modify this for a quartet (ratti@ain a quintet) the single five-part

chord in the arrangement (measure 28, beat 1jlicesl.

Example 5.6, I'll Be Seeing You, m. 28:

Original Version

Altered Version
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To further project the text, the upper voices siegtral syllables in measures 17-
20 when the melody resides in the tenor part. Tdredphonic passage in measures 25-
26 (“I'll find you in the morning sun”) is brougho life by rhythmic alterations to
simulate long and short syllabic emphasis. Througkite piece the use of tempo rubato
allows for rhythmic flexibility inspired by the téxneaning and emotion the performers
are compelled to convey.

Track EighteenMy Funny Valentindy Richard Rogers and Lorenz Hatrt,

Arranged by Dave Barduhh,
Score Study

My Funny Valentinés a well-known jazz standard. The text presents on

person’s admiration of another:

Line 1: My funny Valentine, sweet comic Valentine
you make me smile with my heart

Line 2: Your looks are laughable, un-photographable
yet you're my fav’rite work of art

Line 3: Is your figure less than Greek, is your mouth teliveak
when you open it to speak are you smart?

Line 4: But don’t change a hair for me, not if you care foe,

stay, little Valentine, stay—Oh, please st@wh, please
stay” is not in the original version of this song)

Line 5: Each day is Valentine’s Day

The admirer finds charm in the beloved’'s comicaldies and compels him/her

to admire them, as well. Jazz tradition compelerpreters to find a personalized view-

® Richard Rogers and Lorenz Havty Funny ValentineDave Barduhn, arr. (Creative World
Music Publications, no date).
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point that might convey the music in ways not befoonceived. In this light, while this
could be delivered as a straight-forward love sanmjght also be extrapolated that
sentiments are being expressed in a Valentinearatdot directly spoken—and if so,
why not? Is the admirer lacking courage to share teelings? The minor key of the
piece could be perceived as indicating this kindrajuish. Each day, as Valentine’s
Day, could mean that the admirer had gone throhigheixercise repeatedly, but the card
(the message) has never been delivered.

My Funny Valentinés a well-known jazz standard, and Barduhn’s areamgnt
stays true to the original’AA?, B, A® form:

Section A', measures 1-8 (9 mm.)
My funny Valentine, sweet comic Valentine

you make me smile with my heart
- soloist sings first half
- concludes with strong half cadence on G majoi) (V/

Section A%, measures 9-16 (8 mm.)
Your looks are laughable, un-photographable
yet, you're my fav'rite work of art
- soloist sings second half

- concludes with a strong half cadence on B-flahohant
(Vi)

Section B, measures 17-24 (8 mm.)
Is your figure less than Greek, is your mouth telitveek
when you open it to speak are you smart?
- In E major until last few measures

- Half-cadence on G major (V/i), weakened By 1
inversion

Section A*, measures 17-24 (8 mm.)
But don’t change a hair for me, not if you care foe,
stay, little Valentine, stay—Oh please stay!

Each day is Valentine’s Day.
- Second ending contains highest pitch of the pietned
text, “Oh, please stay”
- Dissonant ¥ step-motion on cadence: E major fiatE-
major
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Sections A & A? begin with identical material and end with contirag material.
The ending of Amodulates to introduce Section B in an E-flat m&jmality. The move
to major, and the introduction of new melodic miaeprovides an energizing lift, yet
this passage ends with a cadence that recalls 6rmit begins like the other A
sections, but soon evolves differently as harmanit melodic highpoints are created.
The last phrase leads to a chromatic cadence =l major), providing a bit of

unease with the resolution of the piece.

Interpretive Decisions
Originally scored for double SATB choirs, soloshd rhythm section

(keyboard/guitar, drums, and bass), the homophericare presents the opportunity for
improvisatory employment of tempo rubato, led by soprano. Several characteristics
make it feasible to be performed a cappella: thiadas of the vocal harmonization is
sustainable without accompaniment; there are negionous instrumental passages
with voices tacet; and the homophonic texture iatéds text-driven rhythmic alteration.
Harmonizations can be chosen from any desired amatibn of Choir 1 and Choir 2. To
sustain this as an a cappella work in a slow terapato, the first ending and repeat are

omitted.

