UNIVERSITY OF OKLAHOMA

GRADUATE COLLEGE

SAMUEL COLERIDGE-TAYLOR'S

HIAWATHA'S WEDDING FEAST

A DOCUMENT
SUBMITTED TO THE GRADUATE FACULTY
in partial fulfillment of the requirements for the
Degree of

DOCTOR OF MUSICAL ARTS

By

ANDREW ST. CLAIR MARSHALL
Norman, Oklahoma
2012



SAMUEL COLERIDGE-TAYLOR'S
HIAWATHA'S WEDDING FEAST

A DOCUMENT APPROVED FOR THE
SCHOOL OF MUSIC

BY

Dr. Eugene Enrico, Chair

Dr. Richard Zielinski

Dr. Melanie Bratcher

Dr. Mark Lucas

Dr. Roland Barrett



Copyright © by ANDREW ST. CLAIR MARSHALL 2012
All Rights Reserved.



DEDICATED TO MY PARENTS,
ALFONSO AND JACQUELINE MARSHALL.



ACKNOWLEDGEMENTS

I wish to express my appreciation and gratitude
to my Graduate Committee members: Drs. Eugene Enrico,
Richard Zielinski, Melanie Bratcher, Mark Lucas, and
Roland Barrett. They have been supportive of my
efforts towards making this document a reality, and
its realization would not have been possible without
their guidance and professional expertise.

I express particular appreciation to my area
adviser, Dr. Richard Zielinski, for his mentorship in
my major area of choral conducting for the past three
years here at the University of Oklahoma. The extent
to which I have learned and grown as a musician is in
great part due to his leadership and direction. Thank
you for making me a better musician.

I thank my wife, Samara, and my two sons,
Alexander and William, for their untiring and patient
support in this academic endeavor.

Lastly, I thank God for giving me the capacity to
arrive at this professional milestone in my life. To

Him be the glory.



TABLE OF CONTENTS

ACKNOWLEDGEMENTS

TABLE OF CONTENTS

LIST OF TABLES AND CHARTS

LIST OF FIGURES

LIST OF MUSICAL EXAMPLES

ABSTRACT

Chapter I:

IN COLERIDGE-TAYLOR'S MUSICAL
DEVELOPMENT

Great Britain, 1850-1920
Musical Trends in
Great Britain, 1850-1920

Coleridge-Taylor at the Royal College

of Music, 1892-1896
Coleridge-Taylor and

Black Nationalism
Coleridge-Taylor after Hlawatha s
Wedding Feast

Reception in the

United States of America

Final Years

Chapter II: THE HISTORY OF

HIAWATHA'S WEDDING FEAST

Henry Wadsworth Longfellow and
the Song of Hiawatha

Hiawatha in Native American Legend.

Coleridge-Taylor and
Hiawatha's Wedding Feast
Influences By Select Composers:
Stanford, Elgar, and Dvorak

vi

BIOGRAPHICAL AND HISTORICAL EVENTS

vi

1x

x1i

xii

xXiv

13

25

31

35

41

43

43

49

56

68



2.5 Review of Premiere

Chapter III: AN ANALYSIS AND INTERPRETATION
OF THE SCORE

w
(Y

General Overview

3.2 Overview of Motivic and
Related Elements .

3.3 Textual Structure and Analy51s

3.4 Musical and Structural Analysis

Chapter IV: HIAWATHA'S WEDDING FEAST AND THE
SEVEN-STEP PERFORMANCE PYRAMID

4.1 Overview of the Seven-Step
Performance Pyramid
4.2 An Overview of Select Ex1st1ng Choral
Methodologies
“Preparation”
“Practice”
“Prioritize”
“Personalize”
“Publicize”
“Project”
“Polish” .
0 The Seven- Step Performance
Pyramid and Hiawatha's Wedding Feast

T N N A N N ST AN TAN
= O 0 J o U b W

Chapter V: SUMMARY AND CONCLUSIONS

BIBLIOGRAPHY
Books
Articles
Dissertations
Unpublished Document

vii

81

89

89

90
99
101

137

137

139
147
156
158
159
160
161
162

163

183

188
188
191
194
194



APPENDIX A:
APPENDIX B:
APPENDIX C:
APPENDIX D:

SAMPLE WARM-UPS . . . . 195
GLOSSARY . . . . 200
FULL TEXT, HIAWATHA’S WEDDING FEAST 201
FULL SCORE, HIAWATHA’S WEDDING FEAST 209

viii



LIST OF TABLES AND CHARTS

Chart 1: Motive distribution chart of Hiawatha’s
Wedding Feast . . . . . . . . 96

Table 1: Large area divisions of Hiawatha's

Wedding Feast . . . . . . . . 102
Table 2: Divisions of area I . . . . . 104
Table 3: Large sections of area II. . . . 106
Table 4: Divisions of sub-area II(A) . . . 108
Table 5: Divisions of sub-area II (B) . . . 109
Table 6: Divisions of sub-area II(C) . . . 112
Table 7: Divisions of sub-area II (D) . . . 113
Table 8: Large divisions of area III . . . 116
Table 9: Divisions of sub-section III (A) . . 117
Table 10: Sub-division a of area III(A) . . . 118
Table 11: Sub-division b of area III(A) . . . 120
Table 12: Sub-division c¢ of area III(A) . . 121
Table 13: Sub-division d of area III(A) . . . 123
Table 14: Divisions of area III(B) . . . 124
Table 15: Sub-division a of area III(B) . . . 125
Table 16: Sub-division b of area III(B) . . . 127
Table 17: Sub-division ¢ of area III(B) . . . 128
Table 18: Divisions of area III(C) . . . 129

ix



Table

Table

Table

Table

Table

Table

19:

20:

21:

22

23:

24 :

Sub-division a of area

Sub-division b of area

Sub-division ¢ of area

Sub-division d of area

Division of area IV

Representation of structural symbols
for Score Preparation as espoused by

the Seven-Step Method

ITI(C) .

IIT(C) .

IIT(C) .

ITI(C) .

131

132

133

135

136

150



Figure
Figure

Figure

Figure

Figure

Figure

Figure

Figure

Figure

Figure

Figure

Figure

10:

11:

12:

LIST OF FIGURES

Depiction of Henry Wadsworth Longfellow. 45
Depiction of Antonin Dvorak . . . 59

Review of the premiere in
the Musical Times . . 86-87

Diagram of the Golden Mean . . . 98

Diagram of the Seven-Step Performance
Pyramid . . . . . . . 138

Examples of structural symbols on the
first four pages of Hiawatha’s
Wedding Feast . . . . . 151-54

Sample rehearsal grid for the
preparation of Hiawatha’s
Wedding Feast . . . . . . 167

Sample correspondence to prospective
chorus member . . . . 168-69

Sample correspondence to prospective
orchestra members . . . . 170

Sample tempi sheet for prospective
orchestra members . . . . . 171

Sample yellow pad representation of
the first rehearsal with the chorus

for Hiawatha’s Wedding Feast . . . 173

Sample promotional poster for
the Hiawatha concert . . . . 178

x1i



Example

Example

Example

Example

Example

Example

Example

Example

Example

Example

Example

Example

10:

11:

12:

LIST OF MUSICAL EXAMPLES

Dvorak's New World Symphony, mm. 7-10
Opening measures of Dvorak's
American” String Quartet, mm. 1-10

Hiawatha's Wedding Feast,
mm. 1-2
Hiawatha's motive 2,
mm. 9-10 .

Wedding Feast,

Hiawatha's
mm. 21-22

Wedding Feast, motive 3,

Hiawatha's motive 4,

mm. 77-79

Wedding Feast,

Hiawatha’s
mm. 86-87

Wedding Feast, motive 5,

Hiawatha's
mm. 310-13

Wedding Feast, motive 6,

Hiawatha’s Wedding Feast, motive 7,

mm. 314-15
Hiawatha's Wedding Feast, motive 8,
mm. 508-11

motive 9
6l6-17;

Hiawatha's Wedding Feast,
(a, b, and c¢), mm. 608-09;
625-27

Hiawatha's Wedding Feast, motive 10,
mm. 750-51

x1ii

62

64

91

91

92

92

92

93

93

93

94

94



Example 13: Hiawatha's Wedding Feast, mm. 15-16 . 105

xiii



ABSTRACT

Hiawatha's Wedding Feast is widely recognized as
the seminal work of the English composer, Samuel
Coleridge-Taylor. Among his compositional output, this
choral cantata launched his career as a musician and
composer of international acclaim. Composed over a
period of about fifteen months whilst still a student
at the Royal College of Music, and premiered in 1898
in London, the performance received an unprecedented
ovation from the audience and critics alike and
catapulted Coleridge-Taylor into the limelight
virtually overnight. Coleridge-Taylor’s
accomplishments are also historically significant. He
was the first person of Negro descent to conduct a
professional North American orchestra, and also the
first composer of Negro descent to compose a work that
achieved international acclaim.

This document will reveal Coleridge-Taylor's
significant contributions to the development of choral

music of the Western classical canon, and will provide

xXiv



comprehensive analyses of the historical and musical
material surrounding the creation of Hiawatha's
Wedding Feast. Additionally, a step-by-step guide for
conductors towards preparing and performing the
cantata will be provided using the “Seven-Step
Performance Pyramid,” a methodology developed by Dr.
Richard Zielinski, Director of Choral Activities at
the University of Oklahoma. The documentation of the
application of the “Seven-Step Performance Pyramid”
toward the preparation of this work will underline the
importance of adopting a philosophy that will guide
all aspects of the performance through a systematic,
efficient, approach; and assuring a high level of
success through the implementation of its

methodological steps.

XV



CHAPTER I
BIOGRAPHICAL AND HISTORICAL EVENTS IN

COLERIDGE-TAYILOR'S MUSICAL DEVELOPMENT

1.1 GREAT BRITAIN, 1850-1920

Great Britain in the mid-nineteenth century was
one of the world's leading nations and wielded
significant influence on younger, developing nations
in its grasp. Its population stood at over 21 million
during this time, and its economy—though not free from
poverty—competed healthily with other booming economic
nations on the European mainland.' Colonialism,
involving nations controlled by the British
government, remained a fixture of British foreign
policy and provided income for its coffers through
various forms of trade and export. Indeed, in areas
including commerce, economy, religion, and artistic
innovation, Great Britain between the years 1850 and

1920 experienced its share of triumphs and challenges

1. Hilary Carey, Religion and Colonialism in the British
World, c. 1801-1908 (New York: Cambridge University Press,
2011), 10.



that would summarily contribute to its future
development.

Religion played a major role in the governance of
Great Britain. It is perhaps most popularly noted for
its role in the translation of the Holy Bible to the
English language during the reign of King James in the
17" century. For more than two centuries the
Protestant country of Great Britain fought against the
sweeping tide of Catholicism from other European
nations. Being already isolated from the mainland,
their profession of Protestant faith, liturgical
rituals, and theological allegiance stood fast against
predominant Catholic thought in other Papal states.
William Lubenow voices this sentiment clearly:

According to the principles of some sort of

linear logic, Roman Catholicism ought to have

found a satisfactory niche in the pluralistic
possibilities a post-confessional state offered.

However, as open to exotic elements and unresolved

experiences as they might have been, those

possessed of liberal wvalues proved themselves

incompetent to draw Roman Catholicism, with its
dogmatic necessities, into civic space.2

2. William C. Lubenow, Liberal Intellectuals and Public
Culture in Modern Britain, 1815-1914 (Rochester, NY: Boydell
Press), 155.



In areas of Greater Britain, countries
colonized and controlled by Britain, the matter of
converting the indigenous peoples to Protestant
Christianity was seen as a priority and missionaries
from religious groups including Methodists, Baptists,
and Anglicans, worked extensively in these foreign

lands to accomplish this purpose.’

For example, under
the Act of Union in 1801, the two established churches
of the united realms of England, Scotland, Ireland,
and Wales—the United Church of England and Ireland and
the Church of Scotland—incorporated nations such as
Jamaica, St. Kitts and Nevis, Barbados, and

* The motives

Newfoundland into their religious bloc.
for permitting missionary activity were not entirely
spiritual; the British crown used Protestantism as a
means to subdue any possibility of revolt or unrest in

their colonial states, and to discourage the practice

of rival religious groups that existed prior to their

3. Ibid., 1.

4. Hilary Carey, God's Empire: Religion and Colonialism
in the British World, c. 1801-1908 (New York: Cambridge
University Press, 2011), 41.



arrival.’ The establishment of Protestant practices in
their colonies around the world allowed Great Britain
to control civic affairs in those nations.

Ironically, it may be argued that Great Britain's
stance on religion in their colonies overseas gave
birth to violent slave rebellions,® bringing their
lucrative exotic trades to a hasty end. For example,
two of Jamaica's national heroes, Samuel Sharpe and
Paul Bogle, instigators of violent clashes with

British authorities in the early 19"

century, were
both Protestant preachers. The former became
acquainted with Biblical teachings through the efforts
of missionaries on his plantation in the parish of St.
James, and organized a peaceful protest on Christmas
Day, 1806 which ultimately caused his demise.
Additionally, Protestant ministers and supporters on
Britain's mainland began to decry the inhumanity of

the slave trade and distaste of its continuity.

Several regions of Greater Britain on this premise

5. Ibid., 42.

6. Mary Reckford, "“The Jamaica Slave Rebellion of 1831,”
Past and Present 40 (1968): 110.



received their Independence, and to this day retain
the practices of the work commenced by missionaries
decades earlier, particularly through their
syncreticization with local religions.

The projection of Christian morals and dogmas by
the British government during this period, however,
was not embraced in all areas of society. In fact, it
is purported that the secularization of the population
and rise of faithless philosophies grounded in
humanistic idealisms created a central issue in

Britain at this point in its history.’

Only decades
earlier their European neighbor, France, was
devastated by a Revolution that would affect Western,
religious ideology. Biblical morals and doctrines
taught by the Church were publicly renounced and
banned; and in their stead, free reign was given to
the pursuit of humanism and secular thought. The
writings of influential figures such as Jean-Jacques

Rameau and J.J. Voltaire of past decades proclaimed

the ideals of such a society, and these manuscripts

7. Marjorie Wheeler-Barclay, The Science of Religion 1in
Britain, 1860-1915 (Charlottesville, VA: University of Virginia
Press), 1.



found their way onto British soil and into the hands
of their intelligentsia. Scholars such as Friedrich
Max Miller (1823-1900) and Andrew Lang (1844-1912)
proposed theories that counteracted the teachings of
Protestant beliefs espoused by British authorities,?
and many debates occurred between clergymen and
secular scholars on the merits of their viewpoints.
These opposing religious dynamics existed
simultaneously in a burgeoning British nation.

The development of Britain's economy was also an
important factor between 1850 and 1915. Indeed, this
transformation commenced simultaneously with similar
changes in both the social and political landscape
prior to 1850,° the rise of the Industrial Revolution
during this time serving to solidify Britain's footing
as a world player and leader in economic development.
Britain provided stability and support for their
neighboring countries Wales, Scotland, and Ireland,

through provision of financial resources to sustain

8. Ibid., 105.

9. David Powell, Nationhood and Identity: The British
State Since 1800 (London: I.B. Tauris Publishers, 2002), 31.



their primary industries which included among other
things iron, coal, ship-building, and agriculture.'?
The boom of the Industrial Revolution and
financial prosperity derived from imperial states
during this time, however, also gave rise to distinct
social classes within the British population and
dissident views concerning their stance on foreign
policy. Organizations such as the International
Working Men’s Association provided a platform for
members of the general populace to voice concerns
about varied injustices being inflicted upon subjects
of the ruling British aristocracy.'’ Trade unionism and
chartism flourished in early Victorian Britain as
members of the working class attempted to forge
together to combat the effects of exclusion from the

electoral process and micro—governance.12

Overall,
Britain experienced its share of growing pains during

this post-Reform era as it came to terms with managing

10. Ibid., 38.

11. Gregory Claeys, Imperial Skeptics: British Critics of
Empire, 1850-1920 (New York, Cambridge University Press, 2010),
136.

12. David Powell, Nationhood and Identity: The British
State Since 1800 (London: I.B. Tauris Publishers, 2002), 48.



its economic growth, thereby strengthening its ability
in managing monetary and human resources. This
experience would serve to solidify its role as a
contributor to the development of other countries

around the world.

1.2 MUSICAL TRENDS IN GREAT BRITAIN, 1850-1920

The artistic scene in Britain between 1850 and
1920 in many ways reflected those of other European
nations. Although reputations and works of musicians
such as Beethoven, Brahms, Handel, and Wagner were
well-known to the public, practicing musicians in
Britain found themselves consistently defending the
legitimacy of their profession and its necessity in
society. In the early nineteenth century the musical
profession was generally categorized as middle-class:
they believed that it did not possess the breadth of
intellectual capacity required for more respected
fields including law, medicine, and divinity; yet, at
the same time, it was viewed on a higher plane than

artisan trades including ship-building, blacksmithing,



and carpentry.

Music as a profession, however, was unlike other
careers that remained fixed within one definite,
social class. The classification described above
reveals a generalized attempt to relate music to its
professional counterparts. In truth, it enjoyed long-
term associations with the aristocratic and
ecclesiastical elite and, within the same scope of
description, simultaneously smarted from the pangs of

13 This chameleon-like ability of music

abject poverty.
to simultaneously exist under such extreme
polarization proved bitter sweet for musicians
desirous of enjoying successful careers. Movers and
shakers in the profession such as Wolfgang Amadeus
Mozart, despite his enormous contribution to the
development of music and classical repertoire,
suffered frequently from bouts of unemployment and
meager financial resources during his lifetime; such

situations were not radically different in subsequent

decades. Indeed, living in the mid-nineteenth century

13. Deborah Rohr, The Careers of British Musicians, 1750-
1850 (Cambridge: Cambridge University Press, 2001), 7.

9



as a professed musician did not always lead to the
road of guaranteed success.

Although working situations for musicians in
Britain and continental Europe were in many ways
similar, the former possessed unique challenges. One
of these was the large migration of foreign musicians

14

to Britain's shores. Composers, instrumentalists,

singers, and impresarios alike arrived in droves
seeking new opportunities to enrich their careers and
earnings. The composer G. H. B. Rodwell describes this
scenario occurring in 1824 as follows:

The phenomenon...of the season were then the
immense influx of foreign performers, and the
almost entire diversion of the patronage of the
leaders of fashion and the public from the English
to the foreign style and to foreign artists...A
double source is now opening upon us—Germany as
well as Italy. It has been pronounced by one very
competently informed, both by experience and by
knowledge, that in fifteen years the German will
bear away the palm.®®

Was this observation an accurate assessment of

Britain's musical scene? Did foreign musicians truly

14. Ibid., 14.

15. Gordon Rodwell, Sketch of the State of Music in
London (Quarterly Musical Magazine and Review 37, 1828), 95.

10



pose a threat to the livelihood of British musicians
already struggling under economic and social pressures
in their homeland? In her analysis of this scenario
Deborah Rohr concludes that Rodwell's view is
justified on the basis of three points: music patrons,
particularly those in the high social strata,
preferred hiring foreign musicians chiefly due to
their overt cosmopolitanism and possession of social
graces akin to European nobility in whose presence
they previously served;'® foreign musicians were often
more skilled and experienced than their British
counterparts; and foreign musicians were not privy to
the ideology of British nationalism to which their
native competition were zealously subscribed,?’
allowing them to accept employment in a plethora of
musical appointments without challenging their belief
system and underlying philosophy.

Notwithstanding challenges such as those

described above, Britain's musical scene was one that

16. Deborah Rohr, The Careers of British Musicians, 1750-
1850 (Cambridge: Cambridge University Press, 2001), 49.

17. Ibid., 14.

11



reflected growth and increased facility in the middle
through late nineteenth century. The Royal Academy of
Music, established in 1822, provided a well-needed
outlet for the training of British musicians and the
establishment of a native institution providing
diplomas comparable to reputable conservatories on the
European mainland such as those in Leipzig and Paris.
Additionally, the creation of this school boosted the
negative status quo that had plagued British musicians
for decades through the provision of high-status
instructional posts; and graduates of the institution
were more inclined to receive greater public respect

8 Later

and recognition in their post-Academy careers.
in 1883 the Royal College of Music was founded,
providing even greater opportunities for talented

9 particular features of this school

British musicians.
were its significant female population, its large

resource of scholarship endowments, and its high

caliber of professors and students that were later to

18. Ibid., 85.
19. Cyril Ehrlich, The Music Profession in Britain since

the Eighteenth Century: A Social History (New York: Oxford
University Press, 1985), 108.

12



become notable figures in the annals of music history
including Sir Charles Stanford and Ralph Vaughn

Williams.

1.3 COLERIDGE-TAYLOR AND THE ROYAL COLLEGE OF MUSIC

Such was the ever-dynamic scene in Britain around
the time of the birth of Samuel Coleridge-Taylor. He
was born on August 15, 1875 to Daniel Peter Hughs
Taylor, a colored medical doctor from Sierra Leone;
and Alice Hare, a Caucasian lady from Britain. The
circumstances surrounding his birth are less than
concrete, specifically surrounding the details of his
mother, due to a lack of consistency with existing
authoritative sources. In his biography of Samuel
Coleridge-Taylor, Geoffrey Self points out that the
young couple may not have been married at the time of
Coleridge-Taylor's conception, and that Alice Hare may
0

not have been the actual name of his mother.?

Coleridge-Taylor's birth certificate reveals his

20. Geoffrey Self, The Hiawatha Man: The Life and Work of
Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 1.

13



mother not as Alice Hare but Alice Taylor, nee
Holmans, then living at 15 Theobalds Road, Red Lion
Square, Holborn.?! Because there was indeed a family of
Holmans residing at the aforementioned address at the
time of Coleridge-Taylor's birth, Self concludes that
both ladies are one and the same person. How then may
the name Alice Hare be accounted for? Self indicates
that the name initially appeared in Sayer's
autobiography who, he believed, “was probably unaware
of the wording of his subject's birth certificate”??
and probably recorded it inaccurately. Further
evidence suggests, however, that Alice was in fact
born with the surname of “Hare” as her birth
certification reveals this information.?’
Notwithstanding this information, sources are still
ambivalent concerning the actuality of the

circumstances surrounding these maternal details.

Alice and Samuel's contact with Dr. Daniel Taylor

21. Ibid., 3.
22. Ibid., 4.

23. Ibid., 5.

14



was extremely limited, and she later married George
Evans in the early 1800s with whom she was to have
three additional children. Alice, with Samuel and her
new husband, later relocated from Holborn to the
suburban community of Croydon in London at Wodden New
Road. It was here Coleridge-Taylor would reside until
1894.°"

The home of Alice Taylor and George Evans was not
devoid of music-making. Their residence at Wodden New
Road housed a piano, considered in those days a symbol

of status;2E

and Coleridge-Taylor's mother was a
violinist of moderate skill. Whilst a student at the
British School on Tamworth Road, Coleridge-Taylor was
active as a violinist and was frequently called upon
by the school administration to perform for special
events and to lead the student body in communal

6

singing.?® His experience as a colored student at a

24. William Tortolano, Samuel Coleridge-Taylor: Anglo-
Black Composer, 1875-1912 (Metuchen, NJ: Scarecrow Press,
Inc.), 18.

25. Geoffrey Self, The Hiawatha Man: The Life and Work of
Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 9.

26. Ibid., 10.

15



predominantly white school was tainted with occasional
bouts of prejudice. Self conjectures that the
summation of experiences such as these may have
contributed to his main characteristic traits as an

" These innate

adult: his shy and private nature.?
traits, however, were not to prove a significant
hindrance to his interpersonal or musical
accomplishments in later years.

Coleridge-Taylor's musical abilities were
observed from an early age. In addition to violin
lessons from his mother, he was taken under the wings
of a professional musician named Joseph Beckwith, who
gave the youngster violin lessons for about seven
years.?® Another major influence on Coleridge-Taylor's
musical development was Herbert A. Walters, a former
commander in the Queen's Royal West Surrey Regiment
and successful businessman in London. He also served

as a governor of the Tamworth Road British School and

choirmaster of St. George's Presbyterian Church. His

27. Ibid., 11.

28. Ibid.

16



involvement in music and active role in the
administration of the Tamworth Road British School
brought him to the attention of the talented colored
musician. Self notes that Walters' paternalistic
attributes for his students and singers extended
unreservedly to Coleridge-Taylor; and it is suggested
that it was he who provided the recommendation for
Coleridge-Taylor to commence violin studies with
Joseph Beckwith.?’ Coleridge-Taylor was already
composing music at a prodigious rate, and he dedicated
his early setting of Te Deum and the anthem Break
Forth Into Joy, written at the age of sixteen, to his
kind patron.-’

Coleridge-Taylor soon joined Walters' St.
George's Choir, and later performed with Walters at
the St. Mary Magdalene Church at Addiscombe as his
main soloist. Coleridge-Taylor proved to be a talented
performer whether in school or in the choir, and was
particularly adept at solo singing and violin

performance. However, it was chiefly because of his

29. Ibid., 12.

30. Ibid.

17



musical ability combined with his potential revealed
in composition that Colonel Walters was convinced to
assist Coleridge-Taylor to secure professional
training as a musician.

In hindsight Taylor's gesture reveals enormous
faith in his protégé to successfully pursue a musical
career. There was little evidence of colored musicians
attending any of the established music colleges of the
day; the thick-skinned personality and unwavering
tenacity required for British musicians to make a
living in their own country eclipsed Coleridge-
Taylor's own timid and introverted character traits;
and his family, although supportive of his talents,
were simply unable to provide the means for further
musical studies. Walters accepted responsibility for
Coleridge-Taylor's development in spite of these
challenges, and upon appraisal of the available
institutions in London, he approached the recently-
established Royal College of Music. The director, Sir
George Groves, was impressed with Coleridge-Taylor's

abilities and accepted him as a student at the age of

18



fifteen with Walters's financial commitment for the
Christmas semester of 1890.

The Royal College of Music—founded in 1883—was an
outgrowth of the National Training School for Music,
of which Arthur Sullivan served as its first music
director. Succeeding Sullivan as director was Sir
George Groves, whose appointment coincided with the
name change of the institution. A respected engineer
and musicologist, Groves fostered a legacy of musical
excellence through the recruitment of renowned
musicians and composers such as Sir Charles Stanford
and Hubert Parry, both of whom would subsequently
become Professors of Music at established and
prestigious universities of the day such as Oxford and
Cambridge, thereby lending their esteem to the new
music establishment. In addition to their academic
posts, both men—and indeed much of the College's
faculty—enjoyed successful careers as composers and
musicians in Britain's Victorian scene.

Upon his entry to the Royal College of Music,

Coleridge-Taylor was assigned to Henry Holmes (1839-

19



1905) for violin studies; Charles Wood (1866-1926) for
harmony; and Walter Parrat (1841-1924) for “music
class.”*

Coleridge-Taylor progressed exceptionally in his
classes and revealed a particular affinity to
composition, an observation that would prompt Grove to
secure the tutorship of Sir Charles Stanford for the
youngster a year following his acceptance at the
institution. Although his musical studies were making
strides, Coleridge-Taylor remained largely self-
conscious about his race, color, and “class status.”>?
For example, he was observed as frequently missing his
classes with Walter Parrat during his first year.
Geoffrey Self states that his reasons for doing this,
being fully aware that it may have caused his
expulsion, were based on his fear of interacting with
his fellow students knowledgeable of the social

distinctions of the day. Self elaborates further by

stating the following:

31. Ibid., 16.

32. Ibid., 17.

20



In any case, the question of his 'class status' in
society may well have been a much more serious
problem for Coleridge-Taylor. The term 'working
class' may be virtually redundant now but in the
late nineteenth century it had real implications:
for obvious economic reasons, working class
children rarely contemplated a musical career.
Those that did would aspire no further than to
secure work as executants in poorly rewarded
orchestras. In the provinces, working-class music
meant the works brass band or choral society. For
a child of such a background to go to a college to
learn music was rare; for such a child to go to a
college to learn composition was unheard of.?>
The implications, therefore, that faced
Coleridge-Taylor concerning his interactions with his
other colleagues from the middle- to upper-class were
understandably unsettling; and his already sensitive
temperament only served to fuel his unwillingness to
desire for social gatherings. Other classes involving
one-on-one studies proved to be ideal for the young
Coleridge-Taylor, and it was in those situations that
he blossomed most fruitfully. He particularly revealed
striking abilities in composition, as revealed in his
composed anthems for mixed chorus and organ including

O Ye That Love The Lord, The Lord Is My Strength, and

Lift Up Your Heads, all composed in 1893 at the age of

33. Ibid.
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eighteen and showing great promise as works of
stature.’*

These early works were all written under the
influence of his new professor, Sir Charles Stanford,
to whom he was assigned in 1892 to study composition.
During the academic year of 1892-93 Coleridge-Taylor
was awarded a composition scholarship, with which the
young musician may have partly used to offset the
costs of staging his first recital of his works on
October 9, 1893 in the small Public Hall located in
his hometown of Croydon. The concert featured
selections of his early works including settings for
voice and piano of The Broken Oar and The Arrow and
the Song by Henry Longfellow; movements from more
substantial pieces including Sonata in F Minor for
clarinet and piano and Sonata in C Minor; and the
complete performance of his Piano Quintet in G Minor. >’

The event was a success; Geoffrey Self notes that

the audience was particularly “astonished” at the

34. Ibid., 19.

35. Ibid., 25.

22



rendition of his Piano Quintet in G Minor.?® Later
student works to follow in 1893 include the Nonet in F
Minor and the Trio in E Minor for violin, cello, and
piano, along with a collection of lighter
compositions. Catherine Carr echoes the sentiments of
Self in her analysis of Coleridge-Taylor's development
as a composer during his student years, referring
particularly to his chamber works:

The young Coleridge-Taylor developed rapidly as a

composer, showing remarkable assurance and

craftsmanship. His student works form a well-
defined chapter of his output. During the four
years that he studied under Stanford, he produced
at least eleven chamber works for various
combinations of instruments.?’