Section A- A?
The first two phrases and the beginning of Sedfideature a solo line set
against whole notes; this provides the opportuioityhe solos to be freely phrased and

for use of tempo rubato. A fermata is placed orhednord and the voices progress

117



through the chord at the soloist’s pace. For cehtudifferent timbres are employed: the
soprano solo is sung first by a bass and then ajtanand then, in Section C, by a

soprano.

Section B

This new passage is energized through a moregak#pproach, and through a
word-painting ornament: an ascending eighth noselded to the word “open” in the
soprano. To create a speech-like text deliveryhtiraophonic rhythms are elongated or
shortened to underscore syllabic accents. The aliogictic moment occurs with the
highest tessitura of the piece, on the second graisection C, “Oh, please stay.” To
underscore this, a ritardando and crescendo artoget and a brief pause occurs

before the next phrase.

Section A

The other voices sing a neutral syllable, rathantthe words, and the first
soloist re-enters to deliver “each day is Valeriirigay.” To add a sense of finality to
the arrangement, the word “day” is sung unaccongaawith the other voices adding

their harmony following a beat of rest.
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CHAPTER SIX
CONCLUSION
A Comparison of Late Renaissance Italian Madrigal and
Twentieth-Century Choral Jazz Ballad Performance Practices
Primary sources relating to the late Renaissamtiaritmadrigal and the
twentieth-century choral jazz ballad reveal perfanece practices that are grounded in
complimentary principles and realized through samiechniques. Late Renaissance
Italian madrigal performance practices fundameyntatuireall interpretive decisions,
including improvisatory gestures, to be in sena€emotive text delivery, speech-like in
character. Expressive tools available to the peréorinclude embellishments, melodic
alteration, rhythmic alteration, tuning adjustmemisd fluctuations of tempo. Primary
sources not only provide comprehensive instrudoomnmprovisatory gestures, but also
reiterate their essential role in performance. Xdwaeex tempore expression when
performing late Renaissance Italian madrigals jgrésent this literature incompletely.
Twentieth-century choral jazz ballad performaniacpces parallel those of their
late Renaissance Italian counterpart: all interpeedecisions, including improvisatory
gestures, must be in service of speech-like andieentext delivery. Expressive tools
include embellishments, melodic alteration, rhythalieration, bending pitches (using
“blues notes”), and variation of tempo. Oral tramhtnot only provides comprehensive

instruction for utilizing improvisatory gesturesjttalso explicitly mandates their
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essentiality in jazz ballad performance. Therefpegforming choral jazz ballads
without such spontaneous expression weakens thkitd jazz heritage.

Also comparable is the process of applying théoperance practices to these
two genres. Late Renaissance Italian madrigalpnégation requires score study that
identifies inherent compositional tools to faciiédext expression. The performer can
then consider ways to exploit and expand theseutfirdnis or her interpretive approach,
including making predetermined or improvisatorgedtions. Primary sources caution
against employing so much embellishment that thetglof text is compromised.
Similarly, choral jazz ballad performance practiaes informed by a careful review of
inherent expressive components of a given composilihese can be maximized
through one’s general interpretation, changesdathangement, and spontaneous
invention in performance—all toward the goal offiligemotive text delivery. Jazz
ballad oral tradition frowns upon making changes far change’s sake, discouraging
musical elaboration that obscures the meaning mpecehensibility of the text.

When comparing these two genres, there is |t is dissimilar. Both genres
are well served when performed by small ensemiplagi¢ularly, one voice per part) to
afford the greatest flexibility in performance. Bare based upon modal harmonic
languages and non-metrical orientation, and bote ls&rong connections to theatrical
environments (jazz ballads are rooted in vaudesitieé madrigals developed in
conjunction with insipient forms of opera). Theshobvious difference between the
late Renaissance Italian madrigal and the twentetitury choral jazz ballad is that one

represents an historical practice while the otlxéstg in a contemporary musical
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environment. This study concludes that madrigalgoerers, striving to develop skills
for an historical genre, gain invaluable insightsaw given the opportunity to operate
within a living musical culture that cultivates pHel techniques. Likewise, given that
western European choral music history represemisiges of development concerning
text expression and vocal ensemble techniquesaktjaaz balladeers benefit from
exploring madrigal literature and performance.
The Benefits of Comparative Study to both
Classical and Jazz Musical Environments