Coleridge-Taylor continued to compose extensively
under the watchful eye of Stanford through to his
final year at the Royal College of Music. During this
time, he was able to secure a violin-teaching post at
the Croydon Conservatoire of Music and a conducting

position with the Conservatoire String Orchestra. His

compositional output during this time was impressive

36. Ibid., 26.
37. Catherine Carr, “From Student to Composer: The

Chamber Works,” Black Music Research Journal 21, no. 2 (2001):
180.
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compared to his other student colleagues. Self

assesses the situation in this form:
Had he but known it, some of Coleridge-Taylor's
best music had been already written. If we take
the year of one of his finest pieces—1895, the
time of the Clarinet Quintet—we find that Delius
(aged thirty-three) had by then written only The
Magic Fountain and Paa Vidderne and a few other
minor pieces, many of which he subsequently
cannibalized. Elgar, at thirty-eight, was making a
provincial reputation, but had only The Black
Knight, Froissart, the Serenade for Strings, and a
few salon pieces in his catalogue. Vaughn Williams
and Holst, at twenty-three and twenty-one
respectively, had written virtually nothing.
The views expressed up to this point intimate

that Coleridge-Taylor was considered a composer of

considerable promise and that he was a star pupil of

his famous teacher. Having matriculated from the Royal

College of Music, he embraced the next phases of his

life which will be summarily described in the

paragraphs below: his introduction to Black

Nationalism as purported by African-American

literature; his involvement as a commissioned composer

and conductor at prominent music festivals of the day;

38. Geoffrey Self, The Hiawatha Man: The Life and Work of
Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 53.
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his travels to the United States; and his final years.

1.4 COLERIDGE-TAYLOR AND BLACK NATIONALISM

Despite the dissensions caused by his skin color
and mixed blood, Coleridge-Taylor remained focused on
his musical activities. His appointment to leadership
positions such as the conducting post of the
Conservatoire String Orchestra in Croydon, and later
accepting guest conducting positions comprising
musicians from varying social classes, is a testament
to the hardening of his inner mettle. Additionally,
his compositional and commercial successes contributed
to his growing confidence in his ability to function
fully as a respected human being in an age rife with
racism and peremptory stereotypes. However, one of the
signal contributors to his personal and musical
development was his introduction to Black Nationalism,
first through the poet and novelist Paul Dunbar (1872-
1906) and later through other notable African-
Americans such as W.E.B. Dubois (1868-1963) and Booker

T. Washington. (1858-1915)
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Paul Dunbar, just three years younger than
Coleridge-Taylor, was the son of a former Kentucky
slave. He was known for his vigilance against racial
injustices of the day, a zeal later fueled through his
involvement with Frederick Douglass, the American
social reformer and campaigner for Negro rights.
Dunbar became famous for his published works—written
in both English and the African-American dialect—that
served to assert the nationalism of his race in the
minds of Negro and Caucasian readers alike. His
literary and oratorical gifts were evident from a
young age; one biographer describes an account of
Dunbar reciting one of his poems and its captivating
effect on the listening audience:

This audience...had fallen captive to the

eloquence of the poet. Not one head turned; not

one sleeve rustled; not one body moved. He

[Dunbar] lowered his wvoice, lifted his head high,

and...drove on to the final stanza of the poem,

which though uttered in soft tones, came crashing
like a crescendo into the ears, minds, and hearts

of his listeners.>’

It was under such magnetism that Coleridge-Taylor

39. Addison Gayle, Jr., Oak and Ivy: A Biography of Paul
Laurence Dunbar (New York: Doubleday and Company, Inc., 1971),
14.
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fell at their meeting shortly after his graduation
from the Royal College of Music. Prior to his
interaction with Dunbar, Coleridge-Taylor primarily
viewed himself as a British composer. Geoffrey Self
notes that assuming such a position inevitably led to
modeling and emulating musical styles from the
European mainland;*‘° and indeed this point proves true,
not only for Coleridge-Taylor but also for his
teachers and their contemporaries. Dunbar, however,
drew Coleridge-Taylor's attention away from his sole,
British outlook, and redirected him towards the people
with whom he shared the same skin tone suffering under
inhumane circumstances all over the world,
particularly in the United States of America. Dunbar's
appeal may have also served to reignite Coleridge-
Taylor's interest in his paternal roots and the legacy
of his father in his own experience.

His influence on Coleridge-Taylor may be observed
through his settings of several of Dunbar's poems to

music, including works such as the Seven African

40. Geoffrey Self, The Hiawatha Man: The Life and Work of
Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 57.
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41

Romances and A Corn Song in 1897. In January 1897

both Coleridge-Taylor and Dunbar united to present a
recital in Croydon under the patronage of the United
States Ambassador; and later again in June of the same
year at the Salle Erard in London, both to
enthusiastic reviews. Jeffrey Green highlights one
such collaboration between the two men:

On December 16, 1898, a one-act operetta titled
Dream Lovers, composed by Coleridge-Taylor with
text by Dunbar, received its first performance in
Croydon under the direction of Coleridge-Taylor,
who conducted eight orchestral players (one of
whom was male) and twenty-eight ladies in the
local Brahms choir.3 The first half of the program
presented music by Schumann, Benjamin Godard,
Schubert, and Brahms, and three items by
Coleridge-Taylor. His new Four Characteristic
Waltzes were played between the two parts of the
program. The second half consisted of the
operetta, which was set in Madagascar and featured
four actors as the mulatto prince Torado, his
friend, a gquadroon lady, and her sister... That
two black people had collaborated on the play, to
write of Africa, is symbolic of the entry of
Africa into the composer's life.*?

Dunbar left Britain to return to the United States

41. Ibid., 57.
42. Jeffrey Green, “'The Foremost Musician of his Race':

Samuel Coleridge-Taylor of England, 1875-1912,” Black Music
Research Journal 10, no. 2 (1990): 236.
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after his five-month visit; but this brief period was
enough to rekindle a spark of patriotism to Coleridge-
Taylor's African roots that had laid within him
dormant for the greater part of his developing years.

Black nationalism also impacted Coleridge-Taylor
through the first staging of the Pan-African

43 This conference

Conference held in London in 1900.
was established to meet the growing need of black
rights among the Negro race all over the world and to
discuss new matters of Imperialism that were beginning
to materialize. Coleridge-Taylor's settings of
Dunbar's poems Corn Song and Over The Hill were
featured prominently on the program as part of a
miniature recital of his music. Whilst taking part in
this gathering Coleridge-Taylor met the acquaintance
of the famous African-American scholar and activist,
W.E.B. Dubois. Dubois was intrigued with the young
composer and lauded his musical exploits and

successes. He was later to experience a performance of

Coleridge-Taylor's Hiawatha's Wedding Feast with the

43. Paul Richards, “A Pan-African Composer? Coleridge-
Taylor and Africa,” Black Music Research Journal 21, no. 2
(2001) : 239.
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composer conducting “before a huge and enthusiastic
audience at the Crystal Palace arts center near

44

Croydon. Dubois commented on the experience in his

autobiography, reminiscing that he sat next to
Coleridge-Taylor's wife during the performance.?’
Coleridge-Taylor subsequently communicated with the
famed Professor and even invited him to spend time
with his family at their home in Croydon.

The impression of Dubois on Coleridge-Taylor, at
this time a young man, cannot be overstated. In the
United States Dubois was a central figure in the
movement to secure civil liberties for African-
Americans, and to instill within them a sense of pride
in their background and ethnicity. One may suspect
that this encounter only served to strengthen
Coleridge-Taylor's resolve to contribute to the

betterment of the African diaspora through his musical

abilities. William Tortolano remarks along similar

44, Ibid., 241.

45. W. E. B. Dubois, The Autobiography of W. E. B.
Dubois: A Soliloquy On Viewing My Life From The Last Decade of
Its First Century (New York: International Publishers Co., Inc.
1968), 219.
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lines that Coleridge-Taylor's reading of Dubois's
essay, “The Soul of Black Folks” was a major factor
that led him to incorporate Negro folk music from
America and Africa in his compositions.® Dubois seemed
to have been equally impressed with the prodigious
English youth; in his essay “The Immortal Child,”
written eight years after Coleridge-Taylor's death, he
contrasted Coleridge-Taylor's success as a black
musician in Britain to the impact of racism in America
and its negative effect on nurturing talent amongst

African-Americans.?’

1.5 COLERIDGE-TAYLOR AFTER HIAWATHA'S WEDDING FEAST
Life for Coleridge-Taylor following the success
of Hiawatha's Wedding Feast involved commissions from
established organizations in Britain. These
occurrences are particularly noteworthy in relation to

his first cantata because through their provision

46. William Tortolano, Samuel Coleridge-Taylor: Anglo-
Black Composer, 1875-1912 (Metuchen, NJ: Scarecrow Press, Inc.,
1977), 73.
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Coleridge-Taylor undertook the task of completing a
Hiawatha trilogy, and also because they provided well-
needed financial support for himself and his family.
The phenomenal success of Hiawatha's Wedding Feast
whetted the appetite of the British public and choral
societies for more delicacies from Coleridge-Taylor's
pen, and his first commission within this vein came
from the North Staffordshire Festival to compose a
sequel to Hiawatha's Wedding Feast for performance at

8 This work was to be

the festival’s 1899 staging.
titled, The Death of Minnehaha, and it received its
premiere on October 26, 1899.

Little had the dust settled from the successful
premiere of The Death of Minnehaha before he was
approached again with another commission, this time
from the Birmingham Festival, an event famous for past
commissions and world premieres of choral repertoire

staples including Mendelssohn's oratorio Elijah, and

Elgar's The Dream of Gerontius. For this occasion he

48. Geoffrey Self, The Hiawatha Man: The Life and Work of
Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 86.
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composed the last of the Hiawatha cantatas in the
trilogy, Hiawatha's Departure, which received its
world premiere on October 3, 1900. In totality the
entire trilogy was recognized by leading musical
figures in Britain as a seminal work that possessed an
exotic charm and an uncanny ability to connect with
choristers and audiences regardless of race, color, or
social status. Geoffrey Self cites the celebrated
British musician Sir Malcolm Sargent, as echoing a
similar sentiment:

The whole of Longfellow's poem is set in lines

that don't rhyme: each consists of four

trochees...It would seem impossible to set a work
lasting in all its three parts nearly two hours
always in this scansion...but it is so cleverly
done and so amazingly varied in its musical rhythm
that one forgets the monotony of the poem.“

Other projects that followed included commissions
from Beerbohm Tree involving writing incidental music
to Stephen Phillip's drama, Herod, at Her Majesty's
Theatre in 1900; in 1901 a cantata for the Leeds
Festival titled Blind Girl of Castel-Cuillé; an

orchestral work from Glouchester titled Idyll; and a

large-scale work for the Three Choirs Festival called

49. Ibid., 106.
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The Atonement. He commenced work in 1901 for the 1902
Sheffield Triennial Festival for the latter cantata.
Several years filled with conducting engagements,
overseas travels, teaching duties, and varied
composition projects were to pass before he received
his next major commission from the Brighton Festival
in 1908, for which he composed the Bon-Bon Suite, a
work that rivaled the popularity of his earlier
Hiawatha trilogy. Later in 1909 he received another
commission from the Brighton Festival, a work entitled
Endymion's Dream. In 1909 he was engaged to compose
and conduct a new orchestral work for performance in
the United States at the Litchfield Festival; this
work was to become titled, The Bamboula. Right on the
heels of Bamboula, Coleridge-Taylor began writing
another work for the Litchfield Festival, A Tale of
0ld Japan, completed in April 1911; the Violin
Concerto in G Minor, also commissioned by the
Litchfield Festival in Connecticut, received its world
premiere at the same concert featuring, A Tale of 01d

Japan. He also received a commission from the Beerbohm

34



Tree to compose The Forest of Wild Thyme;
incidentally, this performance was never realized.
The responses to these commissions were
particularly varied, ranging from thunderous ovations
and universal acceptance by audiences and critics, to
undiluted condemnations and chastisement. Nonetheless
they serve collectively as a chapter in Coleridge-
Taylor's life that reveal a provisional source of
financial stability outside of teaching
responsibilities and studio instruction; and the
prominence and respect he achieved as a composer not

only throughout Britain, but around the world.

1.6 RECEPTION IN THE UNITED STATES OF AMERICA

The third chapter of Coleridge-Taylor's life
influenced by the success of Hiawatha's Wedding Feast
involved his three visits to the United States in
1904, 1906, and 1910,°° all of which were arranged on

the basis of his status as an established musician of

50. William Tortolano, Samuel Coleridge-Taylor: Anglo-
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1977), 72.

35



color. Prior to his first visit in 1904, he received
word of the adulation bestowed upon him by the
African-American community in the United States; he
enthusiastically composed the Toussaint 1'Ouvertuoure,
op. 46 in response to this unexpected honor,’! being no
doubt intrigued by the exploits of the Caribbean
revolution instigated by Toussaint for the liberation
of slaves in Haiti.

Coleridge-Taylor's initial wvisit in 1904 was
preceded by an invitation in 1901, but circumstances
prevented his ability to travel until 1904. The
electricity surrounding his arrival in the United
States amongst the Negro community proved phenomenal.
Tortolano describes their general concept of the
Englishman:

American Negroes looked upon Coleridge-Taylor as

an outstanding example to their race: a man of

intellect, talent, and success. He became a

household word and an inspiration to many American

Negro homes and model of one who could overcome
racial and prejudicial difficulties.?
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Doris Evans McGinty elaborates further on Coleridge-

Taylor's influence in North America:
While Americans in general were impressed by
Samuel Coleridge-Taylor's success and intrigued by
the thought that a person of African heritage
could be the idol of London audiences, many
African-Americans looked upon the composer with an
admiration that frequently bordered on hero

worship. Black newspapers followed his career and

kept readers supplied with news of his

successes. 23

In 1901, three years before Coleridge-Taylor's
arrival in the United States, the American premiere of
Hiawatha's Wedding Feast and The Death of Minnehaha
took place in Norwalk, Connecticut by the Litchfield
County Choral Union, both of which were successfully
undertaken.”® Meanwhile, Negro intellectuals in
Washington had been tracking his progress in England,
and they decided that his presence in the nation's
capital would prove beneficial to members of the Negro
race. Through their instrumentality the trip to

Washington became a reality:
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Under the leadership of Mrs. A. F. Hilyer, who had
met Coleridge-Taylor in London, they organized the
S. Coleridge-Taylor Society of Washington, D. C.
Their aim was to bring the composer to Washington
to conduct their group in a festival of his own
works. Coleridge-Taylor's acceptance was of vital
significance to the future role that Negro com-
posers and performers would play in American
music. With the aid and sponsorship of this
farsighted and civic minded society, Coleridge-
Taylor helped break down long standing racial
barriers with regards to the acceptance of

Negroes as composers and performers of serious
music by white Americans.”’

By the time Coleridge-Taylor arrived in
Washington D.C. in November 1904 he was a celebrity of
no mean stature. His picture could be found in major
papers everywhere, and he was consistently bombarded

56

by numerous admirers. The first concert took place on

November 16 in the Convention Hall to a sold-out house
with a seating capacity of two thousand seven hundred
seats, “and at least one third of the audience was

w57

white. The concert featured the complete Hiawatha

55. Ellsworth Janifer, “Samuel Coleridge-Taylor in
Washington,” Black Music Research Journal 28, no. 2 (1967):
186.

56. Geoffrey Self, The Hiawatha Man: The Life and Work of
Samuel Coleridge-Taylor (Aldershot, England: Scolar Press,
1995), 160.

57. Ibid., 160.

38



trilogy performed by an entire colored chorus and
soloists; and accompanied by a contracted orchestra
comprising musicians from top-level musical
organizations in the tri-state supplemented with
members of the Marine Band. Despite the attention
given towards Coleridge-Taylor and his featured work,
Self observes that it was the orchestra that
captivated both black and white members in the
audience, and quotes a Washington correspondent of The
Georgia Baptist expressing the significance of the
occasion:
The event marked an epoch in the history of the
Negro race of the world. It was the first time
that a man with African blood in his veins ever
held a baton over the heads of the members of the
great Marine Band, and it appeared to me that the
orchestra did its best to respond to every
movement of its dark-skinned conductor.””®
Self compares the viewpoint of Berwick Sayers,
Coleridge-Taylor's close friend and first biographer,
who comments specifically on the impact the experience

had on the Negro psyche:

The audience and the newspapers stopped little
short of delirium in their enthusiasm. To them he

58. Ibid., 161.
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was the living realization of their highest ideal,

the indisputable and accepted proof that the more

exalted ways of creative art were open to and
attainable by the negro.”’

The remainder of his time in the United States
was made up of visits to various universities and
schools; an invitation to the White House to meet
President Theodore Roosevelt, who made up warmly for
his absence at the initial concert in Washington; and
other concerts jointly featuring his music and other
works. His return to Britain after this exceedingly
profitable and successful visit impressed upon him his
role as an Ambassador for his race and a cultural
icon. Consequent visits in 1906 and 1910 were no less
impacting than the first; summarily, his approach to
musical composition involved two camps: on one hand,
writing music deriving elements associated with the
Negro race as a means of perpetuating and
simultaneously integrating European and African
musical elements; and on the other, of maintaining the

distinction of being a British composer in the long-

standing tradition of European masters.
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1.7 FINAL YEARS

Despite the overwhelming success of the greater
portion of his music during his lifetime, Coleridge-
Taylor consistently had difficulties creating a
stable, financial environment for himself, his wife,
Jesse Walmisley, and their two children, Gwendolyn and
Hiawatha. As a result he was constantly working or
composing music, tasks for which he was not always
suitably compensated. Unlike the musical scene on the
European mainland, British composers did not enjoy a
climate suited for monetary security solely through
writing music; and more than desired, they had to
resort to other activities to support themselves.
Simply put, Coleridge-Taylor was the cruel victim of
overwork, little of which provided financial and
physical well-being. In addition to the previously-
mentioned weighty commissions and international
excursions, he assumed professorial posts at
universities and permanent conducting positions; he
was in frequent demand as a guest conductor and

festival adjudicator around the United Kingdom; and he
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composed music daily as far as his schedule would
allow, with or without commission requests. The
success of his warhorse trilogy from Longfellow’s Song
of Hiawatha did not provide him with the financial
foundation he needed through royalties; the full
rights and copyright of the initial work, Hiawatha's
Wedding Feast, were sold entirely to the Novello
Publishing House for £15; and other incoming revenue
proved unable to set his mind and body at rest.

On August 28, 1912, whilst on his way to West
Croydon station, he collapsed but managed to make his
way home. He was later diagnosed with acute pneumonia

and passed away on September 1, 1912.
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CHAPTER 1II

THE HISTORY OF HIAWATHA'S WEDDING FEAST

2.1 HENRY WADSWORTH LONGFELLOW AND THE SONG OF

HIAWATHA

Samuel Coleridge-Taylor's legacy exists today in
great part due to the writing of Henry Wadsworth
Longfellow's epic poem The Song of Hiawatha, within
which the text for Hiawatha's Wedding Feast is
located. Its appearance on the literary scene upon its
completion in November 1855 seized the imaginations of
the aristocracy and the general public alike all
around the world. In a similar manner of bringing
great fortune to the young Afro-British composer
through his cantata setting, this work consolidated
Longfellow's reputation as one of the most successful
poets of his generation. Indeed, he is recognized as
the first American poet in its history to derive his
income solely from writing.

In many ways, therefore, this poetic phenomenon

deserves our attention towards understanding its role
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as a commercial magnet in the mid- to late nineteenth
century. In the paragraphs below the following
parameters of The Song of Hiawatha will be reviewed:
the circumstances surrounding Longfellow's composition
of the poem, and the general nature of the poem's
content with particular emphasis on the portion
Hiawatha's Wedding Feast. This survey will be followed
by details surrounding the creation of Coleridge-
Taylor's setting of Hiawatha's Wedding Feast for mixed
voices and orchestra, including aspects related to its
premiere and future performances through to the
present day.

Henry Wadsworth Longfellow (1807-82) was a
distinguished American academician, professor, and
poet, the latter for which he preferred to be publicly
remembered. (figure 1) His career developed with great
felicity in the United States, Germany, France, and
other European nations. Indeed, his reputation as an
academician and a scholar of letters was held in high

esteem by respected teachers. The literary gifts he
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Fig. 1: Henry Wadsworth Longfellow.
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possessed were early observed by the Trustees at his
alma mater, Bowdoin College in Maine, and he was
offered a teaching position following his Commencement
Exercise on the condition that he would “repair to
Europe (without expense to the college), to fit

780 This was to form the

himself for his new duties.
first of four trips to the continent, through which he
became acquainted and fascinated with the works of
influential personalities of literature including
Goethe. Following this initial sojourn he returned to
Bowdoin College where he began his career teaching
French, German, Spanish, and Italian. Throughout his
career Longfellow enjoyed the prestige of notable
appointments at universities throughout the United
States and Europe, and maintained a rigorous schedule
of academic pursuits which included the translation of
classical works and the editing of scholarly volumes

of poetic masterpieces.

The Song of Hiawatha was written following a

60. James Taft Hatfield, New Light on Longfellow: With
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Riverside Press, 1933), 6.
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period of creative drought during which he was active
as a professor in Cambridge, Massachusetts. The
impulse to write the work came in June, 1854 and the
work was completed in November, 1855. Although
previous works by the poet such as Evangeline (1847)
and The Golden Legend (1851) had received significant
attention, Longfellow himself was pleasantly surprised
at the commercial success of his latest “native” work.
One writer comments on the public's reception of the
poem:

An exuberant reception greeted the appearance of
The Song of Hiawatha in Boston bookshops in
November 1855. In the first six months about fifty
thousand copies crossed the counter, matching the
record-breaking sales of an American book five
years earlier, Uncle Tom's Cabin, a work with
which it shared certain affinities: liberality of
emotion, grandeur of effect, national cogency—and
readability. Shortly before the poem's
publication, the nation's and soon the world's
best-loved poet, Henry Wadsworth Longfellow, had
resigned his post as professor of modern languages
and soon became the first poet in America's
history to earn a living from writing alone.®

Another writer echoes similar sentiments:

The Song of Hiawatha...enjoyed international

61. Alan Trachtenberg, Shades of Hiawatha: Staging
Indians, Making Americans, 1880-1930 (New York: Hill and Wang,
2004), 52.
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acclaim and within a decade was translated into
dozens of languages...Readers were known to have
committed long sections of the poem to memory even
as late as the first two decades of the twentieth
century. Hiawatha easily meshed with America's
middle-class popular culture; it was high-minded
in its models, yet pleasingly unambiguous in its
verse. Though Longfellow may later have been
criticized for sentimentality, the clever Harvard
don knew how to meet the aesthetic and emotional
needs of his large readership.®
Trachtenberg's reference to the previously
successful work Uncle Tom's Cabin provides some
insight into the formulas devised by Longfellow and
implemented in The Song of Hiawatha that contributed
to its success. The subject of the poem centered on a
subject that was fresh in the minds of Americans, and
was subsequently proliferated through the media to
countries around the world. The Native Indian
community was still seen as a novelty to the American
population, and their way of life as they knew it was
often conveyed either in grossly exaggerated or
demeaning forms. Longfellow's poem successfully

transformed a topic of exoticism into a romanticized

account of love, intrigue, and yearning. Indeed,
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emotional thrill, national relevance, and timing—all
coupled with stylized content suitable for all social
classes—were ingredients that made The Song of

Hiawatha a poetic blockbuster.

2.2 HIAWATHA IN NATIVE AMERICAN FOLKLORE

It is important at this junction to contrast the
fictional and historic accounts of the main
protagonist of Longfellow's poem, Hiawatha. In The
Song of Hiawatha, Longfellow's character is a young,
mythical chief, able to “talk to animals and outrun an

arrow shot through the air.”®

Longfellow chose the
name Hiawatha because he deemed it well suited for the
metric structure he desired to use to write the poem.
Dennis Fradin reveals that Longfellow was first
introduced to the name upon his reading of Henry
Schoolcraft's book The Myth of Hiawatha written in the

mid-1800s.% The Hiawatha that Schoolcraft describes,

however, is incorrectly named, according to Fradin. In
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actuality, Schoolcraft's description matches that of
Manabozho, “a god of the Chippewa tribe, which lived
near Lake Superior in Michigan, Minnesota, and
Canada.”® Another author points out that Schoolcraft's
Hiawatha was the Chippewas's primal being Nanaboza.®®
Whichever the case, it may be understood that the
legacy of the true Hiawatha was misrepresented from
the very beginning; several years later when
Longfellow recalled the American hero for use in The
Song of Hiawatha, it was this representation that
fixated itself in the minds of readers across the
globe through the poem's immense popularity.

The true Hiawatha was no mythical figment of
one's imagination; he was a real, living individual
from the Iroquois tribe that resided in the area
occupied today by New York State. Little is known
about his birth or early childhood. It is generally
assumed that he existed in the fifteenth or sixteenth

centuries. Prior to his birth, Iroquois legend tells

65. Ibid.

66. Thomas R. Henry, Wilderness Messiah: The Story of
Hiawatha and the Iroquois (New York: William Sloan Associates,
Inc., 1955), 35.
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of vicious wars that took place between Indian tribes
in the New York lake country. The commandment of
Teharonhiawagon, the Indian Master of Life, to love
one another and live in harmony and goodwill, was
utterly trodden upon and great slaughters pushed these
tribes to the verge of extinction. Thomas Henry cites
Jacques Cartier, a European who came in contact with
the Huron tribe in 1534-35, confirming these deadly
conflicts: “The Tsonnontowunens [Hurons] do constantly
war among themselves, and they showed us the skins of
five men spread on a board as we do parchment."67
Warring tribes in the surrounding region included the
Hurons, Petuns, Wonderonks, Mohawks, Senecas,
Algonguin Abnakis, (“people of the sunrise”) and the
Iroquois.

Hiawatha was a member of the Iroquois tribe, and
became renowned for his oratorical and diplomatic
prowess. Legend has it that his wife, Minnehaha, and
his seven daughters, were brutally murdered by the
evil Ododarhoh. Distraught by his loss, Hiawatha

retreated to the forest where he remained grieving in

67. Ibid., 28.
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solitude.

At this point Degandawida, “He-the-Thinker” made
his appearance. Recognized as a prophet, mystic,
saint, poet, and the messiah of Native Americans, he
epitomized the Native American's concept of a savior,
one who would deliver them from their woes of strife
and bloodshed. Degandawida's purpose and subsequent
relationship with Hiawatha is best articulated in a
vision he received described here:

He saw a titanic spruce tree whose upper branches

broke through the sky into the everlasting light

of the Elder Brothers. The tree grew out of a

luminous snow-white carpet spread over rock-strewn

hills. This tree was the sisterhood of humanity.

Its roots were the five tribes. At the top of the

tree was perched an eagle, watching constantly in

all directions for any enemy who came to disturb
the peace.68

This account symbolized the unity Degandawida
envisioned for Native American tribes governed by
concept of Ne Gayanensagona, “the universal law of
equity.” All the tribes were to live together in this
sisterhood of humanity, eradicating warring factions

and genocide among their people. This is further

explained here:

68. Ibid., 32.
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Degandawida sought to use the same symbolism [the
spruce tree] on a higher level. They envisioned
the human race as a single far-spreading family
founded upon and preserving the virtues and
traditions of the firesides. War, as they knew it,
had been the quarreling of children. They had
little comprehension of the more bitter, although
far less cruel, quarreling over land and gold, and
therein lay the eventual failure of their dream.®’
The prophecies expressed in the above quotations
were to come about through the instrumentality of
Hiawatha. Despite the many gifts Degandawida
possessed, he had a significant flaw through a speech
impediment. In order to realize his vision for his
people, he needed someone with speaking talents, and
real-life experiences that would fuel the pathos and
charisma of the message. Hiawatha proved an ideal
candidate for this purpose, and Degandawida proceeded
to approach him during his solitary sojourn in the
forest to join him in his mission.
Needless to say, Hiawatha was at first

apprehensive to the idea of forgiving the man that

murdered his wife and daughters, let alone to being

69. Ibid., 33.
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the main spokesperson to advocate for peace, pardon,
and goodwill. He was eventually persuaded, however,
and Hiawatha was to become Degandawida's first and
foremost disciple; together, they achieved a most
remarkable political structure, the Great Peace, which
was also called The League of Five Nations’® some
decades prior to the Declaration of Independence by
the United States of America.