The demand for teachers who can direct choralhjazzincreased dramatically
over the past thirty years. Many educators respantli this demand have some, but not
all, of the related skills, experience, or trainioffen they are jazz instrumentalists who
lack experience working with vocal music and endesytor they are classical choral
directors who lack familiarity with jazz traditiokVhile classically trained choral
directors are expected to have a basic fluencyajonstyle periods, most collegiate
choral programs fall short in addressing improvisl aspects of both early choral
music and twentieth century choral jazz. Givenrtgeeat similarities, a comparative
study of the performance practices of late Renasétalian madrigals and twentieth-
century choral jazz ballads provides an opportutaitgddress needs in both jazz and
classical environments.

The classical choral director lacking experiencariprovisational skills may
find the exploration of improvisation and scoreegtion within a jazz context to be

uniquely informative not only because these prastermeate the style tradition, but
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also because its musical culture is contemporat€r than historical). Sound
recordings and living experts serve as invaluadé&uctional tools and embody an
unbroken lineage of performance practice traditidre jazz director/performer/arranger
seeking to broaden skills and understanding ofalliext expression benefits greatly
from close study of Italian madrigals from the IRenaissance wherein mastery of text
expression is a central goal. In the process, &zl discover common ground in the
exploration of score alteration and improvisatiomadrigals. Additionally,
instrumentalists wishing to develop choral skili$l gain insight into vocal ensemble
techniques, such as diction, blend, balance, amel pooduction, when given the
opportunity to discover and perform classical chandhoral works.

Given their great similarities, a comparative stoflyhe late Renaissance Italian
madrigal and twentieth-century choral jazz balladgrmance practices creates a
powerful bridge between classical and jazz idioRws.example, it is notable that the
singers oMMoodswing, who recorded the choral jazz ballads for thislgtresponded
easily to applying text-driven interpretation te tthoral jazz ballads. Because the
individual singers have extensive experience smgirclassical choral ensembles, they
are pliable vocalists, having honed their skill€horal blend, tuning, tone, and
ensemble cohesion.

Likewise, the individuals in the ensembléthout Measure, who recorded the
madrigals for this study, have extensive experiend®mth jazz improvisation and in
singing early choral music, but are only now exjpigimprovisational embellishment in

madrigals. In preparation for this study, they reeé a brief overview of the kinds of
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ornaments and alterations described in primarycgsimwere shown musical illustrations
from Caccini’'s and Praetorius’s primary sourcesl @ere instructed that
improvisational elements are applied in order toven the text and to simulate speech-
like delivery. The greatest amount of work wenbiolarifying word for word
translations, Italian pronunciation, and tuning.e®h piece was examined, the
ensemble had no hesitancy to experiment improwisaliy. Opportunities for
improvisational and pre-planned alterations weeaidied and explored. Occasionally,
the singers discovered alterations that could leedioated in other voice-parts. These
singers, highly experienced in jazz improvisatiechiniques, required very little detailed
encouragement or explanation regarding particulaaments and embellishments. This
experience immediately affirmed that concepts gfrionisation learned in a jazz context
were easily applicable to the Renaissance madrigal.

The conclusion of this study is that a broader réetter understanding of musical
interpretation is gained through a comparativessitultural study of musical genres,
such as the late Renaissance Italian madrigalvaextieth century choral jazz ballad.
Their performance practice similarities affirm #ifgectiveness of expressive concepts
outlined in primary sources from both style-periags invite the consideration that
there are universal concepts regarding text exipresisat might be applicable to
numerous style periods. By drawing upon primaryrsesiin both fields, the student
avoids extraneous musical-cultural prejudices mhight obscure similarities. This study

facilitates this approach by providing a centralizellection of both jazz and
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Renaissance primary sources (generally inaccesslgae/here), and by presenting

examples of how represented performance practicgs foe applied.
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APPENDIX A

ILLUSTRATIVE RECORDINGS

Track 1 WithoutMeasure Claudio Monteverdi'Si ch’io vorrei morire

Track 2 WithoutMeasure Luca Marenzio’so piango

Track 3 WithoutMeasure Carlos Gesualdo’lsanguisco e moro

Track 4 Billie Holiday, “My Man,”Billie Holiday’'s Greatest HitsDecca GRD-
653.