The significance of this historical Hiawatha in
Native American lore is certainly deserving of one's
attention in the reading of Longfellow's fictional
account; for the implications of the characteristics
of Longfellow's protagonist would no doubt affect the
sympathies of the readers, and particularly, in this
instance, that of Coleridge-Taylor. In fairness to
Longfellow's imaginative powers, he must be given
credit for interweaving inventive prose with true
accounts of the legendary figure. For example,
Hiawatha was known primarily for his diplomatic
efforts in uniting warring tribes in bonds of peace;

this sentiment is voiced earlier in Longfellow's Song

70. Ibid., 29.
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of Hiawatha in the tenth division titled “Hiawatha's
Wooing.” At this point in the poem, Hiawatha expresses
his intention to his grandmother Nokomis to request
the hand of Minnehaha in marriage from her father, the
ancient Arrow-maker. He is discouraged because
Minnehaha's tribe shares no amicable relationship with
his own. Longfellow depicts the scene and Hiawatha's
response to the dilemma in this manner:

Smiling answered Hiawatha:

"In the land of the Dacotahs

Lives the Arrow-maker's daughter,
Minnehaha, Laughing Water,

Handsomest of all the women.

I will bring her to your wigwam,

She shall run upon your errands,

Be your starlight, moonlight, firelight,
Be the sunlight of my people!"

Still dissuading said Nokomis:

“Bring not to my lodge a stranger
From the land of the Dacotahs!

Very fierce are the Dacotahs,

Often is there war between us,

There are feuds yet unforgotten,
Wounds that ache and still may open!"

Laughing answered Hiawatha:

"For that reason, if no other,

Would I wed the fair Dacotah,

That our tribes might be united,
That old feuds might be forgotten,
And old wounds be healed for ever!"'

71. Henry Wadsworth Longfellow, The Song of Hiawatha
(London: G. Barclay, Castle St. Leicester Sg., 1855), 129.
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Longfellow here subtly blends elements of fiction
with that of truth, contrary to his detractors that
deride his poem for misrepresenting the importance of
Hiawatha's personage. Indeed, uniting the feuding
American tribes is passionately voiced in the above
quotation, and this is consistent with the historical
account. It may even be purported that much of the
poem's success may be attributed to the actuality of
its major themes, a possibility deserving of

additional research and scholarship.

2.3 COLERIDGE-TAYLOR AND HIAWATHA'S WEDDING FEAST
Coleridge-Taylor endeavored to take extra pains
to become better acquainted with Longfellow's
Hiawatha, and in all likelihood, became knowledgeable
of the true legend as far as was possible. Before
Coleridge-Taylor began work on his musical setting he

72

committed the entire poem to memory. Such dedication

72. William Tortolano, Samuel Coleridge-Taylor: Anglo-
Black Composer, 1875-1912 (Metuchen, NJ: Scarecrow Press, Inc.,
1977), 44.
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on the part of the composer underlines his fastidious
approach to preparation; and the possibility that he
had acquired information on the true Hiawatha—coupled
with his personal experiences up to that point of his
life—has important implications on the compositional
process of the work.

First, the underlying theme of unity among a
disenfranchised and displaced people would have
solidified his personal sympathies for members of the
Negro race, particularly in the United States. Second,
the optimistic thrust of the poem may have served to
fuel his intentions to attempt a musical setting.
Being knowledgeable of the entire poem's contents and
being fully aware of its ending, his choice for
setting the most festive scene of the work reveals his
positive outlook on a situation that—considering the
factual account-may be construed in a most negative
manner; And finally, on a more personal level, he
could relate to Chibiabo's dedicatory love-song since,

at the time, he was courting Jessie Walmisley who was
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to become his wife just a few years later.’

Other factors were at work that served to
influence the composition of the cantata. Indeed,
Coleridge-Taylor was not the first to attempt a
setting of a portion of Longfellow's poem. His
investigation of the subject matter and related
musical associations no doubt led him to the work of
Antonin Leopold Dvorak, (1841-1904) a Czech
nationalist composer who wrote music in the late
Romantic idiom with a special emphasis on
incorporating folk music elements of Moravia and his
native Bohemia. (figure 2) Dvotrédk's creative output
attracted praise from composers, critics, and
audiences alike, with works ranging from choral
masterpieces to symphonies to operas.

Dvorak's work is especially relevant to this
present discussion on Hiawatha because he was one of
the first major composers from the Classical tradition

to consciously incorporate American elements into his

73. Charles Kay, “The Marriage of Samuel Coleridge-Taylor
and Jesse Walmisley,” Black Music Research Journal 21, no. 2
(2001) : 159.
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large-scale compositions prompted by an invitation and
his brief tenure to the United States from 1892 to
1895. Although his compositions such as the “American”

String Quartet and his New World Symphony are works

Fig. 2: Antonin Dvorak.

famously attributed to Dvorédk, a lesser-known fact is

that the composer was initially approached by his
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patron, Jeannette Thurber, to write an American opera
based on Longfellow's poem The Song of Hiawatha.
Although the project failed to materialize,
considerable research on the part of Dvotrdk was
undertaken; and, shortly to be highlighted, musical
aspects of that research were incorporated into other
works, particularly the New World Symphony.

Three factors deserving of our consideration in
the proposition that Coleridge-Taylor was influenced
through his study of Dvotédk's music include the
following: Dvotrédk's own reference to the influence of
Native American lore in the writing of the New World
symphony; the incorporation of the pentatonic scale in
the composition, indicative of his belief that
African-American and Native American musical elements
are identical; and gquotations of rhythmic and melodic
components typically associated with music of Native
Americans.

Dvordk himself stated the direct relation of
Longfellow's poem and his writing of the New World

Symphony, stated here by Michael Beckwith taken from
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an interview with the composer on the day of the
symphony's premiere, 15 December, 1893 in the New York
Herald:

The second movement is an Adagio. But it is
different to the classic works in this form. It is
in reality a study or a sketch for a longer work,
either a cantata or an opera which I purpose
writing, and which will be based upon Longfellow's
"Hiawatha." I have long had the idea of someday
utilizing that poem. I first became acquainted
with it about thirty years ago through the medium
of a Bohemian translation. It appealed very
strongly to my imagination at that time, and the
impression has only been strengthened by my
residence here. The scherzo of the symphony was
suggested by the scene at the feast in Hiawatha
where the Indians dance, and is also an essay I
made in the direction of imparting the local color
of Indian character to music.’®

Clearly, Dvorak was influenced by Native American
elements in the composition of his symphony, and the
influence of these elements is evident in the melodic
and rhythmic components of the music. Such influences
extend not only to those of Native American origin,
but also of the African-American spiritual. The famous
Largo movement (example 1) from the symphony contains
such an example in its application of the pentatonic

scale, a device found in the American Negro spiritual.

74. Michael Beckerman, “Dvotrédk's New World Largo and The
Song of Hiawatha,” 19th-Century Music 16, no. 1 (1992): 36.
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Ex. 1. Dvorak's New World Symphony, opening measures
of the Largo theme, mm. 7-10.
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One of Dvorak's main objectives during his time in the
United States was to foster an American School of
Composition through its native music, of which he was
given several opportunities to hear and study.”’

The melody of the Largo movement is reminiscent
of a Negro spiritual melody; in this respect he
maintained a belief that the two native musical forms
in the United States—that of Native American and the
Negros—are synonymous, therefore setting the
precedence for its incorporation in a work bearing
Native American affiliations. John Clapham cites a
quotation from Dvorédk in an interview with the New
York Herald on 12 December, 1893 that clarifies the

composer's position on the matter:

75. John Clapham, “The Evolution of Dvofradk's Symphony
'From the New World,'” The Musical Quarterly 44, no. 2 (1958):
168-69.
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Now, I found that the music of the Negroes and of
the Indians was practically identical. I therefore
carefully studied a certain number of Indian
melodies which a friend gave me, and became
thoroughly imbued with their characteristics with
their spirit in fact. It is this spirit which I
have tried to reproduce in my new symphony. I have
not actually used any of the melodies. I have
simply written original themes embodying the
peculiarities of the Indian music, and using these
themes as subjects, have developed them with all
the resources of modern rhythm, harmony,
counterpoint and orchestral color.’®
Other well-known compositions that contain
recognizable devices of American origin include his
“American” String Quartet, op. 96, using the
pentatonic scale and marked syncopated rhythms in the
theme. Indeed, its festive atmosphere is likened to
that of a party or celebration taking place among the
slaves on a plantation or within a Native American
tribe in the wide plains of North America’s heartland.
(example 2) Such accounts are invaluable in providing
insight into the development of classical music in the

United States, and its consequent role in educating

European composers in similar areas.

76. Ibid., 169.
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Further connection between the music of Dvoréak
and Coleridge-Taylor on this point may be identified
by tracing Dvorak's introduction to Great Britain.

Prior to his first arrival in 1884, Dvorak's Stabat

Ex. 2: Opening measures of Dvorak's “American” String
Quartet, with characteristic American elements in the
theme; viola (mm. 1-6) and first violin. (mm. 7-10)

Allegro ma non troppo
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Mater received its British premiere to rave reviews.'’

He enjoyed several subsequent visits to the Great
Britain and composed several choral works for choral
societies in Birmingham and Leeds, and also wrote
symphonic works for the Royal Philharmonic Society.
Among these works include the cantata The Spectre's
Bride, (1885) the oratorio St Ludmila, (1886) and the
Requiem. (1891) More details on Dvorédk’s music and its
influence are presented later in this document.

Considering the sum of the factors outlined above
it is not difficult to postulate that Coleridge-Taylor
had a consolidated and legitimate model to exemplify
for his Native American cantata. Not only had Dvorak
been exposed first-hand to Native American music and
its environs, but he was a European composer of
considerable stature and held in esteem throughout the
mainland and—relevant to the current discussion—by the
choral community in Great Britain.

The impetus to create a secular choral cantata

may have been due in part to the genre's popularity in

77. Viktor Fischl, “Dvotrédk in England,” Proceedings of
the Musical Association, 68™ Sess. (1941-1942): 2.
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the Victorian age. Lee Orr reminds us of the attention
and influence it wielded in the latter part of the
nineteenth century and early decades of the twentieth
both in Great Britain and the United States:

The fifty years from 1870 through 1920 mark the
period in which the cantata proved a favorite
secular choral medium, along with the part song,
for both English and American composers and
audiences. Even a cursory examination of
bibliographies, as well as publishers' listings of
their works, reveals an astonishing number of
cantatas written during the period.31 Many
cantatas were composed for the major annual or
triennial festivals at Norwich, Leeds, Birming-
ham, and elsewhere. These inaugurated the era of
what has been described as the English
renaissance of the last two decades of the cen-
tury, in which leading composers such as Parry,
Cowen, Mackenzie, and others supplied English
choral societies with a steady stream of cantatas
and odes.’®

It was under such favorable conditions that
Coleridge-Taylor started his setting of Hiawatha's
Wedding Feast in the winter of 1897, completing it a
few months later in the spring of 1898 with the
blessing of his teacher and mentor, Sir Charles
Stanford. The music publishers, Novello, purchased the

work and all copyrights for a flat fee of 15 pounds.

78. N. Lee Orr, “Dudley Buck and the Secular Cantata,”
American Music 21, no. 4 (2003): 420.
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Under normal circumstances, the composer would have
retained at least the copyright and negotiated royalty
arrangements; but Geoffrey Self provides some insight
into the nature of the agreement between the two
parties:

Littleton [Novello's proprietor at the time] was a

businessman; not insensitive, but simply unable to

perceive much profit in an unknown young coloured
man whose chamber music was admired by cognoscenti
but whose previous work published by Novello had
yet to make a respectable return. Coleridge-Taylor
was ever in immediate need of money, and was
flattered that a major publishing firm would take
on a substantial choral work. With all the
timidity of his person and the insecurity of his
upbringing and of his racial and class background,
he could not find it within him to press for
better terms.’’

Rehearsals began at the Royal College of Music
shortly after its publication, and its premiere was
held on November 11, 1898 on a program that also
featured Beethoven's Fifth Symphony and Rossini's
overture to The Barber of Seville. The bashful
Coleridge-Taylor sequestered himself from the

attentive audience during the performance of his work.

When the audience responded enthusiastically at the

79. Geoffrey Self, The Hiawatha Man: The Life and Work of
Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 71.
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cantata's completion he dashed out to avoid receiving
any attention, but was soon fetched and presented
before the rousing applause. The occasion signaled a
new chapter in the life of the young musician,
thrusting him into the limelight and imbuing him with
a sense of confidence previously overshadowed by doubt

and personal insecurities.

2.4 INFLUENCES BY SELECT COMPOSERS: STANFORD, ELGAR,
AND DVORAK.

Hiawatha's Wedding Feast was composed in Great
Britain at a time when choral music enjoyed

80 At the time of the cantata's

significant popularity.
writing masterworks of major composers were being
created and performed by choral societies around the
country, many of which established themselves as
staples in the performing repertoire of choral music.

Three notable composers that were active during this

period, and influential in Coleridge-Taylor's

80. Sandra McColl, “Gerontius in the City of Dreams:
Newman, Elgar, and the Viennese Critics,” International Review
of the Aesthetics and Sociology of Music 32, no. 1 (June 2001):
48.
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compositional process, include Charles Villiers
Stanford, Edward Elgar, and Antonin Dvorak.
Sir Charles Villiers Stanford (1852-1924) is

relevant to this discussion chiefly due to his close

81

interaction with Coleridge-Taylor, and his influence

on Britain's developing musical scene in the late

82

nineteenth century. The importance of Stanford's

relationship with Coleridge-Taylor is expressed here
by William Tortolano, describing their interaction
during Coleridge-Taylor's student days at the Royal
College of Music:

Coleridge-Taylor soon idolized his famous teacher.
Stanford possessed fine musicianship and a large
fund of general knowledge. In addition to his
important teaching duties at the Royal College, he
enjoyed the intellectual atmosphere as organist
and professor at Trinity College, Cambridge.
Stanford was evidently a methodical and thorough
teacher who drilled his pupils in the logic order
of musical crafstmanship. Young Coleridge-Taylor's
progress was such that in March, 1893, he applied
for one of the nine open scholarships at the

81. Geoffrey Self, The Hiawatha Man (Cambridge:
University Press, 1995), 21.

82. Thomas F. Dunhill, “Charles Villiers Stanford: Some

Aspects of His Work and Influence,” Proceedings of the Musical
Association, 53rd Sess. (1926-27): 45.
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college and was successful, thereby becoming a
Scholar.®®

Stanford further supported Coleridge-Taylor and
William Hurlston—the latter considered to be
Stanford's best“—through active performances of their
works:
For his early orchestral efforts, Coleridge-Taylor
benefited from performances by his fellow students
directed by Henry Holmes and Stanford. Stanford
seems to have been generous in allocating
rehearsal time for works by Coleridge-Taylor and
fellow student William Hurlstone. Others,
including Henry Walford Davies, Ralph Vaughan
Williams, and Gustav Holst, did not have so much
support from their professor.85
Among the large-scale, sacred choral works by
Stanford that predate Hiawatha's Wedding Feast include
The Three Holy Children, (1885) Requiem (1896) and Te

Deum. (1898) Initial reviews of the Requiem were

tempered, but mixed.®® Stanford, because of the work's

83. William Tortolano, Samuel Coleridge-Taylor: Anglo-
Black Composer, 1875-1912 (Maryland: Scarecrow Press, 2002),
10.

84. Geoffrey Self, The Hiawatha Man (Cambridge:
University Press, 1995), 22.

85. Geoffrey Self, “Coleridge-Taylor and the Orchestra,”
Black Music Research Journal 21, no. 2, 2001): 263.

86. Paul Rodmell, Charles Villiers Stanford (Hants,
England: Ashgate Publishing Ltd., 2002), 192.
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commissioned status, maintained a conventional
approach to his writing style for this work; Paul
Rodwell notes that he based his setting on the style
of his European contemporaries, notably Verdi and
Dvorak.®’ With this in mind Coleridge-Taylor may not
have used these works as epitomized models for his
cantata, understanding that his work was to be as
fresh in its musical inventiveness as the poem's
exotic content.

Stronger connections, however, exist in Stanford's
setting of Part I of the secular poem The Golden
Legend in 1875, a work that remained unfinished and
manuscript-bound. Jeremy Dibble describes Stanford's
inspiration:

With the completion of Die Auferstehung Stanford

was ready to tackle a work with a dramatic

dimension and on a bigger scale than he had
hitherto attempted. Inspired by the exemplars of

Schumann's secular oratorios, Das Paradies und die

Peri and Scenes from Goethe's Faust, Part II,

Stanford saw the potential for a work on similar

lines in Longfellow's The Golden Legend which

recently appeared in print in 1872 as the second
part of the poet's trilogy Christus: A Mystery.®®

87. Ibid., 195.

88. Jeremy Dibble, Charles Villiers Stanford: Man and
Music (Oxford: Oxford University Press, 2002), 65.
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This exposure to Longfellow's material may have
served to influence Stanford in encouraging his
pupil's interest in the Song of Hiawatha, possibly
even exchanging thoughts and ideas on the poetry's
subject matter.

The influence of Sir Edward Elgar (1857-1934) on
Coleridge-Taylor and his compositional style may be
observed through the revision of select literature.
His successful career spanning several decades earned
him the reputation of the foremost British composer of

8 and his music was well-known in Britain and

his day,
European nations, particularly his Enigma Variations.
Interestingly, Elgar shares a Longfellow connection
with Coleridge-Taylor; the older composer completed
his setting of the secular Longfellow poem The Black
Knight, written between 1889 and 1893. This secular
cantata is approximately thirty-five minutes in

length, nearly akin to that of Hiawatha's Wedding

Feast. In his article, “Coleridge-Taylor and the

89. Stanley Weintraub, “Shaw's Musician: Edward Elgar,”
Shaw 22 (2002): 1.
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4

Orchestra,” Geoffrey Self notes that Coleridge-Taylor

emulated Elgar and sought, for a time, to reproduce

elements of his style in his music.”®

One may adduce
from the preceding information, therefore, that
Coleridge-Taylor, in his research and study of
material for his cantata, referred to existing works
of Elgar.

Notwithstanding Coleridge-Taylor's affinity to
Elgar, there were differences with their approaches to
musical composition and general music practice. This
observation in reference to the premieres of
Coleridge-Taylor's Hiawatha's Wedding Feast and
Elgar's Dream of Gerontius—the latter composed a year
after the former—provides insight into the levels of
success both works attained at their premieres. For
instance, Self highlights the following in Coleridge-
Taylor's experience following his training at the
Royal College of Music:

After leaving college, Coleridge-Taylor was very

much a "hands-on" musician, plunging into the
amateur orchestral world of southern England. This

90. Geoffrey Self, “Coleridge-Taylor and the Orchestra,”
Black Music Research Journal 21, no. 2 (2001): 270.
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practical experience colored his whole approach to
orchestral writing. He was aware of the effect of
gaps in the orchestral fabric when
instrumentalists were absent (or perhaps had not
been recruited in the first place). He knew which
keys would make for less-than-perfect intonation
in the strings; how a nervous oboist might ruin a
too-prominent solo; how out-of-tune brass might
erupt and cause chaos.”*

This account of Coleridge-Taylor reveals his
knowledge of the workings of amateur choirs and
orchestras, and is subsequently demonstrated in the
writing of Hiawatha's Wedding Feast and later
successes. Elgar's cantata, The Dream of Gerontius, on
the contrary, was poorly received at its premiere at
the Birmingham Choir Festival just two years following
the premiere of Coleridge-Taylor's cantata.
Incidentally, Coleridge-Taylor's Hiawatha's Departure—
the last in his Hiawatha trilogy—was also performed on
the same program:

Where choirs and orchestras quickly warmed to the

social drama and conviviality of The Song of

Hiawatha, The Dream of Gerontius had a woeful

first performance at the Birmingham Festival of

1900. The choir was uncomprehending, and the

conductor Hans Richter was ill prepared. The

choir might have made a better effort if it had
not been exhausted by a heavy festival program.

91. Ibid., 262.
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This included a first performance of Coleridge-
Taylor's Hiawatha's Departure, the third part of
the trilogy.”?

Another account of the fateful premiere is here
provided by a close acquaintance of Elgar who was
present at the first performance:

A great many most unfortunate and tiresome things
had happened. In the first place, Elgar had
himself been to blame in being dilatory in
getting the chorus parts corrected and returned
to the printers. I am pretty firmly convinced
that Elgar had not realized the difficulty the
chorus was going to have to learn this music.
Choruses in those days had been brought up on
Handel and Mendelssohn and this music was what
one might describe as a new language. How could
they master it in just a few weeks? Elgar's mind
was soaked in this music of his and therefore it
must have seemed natural and easy to him. %’

The difference of successes both men received for
these premieres has less to do with the quality of the
works involved; rather, it centers more on their
sensibilities to adaptability. Elgar was undoubtedly
the more seasoned and experienced composer, one whom

Coleridge-Taylor admired and modelled; Elgar, however,

92. Paul Richards, “A Pan-African Composer? Coleridge-
Taylor and Africa,” Black Music Research Journal 21, no. 2

(2001) : 237.

93. Richard Powell, “The First Performance of
'Gerontius',” The Musical Times 100, no. 1392 (February 1959):
78.

75



seemed less likely to attempt to equate quality with
adaptability on all levels, including that of the
amateur choral scene of Great Britain, particularly in
this instance. Elgar's work was twice as long as
Hiawatha's Wedding Feast, and was set to a Catholic-
themed poem in a predominantly Protestant nation. In
this comparison it is not difficult to extract the
factors that contributed to the works' varying degrees
of success at their premieres.

Antonin Dvotrak (1841-1904) served to influence
Coleridge-Taylor's writing of Hiawatha's Wedding Feast
in a more direct fashion than the other composers
previously discussed. Born in Bohemia—known today as
the Czech Republic—he became one of the forerunners of
Nationalism in music. This period in Western classical
music witnessed composers primarily outside the
borders of Italy seeking to use elements in their
compositions that would showcase the nationalities
with which they were associated. One of Dvoték's
earliest choral compositions in this vein was the

cantata for mixed chorus and orchestra on Vitézslav
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Halek's patriotic ode called The Heirs of the White
Mountain, composed in 1873. John Clapham describes the
work below:

[The work's] theme made a direct appeal to the

hearts of the composer's countrymen, and the

performance convinced those who were present that

Dvotradk had responded finely to the lofty tone of

the text and that they were listening to the work

of a man of great talent.?

Dvordk's choral output continued through several
consequent large-scale works; of this output included
his Stabat Mater (1877) and Requiem. (1890) His
arrival in Great Britain and the performance of these
works and several others were met with great success, >
and he subsequently received regular commissions from
the leading choral festivals in that country,
including the Three Choirs Festival and the Birmingham
Music Festival. His secular cantata The Spectre's
Bride (1885) premiered alongside several others at

Birmingham's Festival in 1885, “including Cowen's

Sleeping Beauty, Stanford's The Three Holy Children,

94. John Clapham, Dvordk (New York: W.W. Norton and
Company, Inc., 1979), 22.

95. Ibid., 77.
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Prout's Symphony in F major and MacKenzie's Violin

Concerto.”’®

The reception of his Stabat Mater in Great Britain
proved to be the factor that led to subsequent
commissions and invitations. The work was premiered in
1883 and was enthusiastically received.’’ Later in 1884
Dvordk was invited to conduct a performance of the
work himself in London. Viktor Fischl reviews the
work's reception during this concert and cites other
masterworks with which it shared performances on that
occasion:

Although in addition to his compositions, the
programme contained such works as Gounod's The
Redemption, Cherubini's Mass in D minor, Handel's
Messiah, Bach Cantatas and Beethoven's Violin
Concerto, the interest of the audience was
concentrated above all on Dvorak's Stabat Mater,
which the composer conducted under a Gothic arch
in the nave of the ancient Cathedral.

The Stabat Mater was performed on the morning of
September 11th, and on the same evening Dvorak
conducted his D major Symphony at a concert in
the Public Hall in Worcester. "The audience was
as 1t were electrified and composer and
composition were given the most enthusiastic

96. Ibid.

97. Viktor Fischl, “Dvorak in England,” Proceedings of
the Musical Association, 68th Session (1941-1942): 2.
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reception. Stormy approbation and unending
applause shook the hall," an English critic wrote

at that time. Another critic wrote: "One of the
finest works of our time and one which in general
has no rival." And yet another: "Respect and

admiration which the audience could not repress
found vent in an outburst of enthusiasm."®

The review in The Musical Times of Dvorak's
composition and its performance reveals a similar
report:

To sum up: this "Stabat Mater" is a notable work,

and approaches as near to greatness as possible,

if it be, not actually destined to rank among
world-renowned masterpieces. It is fresh and new,
while in harmony with the established canons of
art; and, though apparently laboured and over-
developed in places, speaks with the force and
directness of genius.”’

Dvorédk's reputation in the musical scene in Great
Britain secured his position in the eyes of upcoming
composers as a European composer of considerable
status. Coleridge-Taylor, in seeking a model for his
cantata on a subject of Native American origins, found

in Dvorédk a suitable exemplar, particularly in his New

World Symphony:

98. Ibid., 5.
99. Musical Times Publications, “Stabat Mater for Soli,

Chorus and Orchestra by Anton Dvordk,” The Musical Times 24,
no. 481 (March, 1883): 156.
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Dvotradk did not write a 'Hiawatha' opera, but he
may well have written a 'Hiawatha' symphony. At
the time of its [Hiawatha's Wedding Feast]
composition, it was widely believed that the
scherzo of the 'New World' Symphony had been
inspired by the dancing of the Iroquois Indians
that Dvoradk witnessed at Spillville, Iowa,
U.S.A.. . . There is no evidence that Coleridge-
Taylor knew any Iroquois music at the time of
writing Hiawatha's Wedding Feast, but he was
familiar with the 'New World' Symphony.'%°

Self concludes by stating that Coleridge-Taylor,
in his attempt to glean all the information possible
concerning the New World, unconsciously transformed
the tunes and rhythms he heard in Dvotrak's Symphony.'%
Dvorak's brief excursion to the United States of
America and the work he accomplished there for their
nation towards creating American music underlines his
commitment to Nationalism through the application of

elements unique to their immediate surroundings.'®?

100. Geoffrey Self, The Hiawatha Man (Cambridge:
University Press, 1995), 77-78.

101. Ibid., 79.
102. Merton Robert Aborn, “The Influence on American

Musical Culture of Dvotrédk's Sojourn in America” (Ph.D. diss.,
Indiana University, 1965), 225.
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2.5 REVIEW OF PREMIERE

103 Sfter

The Musical Times's review of the cantata
its first performance (figure 3) summarizes the
sentiments of nearly all those who were present at the
concert. With this in mind the full review is
presented here. Alongside other masterworks of the day
of both Great Britain and continental Europe,
Coleridge-Taylor's cantata received a successful
reception.!®

In the review of the Musical Times, Coleridge-
Taylor’s musical style and technique are lauded for

their originality and depth of promise.'®”

Furthermore,
the composer is praised for not channeling the music
of Brahms, the legendary musician that was worshipped
at the Royal College of Music where Coleridge-Taylor

106

studied. The sentiments below represent the general

perception of the young composer at the time of the

103. Musical Times, “Review of Hiawatha’s Wedding Feast:
A Cantata for Tenor Solo, Chorus, and Orchestra, by S.
Coleridge-Taylor,” The Musical Times 39, no. 668 (October
1898): 673-74.

104. Ibid., 673.

105. Ibid.

106. Ibid.
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cantata’s first performance by the notable music
publication:

This paper has for several years past spoken of
Mr. Coleridge-Taylor as a “coming man," and drawn
attention in the most pointed manner to his quite
exceptional gifts as a composer. The originality
and strength of his music the absence of
commonplaces and cheap effects, and the beauty of
theme and workmanship in his best works have been
a source of genuine delight to the writer, who has
not only studied all of Mr. Taylor's published
works, but knows and admires others still in
manuscript. Mr. Taylor is the youngest of our
"young" composers, he is certainly one of the
strongest. His individuality is impressed upon
everything he produces, from the simplest song of
twenty bars to a long symphony, or the present
cantata.'?’

William Tortolano provides additional insight into the
public reaction to the work’s first performance:

When the finished work was first performed to a
wildly enthusiastic audience at the Royal College
of Music in 1898, it was necessary for Stanford,
its director, to leave the stage and seek out the
composer who was hiding offstage. Every London
paper devoted considerable space to this unusual
work, and without exception acclaimed it as an
artistic masterpiece.®®®

There is even reference from as early as the

initial review comparing it to the work of Dvorak,

107. Ibid.
108. William Tortolano, Samuel Coleridge-Taylor: Anglo-

Black Composer, 1875-1912, 2" ed. (Metuchen, NJ: Scarecrow
Press, Inc., 1977), 73.
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comparing it not only in style but musical
craftsmanship:

The one composer whose influence may be traced in
Mr. Taylor's works, though only in his rhythms and
occasionally in the persistent use of a short
figure of accompaniment, is Dvorak. And here we
may make bold to say that since that evening in
St. James's Hall, fifteen years ago, when the
Bohemian master's wonderful "Stabat Mater" came to
us like a new and beautiful revelation, no work
has so impressed us with the feeling of being in
the presence of a fresh individuality, anew power
in music, as has this cantata of Mr. Taylor's. We
do not mean to suggest that “Hiawatha’s Wedding
Feast" is a work of the calibre of Dvorak's opus
summum; it is only a modest effort by the side of
that masterpiece. But bearing in mind the fact
that our composer was only twenty-two when he
wrote this cantata, we are forced to the
conclusion that everything almost will be possible
to the musician who at this early age, could
produce a work so fresh, so strong, so
beautiful.!®?