Track 5 Ella Fitzgerald, “I Concentrate on Yo&$sential Jazz Ballads,

Laserlight Jazz, vol. I, Delta Music, Inc. 17142.

Track 6 Sarah Vaughan, “The Nearness of Y&arah Vaughan: Ken Burns
Jazz The Verve Music Group, 314 549 088-2.

Track 7 Mel Tormé, “It Might as Well Be Spring&n Evening with George
Shearing and Mel Tormé€oncord Records, CCD-4190.

Track 8 Al Jarreau, “Not like ThisJarreau,Warner Brothers Records, Inc.,
23801-2.

Track 9 Abbey Lincoln, “Gloomy Sunday&bbey sings Billie: A Tribute to Billie

Holiday. Enja Records Horst Weber GMBH, CD 6012.

Track 10 Carmen McRae, “I Will Say Goodby&arah—Dedicated to You
Bluebird Jazz, 82876-52441-2.

Track 11 Irene Kral, “Where is LoveWhere is LoveCandid Productions Ltd., LC
05851974.

Track 12 Rebecca Parris, “My Foolish Heavty’ Foolish Heart Koch Jazz, KOC-
CD-7887.

Track 13 Rare Silk excerpt from “Lush.ife,” NewWeave Polydor 810028-2.
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Track 14

Track 15

Track 16

Track 17

Track 18

TheRealGroup, excerpt from “There Will Never Be Another You,ive
in StockholmPassport, Town Crier Recordings, TCD 522.

#4db “l Wish You Love,”PlusFourDh PFDB-1.

Moodswing Greg Murai’s arrangement of Duke Ellingto@€sme
Sunday

Moodswing Phil Mattson’s arrangement of Irving Kahal anan®ay
Fain'sl’ll Be Seeing You.

Moodswing Dave Barduhn’s arrangement of Richard RogersLamnenz
Hart'sMy Funny Valentine.
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APPENDIX B

MADRIGAL SCORES

l. Si ch’io vorrei morireby Claudio Monteverdi
OrigiNal VEISION ..ottt s nne s 136

ARETEA VEISION .. 148

I1. lo piangoby Luca Marenzio
(O g To gtz IV A= S o] o SRS 163

ATLEIEA VEISION ..o ettt e e e e e e e e e e e e e e e e aennnees 169

[1l. Languisco e morby Carlos Gesualdo
OrigiNal VEISION ..ottt s s nne s 175

ARETEA VEISION .. 180
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Si ch'io vorrei morire
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Claudio Monteverdi
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APPENDIX C:

A CAPPELLA CHORAL JAZZ SCORES

I. Come Sundaly Duke Ellington, Arranged by Greg Murai
OrigiNal VEISION ..ottt ettt nne s

ARETEA VEISION ..

[1. I'll Be Seeing Youy Irving Kahal and Sammy Fain, Arranged by
Phil Mattson (Original VErSION) .......ccooeeieeieneeneeseeeesee e

[1l. My Funny Valentinéy Richard Rogers and Lorenz Hart, Arranged by
Dave Barduhn (Original VEIrSION) ......coceeeeierieneeneniee e
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Come Sunday

(Altered Version)

Duke Ellington, arr. Greg Murai
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I'll Be Seeing You

SATB Acapelia
To The Magee Secondary School Choirs
John Trepp, Director
Words and Music by

IRVING KAHAL and SAMMY FAIN
Arr. by PHIL MATTSON
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*Make certain the internal melody is predominant.
I'LL BE SEEING YOU - SATB
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My Funny Valentine

(Original Version)

Rogers & Hart, Arr. D. Barduhn
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