Additionally, The Times of London, dated November
12, 1898, wrote about the concert a day following the
cantata’s premiere, providing even more details. It is
quoted here substantially:

The circumstances under which Hiawatha’s Wedding

Feast—a new cantata by Mr. S. Coleridge-Taylor—was
produced at the Royal College of Music last night

109. Musical Times, “Review of Hiawatha’s Wedding Feast:
A Cantata for Tenor Solo, Chorus, and Orchestra, by S.
Coleridge-Taylor,” The Musical Times 39, no. 668 (October
1898): 673.
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were for many of the hearers well-nigh as
comfortable as they could have been. The heat in
the concert-room was stifling and apparently far
more tickets had been issued than were justified
by the number of seats, in consequence of which
many people were compelled to stand throughout the
concert or leave the room without hearing a note.
So rapid and sure has been Mr. Coleridge-Taylor’s
rise into a position of distinction among
contemporary native composers that every work he
produces is looked forward to with pleasurable
anticipation. His latest work, the cantata
aforesaid, is as clever, musicianly and masterly
in its way as anything its author has yet done.
Moreover, it is full of a picturesqueness and
freshness that are rare even among much older
composers. The part-writing is clear and eminently
singable without ever being obvious, and the
orchestration is vigorous and sometimes brilliant,
though never too obstrusive. But it is even more
in the invention of his themes than in his
treatment of them, whether for voices or
instruments, or both, that Mr. Coleridge-Taylor
shines. Often and often again he happens upon a
haunting theme or phrase, which clings to the ear
because it is fresh and hitherto unheard. The
first part of the tenor solo—the tenor being the
only soloist employed—for example, is of exquisite
beauty. Little wonder, all things considered, that
Mr. Coleridge-Taylor’s quodam fellow students
played and sang con amore. Their task was a
pleasant one and a grateful one, and, on the
whole, they acquitted themselves well of it under
Professor Stanford’s direction.

This successful reception may be understood in the
context of past performances of his music to British
audiences. Just two months prior to the premiere of

his cantata, Hiawatha’s Wedding Feast, he was
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recommended by Sir Edward Elgar to compose a work for
the famous Three Choirs’ Festival, a piece that became
Ballade in A minor. Its premiere was a triumph at the
Festival and “it brought him national recognition and
marked him as a composer of exceptional promise.”**’
This occasion served only to arrest the attention of
the public for the next work to follow from Coleridge-
Taylor’s pen.

Hiawatha's Wedding Feast enjoyed successful
performances following its premiere in 1898, with
several successful presentations by established and
reputable choral societies in Great Britain and around
the world.''! Several performances took place in the
United States and other parts in the world to critical
acclaim during his lifetime. Recounting adaptations of

the cantata at Royal Albert Hall in the 1920s, Jeffrey

Green makes the following observation:

110. Ellsworth Janifer, “Samuel Coleridge-Taylor in
Washington,” Phylon 28, no. 2 (1967): 187.

111. Ibid.
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Fig. 3: Review of the premiere in the Musical Times.

THE MUSICAL TIMES.—OcroBER 1, 1898.
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who appeared as Lady Sangazure at the revival of the
work at the Savoy in 1884, again sustains the same part,
Mr. Walter Passmore is the irrepressible Fohn Wellington
Wells, Mr. H. A. Lytton is an estimable Vicar, and Mr.
Robert Evett, as Alexis, uses a genuine tenor voice with
skill and dramatic perception. Other characters are well
sustained by Miss E. McAlpine, Miss Emmie Owen, and
Messrs. James Hewson and Leonard Russell, and an
efficient chorus and orchestra well sustain the reputation
for artistic completeness of the Savoy Theatre.

MR. FREDERICK CORDER'S MUSIC TO
“THE TERMAGANT.”

For some years past theatrical managers have shown
increasing appreciation of the advantages arising from the
assistance of appropriate music, not only between the acts
of plays, but also during the progress of the action.
Entr'actes may not be listened to in the theatre with the
attention common in the concert-room, but movements in
sympathy with the story being told exert an influence
which, though in some cases unconsciously exercised, is
none the less present. May be only a few bars of a suave
melody or of an agitated movement catch the attention
of the thoughtless, amidst participation in conversation
concerning the fate of the empire or the price of salmon;
but music insensibly creates an atmosphere, and even a few
phrases suggest a sentiment of some kind, and, when such
are in sympathy with the efforts of the actors, make their
endeavours more telling. This is specially noticeable
when music is heard during the progress of a play, and
the fact is now so widely recognised that dramatic
incidental music has become a distinct branch of the art. At
first thought it would seem an easy task to provide such
music, but in reality it is one of peculiar delicacy and
subtlety. It must suggest directly, but never obtrude. It
must connect the principal events of the tale, accentuate the
passion of the moment, deftly whisper the idea prompting
the action, presage coming evil, foretell approaching joy. It
must be an Ariel, a Puck, a Will-o’-the-Wisp, an intangible,
invisible spirit, but the vibration of whose wings is always
felt. These requirements have never been more happily
fulfilled than in Mr. Corder’s music to Messrs. Louis N.
Parker and Murray Carson's four-act play * The Terma-
gant,” produced on the 1st ult. at Her Majesty’s Theatre.
The first number is a tersely developed overture which,
after some staccato chords, starts with a vigorous theme of
insistent character. This is contrasted by a second subject
of great melodic beauty given out on the clarinet, and is at
once suggestive of a Leitmotif, which it subsequently proves
to be. During the first act, while the Princess is holding
a ‘“Court of love,” some charming music is discoursed
behind the scenes, special prominence being given to flutes
and harp. The relation by Roderigo of his adventurous
voyage is also accompanied by some admirably illustra-
tive strains. The first entr’acte is a * Spanish Dance,”
innocent, however, of castanets and the usual means
employed to obtain local colour, and depending for the
justification of its title on clever use of characteristic
rhythm and form. Some of the best incidental music
is heard during the progress of the subsequent act,
and that which accompanies the Termagant’s con-
fession of her love to the well attains an amorous
intensity that is as remarkable for its power as for its
purity. The same sentiment breathes in the second
entr'acte, which is most fascinating, and a dainty trio for
female voices, sung by the T'ermagant’s ladies-in-waiting to
attract her attention, is a memorable feature in the third
act. Hate, love, and despair seem to alternately find
expression in the third entr’acte. The themes are treated
with consummate skill and the movement raises expectation
and accentuates the wayward emotions of the self-willed
heroine in astriking manner. In the last act the minstrels
behind the scenes again play, and the drop of their music
into the minor key practically suggests the tragic close of
the work. The music was excellently rendered on the
first night, under the direction of the composer, who, we
understand, is arranging some of it for performance in the
concert-room.

REVIEWS.

Hiawatha's Wedding-Feast. A Cantata for Tenor Solo,
Chorus, and Orchestra. Composed by S. Coleridge-Taylor.
Op. 30. [Novello and Company, Limited.]

THis paper has for several years past spoken of Mr.
Coleridge-Taylor as a * coming man,” and drawn attention
in the most pointed manner to his quite exceptional gifts
as a composer, The originality and strength of his music,
the absence of commonplaces and cheap effects, and the
beauty of theme and workmanship in his best works have
been a source of genuine delight to the writer, who has not
only studied all of Mr. Taylor’s published works, but knows
and admires others still in manuscript. Mr. Taylor is the
youngest of our ‘ young” composers; he is certainly
one of the strongest. His individuality is impressed upon
everything he produces, from the simplest song of
twenty bars to a long symphony, or the present cantata.
In the days of Mr. Taylor's Sturm und Drang period,
only a few years ago, he sometimes produced works
which, in their untrammelled boisterousness, not to say
wildness, savoured of that ¢ barbarity” which we find
in the worst—i.c., most intensely * national”—Russian
music, though Mr. Taylor's thematic material and methods
had nothing whatever in common with the Russian
naturalistic school. For our young composer has always
been himself and nobody else. There is certainly no
trace of the influence of Brahms in his music, a very
remarkable fact, considering that he has studied at the
Royal College of Music, where Brahms is worshipped
almost above all other masters. The one composer whose
influence may be traced in Mr. Taylor’s works, though
only in his rhythms and occasionally in the persistent
use of a short figure of accompaniment, is Dvordk. And
here we may make bold to say that since that evening
in St. James's Hall, fifteen years ago, when the Bohemian
master’s wonderful ¢ Stabat Mater” came to us like a
new and beautiful revelation, no work has so impressed
us with the feeling of being in the presence of a fresh
individuality, a new power in music, as has this cantata
of Mr. Taylor's. We do not mean to suggest that
“Hiawatha’s Wedding-Feast” is a work of the calibre
of Dvordk’s opus summum ; it is only a modest effort by
the side of that masterpiece. But bearing in mind the fact
that our composer was only twenty-two when he wrote
this cantata, we are forced to the conclusion that
everything almost will be possible to the musician who,
at this early age, could produce a work so fresh, so
strong, so beautiful. It is a distinct creation, and
as such we hail it with the rarest delight and the
warmest welcome. ¢ Hiawatha's Wedding-Feast,” which
occupies fifty-eight pages of octavo vocal score, may almost
be said to be constructed upon a few simple tunes, which
are rhythmically the direct musical expression of the
words. But such is the art of our young composer—and
in his careful use of his subject-matter he shows that he
has taken a valuable lesson from his master, Professor
Stanford—that, in spite of the almost unlimited repetition
of such phrases as—
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All the bowls were made of bass-wood.

no feeling of monotony is allowed to mar our enjoyment of
the music. These and other phrases are so spontaneous,
and they are subjected to so many clever metamorphoses,
that the ear never grows tired of them. The whole work
is, in fact, not only full of interest throughout, but
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accumulative in this respect as well as in power and
beauty, till, from the charmingly naive phrase commenc-
ing (p. 32)—

Con moto.
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Then said they to Chi - bi - a - bos.

and leading, vid this tender, expressive passage for voices
unaccompanied—

into the really lovely tenor solo, * Onaway, beloved

(one of the most perfect specimens of pure musical
beauty produced in recent years), we have a dis-
play of vigour and tenderness combined of which any
living composer might be proud. There is nothing of
¢ pupil’s music” about this really fine example of Mr.
Taylor’s powers. A born musician, a young master
rejoicing in his youth and strength, speaks to us here in a
beautiful language more congenial to him than speech; a
language moreover that, while delighting musicians and
music-lovers, can also be ‘“understanded of the people,” so
direct is it in utterance, so forceful in expression, so deep
and true in feeling. The exigencies of space forbid our
entering into a detailed analysis of the work, but we may
draw attention to a few salient points. Of these not the
least remarkable is the fact that, in spite of the monotonous
rhythm and peculiar style of the poem—a rhythm and
style that are easily burlesqued, as vide Mr. W. S.
Gilbert’s funny specimen in ‘‘Princess Toto”—the
strength and variety of Mr. Taylor's musical rhythms are
quite remarkable, while he steers with a strong hand,
boldly and successfully, between the Scylla of clever,
“learned” writing and the Charybdis of ¢ barbaric”
license and an excess of that local colour which the poem
seems to invite. Few composers would have ventured on
a musical setting of a long selection from Longfellow’s
poem, for it cannot be said that the lengthy passages
descriptive of Indian customs and costumes are exactly the
kind of verse that ‘‘yearns for musical expression.” But
the poem appealed to Mr. Taylor’s imagination. Our
young Parsifal rushed in where * angels,” learned and
wise, would have feared to tread, and he dared to set
* Hiawatha's Wedding-Feast ”” as a cantata. The result
justifies his confidence, for after perusing the score we
seem to feel instinctively that if there was a successful way
of setting the poem, then this is the way, and none other is
possible. What could be more straightforward and spon-
taneous than this music, what more natural and delightful
than the way in which he leads up to and produces his
powerful climaxes? The means are as nothing compared
with the effect produced. Study the few pages dealing
with this striking phrase—

Moderato energico.
—

and note what our young composer makes of it. This
sort of music refreshes us like a breath of bracing moor-
land air on a stifling day. And that Mr. Taylor possesses
the higher qualities of head and heart which alone can
produce really beautiful and noble music will be learned
from many a poetic and romantic page in this work. We
would especially single out the tenor solo, already referred
to, the more or less unaccompanied passages preceding it,
and the last five pages, where Mr. Taylor reaches his
highest level. There is real grip, real heart and soul about
this music. To be sure, it is all very simple and natural
and not at all “profound.” But if ¢ Hiawatha's Wedding-
Feast " cannot perhaps becalled a great work, these simple
and natural outpourings of our young friend are prophetic
of great things in the future. Here is a real, Heaven-sent
musician, and we feel inclined to quote Schumann apropos
of Chopin : *“ Hats off, gentlemen, a genius ! ”

Twelve Songs. By Landon Ronald.
Since we parted. Absence. Written by the Earl of
Lytton (Owen Meredith). Composed by Frances Allitsen.
[Metzler and Co., Limited.]

Mr. LaxpoN RoNALD's songs show talent that has been
well trained, appreciation of the value of finish of detail,
and intimate knowledge of what is effective, both for the
voice and the pianoforte. These qualities should insure
the attention of cultured vocalists. The subject throughout
the book is love, and mostly love of the fervid kind.
Several of the lyrics, however, have been well chosen, and
in these the music attains happy sympathy with the words.
This is notable in the setting of Shelley’s ‘ Love’s
Philosophy,” the passionate whirl of the lines finding eager
echoes in the accompanying strains. * To look on thee,”
the words by Paul England, also possesses perfect accord
between text and music, and much genuine pathos is
contained in * Could I but weep.”

Miss Allitsen’s songs are both worthy of her esteemed
pen. ‘‘Since we parted ” is very short, but very sweet,
and the music accentuates the ardent affection which the
words express. The manly sentiment which breathes in
the text of ‘ Absence” also animates the music, which
rushes on with emphatic spontaneity and determined
impulse.

Nowello’s School Music. A Merry Christmas. Cantata.

Words by Shapcott Wensley. Music by Thomas Facer.
[Novello and Company, Limited.]

No better description can be given of the design of this
work than is contained in the preface, which runs as
follows : “ The cantata opens with a general praise of
Christmas time. Then follow allusions to the pleasant
re-unions and the merry round games familiar to all.
The number entitled ¢ The Rival Dances’ sets forth the
respective allurements of ¢ The Waltz,” * The Polka,” and
the evergreen * Old Sir Roger de Coverley.” A jocund carol
by some singers ‘outside in the snow' prompts kindly
feelings ever associated with the season, and all ends
merrily to the sound of the Christmas bells. The aim has
been to provide a school cantata which shall combine
brevity and brightness.” The work comprises six numbers,
and begins with a chorus, “ We’ve placed all our books
aside,” written in two parts for sopranos and contraltos.
The music is in 6-8 time and well expresses the satisfaction
of holiday anticipations. It is followed by a duet, descrip-
tive of the enjoyments of the Christmas season at home, the
voice parts occasionally answering each other in effective
but simple manner. This leads to a short choral recitative
for the first and second sopranos respectively, and is
followed by a series of vivacious choruses in two parts in
praise of the waltz, the polka, and * Sir Roger de Coverley,”
and severally written in the rhythm of these favourite
measures. The fifth number is a melodious Christmas
carol, also in two parts for chorus, to which, however, is
added a part for a soprano soloist, who comments upon the
efforts of the choral singers. This number is ingeniously
devised to produce the greatest effect by the simplest
means, and the result can scarcely fail to interest its
singers and its listeners. The finale is opened with some
short passages for the soprano and contralto soloists, after
which the chorus enters with a gay tune in 9-8 time and
finishes the cantata in a spirited manner.
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From 1924 to 1939, with the exception of 1926,
The Song of Hiawatha played before thousands for
two weeks every summer. From the late 1920s,
showman Charles Cochran managed the hall. He
recalled in his memoirs that safety standards
caused problems for the Albert Hall. His plans to
have "arena versions of Oedipus Rex and Carmen"
were abandoned because they were classified as
stage plays, which brought such productions under
the laws enacted to prevent the risk of fire and
crowd panic in theaters (from the days of flares
and illumination by o0il, candles, and gas),
"whereas Hiawatha and other elaborate productions,
classified as cantatas or operettas, were
permitted without restrictions".!*?

Under the leadership of Sir Malcolm Sargent,
Coleridge-Taylor's cantata was performed to critical
acclaim in these quasi-dramatic adaptations at the
Royal Albert Hall.

Indeed, Coleridge-Taylor’s cantata for several
years remained a cantata of choice for choral
societies in Great Britain and around the world

following its premiere.'®’

112. Jeffrey Green, “'Hiawatha' in the 1920s and 1930s,”
Black Music Research Journal 21, no. 2 (2001): 284.

113. Geoffrey Self, The Hiawatha Man: The Life and Work

of Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 80.
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CHAPTER III

AN ANALYSIS AND INTERPRETATION OF THE SCORE

3.1 GENERAL OVERVIEW

The success of Coleridge-Taylor's Hiawatha's
Wedding Feast in the days following its premiere and
performances in subsequent decades may be attributed
to several factors. In the following paragraphs,
Coleridge-Taylor's cantata will be studied within
motivic, structural, textual, and harmonic areas.
Within each of these categories, macro-elements will
be deduced to micro-structures in an attempt to
reconstruct the musical composition that took Britain
by storm in the early twentieth century.

Coleridge-Taylor's choice to memorize the text
cannot be overemphasized in the discussion of form and
inspiration for the cantata. Within the content,
scenes, and colorful characters of Longfellow's poemnm,
the composer found all the devices needed to
effectually convey its message. Its trochaic structure

lends itself to a monotonous, laborious rhythm in
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creating a musical setting. However, like a seasoned,
twenty-first century film director, Longfellow
captures the merry scene of a wedding feast and
focuses on key aspects of this event at wvivid, crucial
angles through his textual organization. In this
respect, the tepid, repetitive lull of the poem's
metric nature becomes the bedrock for a multiplicity
of transformations in the hands of Coleridge-Taylor,
each of which becomes a key player in capturing the

critical angles of the festive event.

3.2 OVERVIEW OF MOTIVIC AND RELATED ELEMENTS
Coleridge-Taylor uses motivic elements as his
primary tool of unification. Observe here, therefore,
these motivic factors as found in the work. There are
ten primary motives upon which the cantata is built.
They are described here as such because of their
frequency of appearance throughout the work, and the
extensive transformative processes to which they are
subjected at strategic points. Other motivic-like

elements appear at various points within the piece;
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these occur in no great frequency compared to their
primary counterparts, but nonetheless contribute

equally to the cantata's form.

The examples below contain the main motives of

Coleridge-Taylor's Hiawatha's Wedding Feast:

Ex. 3: Hiawatha's Wedding Feast, motive 1, mm. 1-2.
This motive is the most important of the listing,
presented by the flutes and trumpets.
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Ex. 4: Hiawatha's Wedding Feast, motive 2, mm. 9-10,
presented by the flutes.
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Ex. 5: Hiawatha's Wedding Feast, motive 3, mm. 21-22,
presented by the piccolo, flute, clarinets, first

violins and second wviolins.
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6: Hiawatha's Wedding Feast, motive 4, mm. 77-79,

Ex.
first presented by the tenors.
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7: Hiawatha's Wedding Feast, motive 5, mm. 86-87,

Ex.
first presented by the basses.

O
2l e e f
-
e

92



Ex. 8: Hiawatha's Wedding Feast, motive 6, mm. 310-13,

presented by the sopranos.
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Ex. 9: Hiawatha's Wedding Feast, motive 7, mm. 314-15,

| | 1

presented by the sopranos.

Ex. 10: Hiawatha's Wedding Feast, motive 8, mm. 508-
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11, presented by the sopranos.
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Ex. 11: Hiawatha's Wedding Feast, motive 9 (a, b, and
c), mm. 608-09; 616-17; 625-27 respectively, presented
by the tenor solo. These incipits represent the
beginning measures of melodic material, thus unique
from previously discussed motives. Their role in the
work will be discussed in later paragraphs.
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Ex. 12: Hiawatha's Wedding Feast, motive 10, mm. 750-
51, first presented by the clarinets and bassoons.
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These motives form the musical core of the
cantata and are developed in various forms throughout

the work. Other abstract motivic material will be
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displayed and discussed in later paragraphs. Nathan
Carter expresses a similar sentiment in his analysis
of the work:

All the themes are repeated several times during

the course of the movement; they are so skillfully

manipulated and transformed by means of rhythmic
alterations and key changes that interest is
constantly maintained. Coleridge-Taylor chose
themes shrewdly; they all are readily accessible
to development. It is in the presentation and
development of his themes that Coleridge-Taylor's
creativity becomes evident.''*

In order to better understand the role of these
motives, their notable locations in the piece have
been plotted on chart 1. From this chart the following
important data may be gleaned:

Firstly, the frequency and formal distribution
throughout the cantata of motive 1 is impossible to
ignore. Like supporting columns to a physical
building, its frequent, strategic placement provides a
thread of unity to which all the other motives owe
their existence.

Secondly, new themes appear gradually as the work

progresses; this may be observed more prominently if a

114. Nathan Carter, “Samuel Coleridge-Taylor: His Life
and Works” (DMA diss., Johns Hopkins University, 1984), 221.
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Chart 1: Motive distribution chart of Hiawatha’s
Wedding Feast. The x axis is motives; the y axis is
measure numbers.

1
1—26 X
27—31 X
52—67 X
68—113 X X
114—121 X
122—145 X X
146—167 X
168—217
218—231 X
232—294 X X X
295374 X X X X
375—470 X X
471—508 X X X
509—600 X
601—640 X
641—674
675—686 X
687—722 X
723—750 X
751—818 X
819—858 X X X
859—918 X X
919—931 X
932—969
970—1000 X X X
1001—1028
1029—1047 X

XXX

b3

b
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curved line is drawn on the outskirts of the motivic
points. There is an occasional return of older motivic
material coupled with the general trend of re-
introducing fresh material. This may be another reason
for the cantata's success in avoiding monotony despite
its repetitive, trochaic meter.

Thirdly, the motives revealed earlier are shown
to permeate every section in the work with varying
degrees of frequency, emphasizing their role of formal
design. The appearances of other abstract motivic
figures are not present in this chart; they will be
highlighted in later paragraphs.

Lastly, the divisions of motive 9—exemplified in
the tenor solo—are located at a point in the work that

° an area deduced

may be defined as the golden mean, !
by making the ratio of the total length of the work to
the larger of two portions—dividing the whole into two
parts—equal to the ratio of the larger portion to the

smaller. (figure 4) Considering the total length of

the cantata as 1047 measures, the golden point occurs

115. J. H. Douglas Webster, “Golden-Mean Form in Music,”
Music & Letters 31, no. 3 (July 1950): 238-48.
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Figure 4: Diagram showing the calculation of the point
of the golden mean. This phenomenon is frequently
applied to mathematical and artistic subjects.

a b

r—

a+b

at+bistoaasaistob

roughly in the region of mm. 640-80, which coincides
with Chibiabos’s love song. Interestingly, it is the
only section of the cantata written purely in the
style of an aria. Additionally, Coleridge-Taylor
himself confessed that Chibiabos’s melody was the most

116

beautiful he had ever written. It is, essentially, a

self-contained unit within the larger scope of the

116. Geoffrey Self, The Hiawatha Man: The Life and Work
of Samuel Coleridge-Taylor (Aldershot, Hants, England: Scolar
Press, 1995), 53.
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work, whilst simultaneously functioning as a part of
the whole. Unique qualities such as these contribute

to understanding the overall structure of the work.

3.3 TEXTUAL STRUCTURE AND ANALYSIS

A discussion of the general characteristics of
the structure of Hiawatha's Wedding Feast would be
incomplete without observing the contribution of the
poetic content and form of the text, a component that
was previously referred. Once again, it cannot be
overstated that Coleridge-Taylor memorized the entire
poem before commencing work on its musical
composition. A reading of the poem will reveal some
interesting points that are relevant to our discussion
of formal organization.

Firstly, Longfellow arranges the poem in
distinct, trochaic stanzas, each of which describe
clearly the unfolding of scenes within the wedding
feast; it will be pointed out later in greater detail
how Coleridge-Taylor used this format structurally.

Secondly, it is evident that nearly all of
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Coleridge-Taylor's musical decisions were influenced
by the action dictated by the text. Word-painting in a
direct sense is employed by the composer, and there is
little departure for mere musical adventure in the
absence of relevant connection with the words. The
structural analyses to follow provide such evidence.
Thirdly, Coleridge-Taylor's choice for motivic
assignments as the main platform for structural
coherence is drawn from the text. Despite the presence
of key protagonists in the poem, Coleridge-Taylor
avoids the extended use of leitmotifs, the assignment
of a musical figure to an individual, place, or
object, as featured in musical dramas of Richard

Wagner.117

The poem focuses largely on scenic
description; although it identifies the major players,
there is greater focus on the activity taking place
involving not only themselves, but the company of
guests surrounding them. Coleridge-Taylor therefore
chose to use motivic elements transformed in a variety

of forms to propel the storyline forward. He placed

greater emphasis on manipulating a selection of

117. New Groves Dictionary, s.v.”leitmotif.”
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motives musically to paint the scene being described
in the work, rather than limiting a single motive and
its transformations to a particular character.

The sole exception to this observation is that of
Tagoo; Coleridge-Taylor uses a motive at his
appearance hitherto and thereafter unused in the work,
and it is used solely in connection with this
character. The composer here comes closest to
Wagnerian leitmotivic assignment in the piece, and
this observation will be discussed in greater detail
in later paragraphs. With the exception of this
occurrence, the composer's choices for motivic use and

development remain fully informed by the poem's text.

3.4 MUSICAL AND STRUCTURAL ANALYSIS

The sections derived from this analysis will be
defined by uppercase roman numerals, (large areas)
uppercase letters, (large sub-areas) lowercase
letters, (small areas) and lowercase roman numerals.
(smaller sub-areas)

The broad analysis of Coleridge-Taylor's cantata
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Table 1: Large area divisions of Hiawatha's Wedding
Feast.

HIAWATHA'S WEDDING FEAST

|

I T III v
SECTION HIAWATHA'S WEDDING FEAST
SUB-SECTION I II III v
MEASURE # 126 27-231 232-1000 | 1001-1047
REHEARSAL # 0-1 217 18—73 7476
MOTIVES 1-3 1-5 1,2, 4-10 1
STANZA # N/A 147 8—33 CODA

Description

Orchestral introduction, no text.
(sub-sect. I)

Wedding proclamation; welcoming of guests; vivid
portrayal of utensils and food; guests dine as
(sub-sect. II) Hiawatha and Minnehaha serve.

Description

Description . . .
Description of entertainment for guests by Pau-Puk
(sub-sect. P s s
Keewis, Chibiabos, and Iagoo.
ITI)
Description

Coda text; orchestral postlude.
(sub-sect. IV) P
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is revealed in table 1. As described in previous
paragraphs the structure is largely informed by that
of Longfellow's poem: areas II and III contain the
body of the text, the former describing a general
description of the wedding guests, cuisine, and dining
activities; and the latter, concentrating on the
descriptions of entertainment provided by Pau-Puk
Keewis, Chibiabos, and Iagoo. Areas II and III are
framed by instrumental sections: areas I and IV, both
of which contain motive 1, the main unifying

motive of the cantata.

Table 2 reveals sub-divisions of area I.
Comprising the introductory content of the work,
Coleridge-Taylor states the motive at the very onset
in the flutes and trumpets. This motive contains only
the first and fifth degrees of G-major, creating tonal
ambiguities within the first few measures. The first
entrance of harmonic content suggest D-major; (D-major
chord followed by a B-minor chord then a return to D-
major in measures 4-6) it is not until measure 9 that

a sense of G-major is established, the key that begins
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Table 2: Divisions of area I.

L~ 1 [= |
MEASURE # 1-14 | 15-26
SECTION I
SUB-SECTION A I B
STANZA # N/A
MOTIVES 12 I 3
TEXT INCIPIT N/A
PERFORMING
FORCES Orchestra
METER Z
KEY G major
TEMPI Allegro moderato, J:/:;'s

and ends the piece both in key signature and tonality.

Motive 2 appears for the first time in measure 9

played by the flutes,

major and E-minor chords in the clarinets,

and upper strings.

accompanied by homophonic G-

bassoons,

This material is repeated verbatim

displaced by an octave in the following two measures.

Preceding the appearance of motive 3 in measure

17 (presented in the flutes,

second violins)

oboes,
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is perhaps the most characteristic




feature of the composition that no doubt contributed

to the piece's enormous success at its premiere.

Example 13: Cellos and basses, mm. 15-16.
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This figure, complete with its unique rhythmic
and intervallic characteristics, recalls elements of
Native American lore and emphasizes rhythmic content
over its harmonic counterpart, providing a fitting,
aural landscape for the listeners to observe. It may
be observed here that Coleridge-Taylor was sensitive
not only to the musical needs of the cantata but also
the dramatic elements, both of which unite with
considerable success throughout the work.

Table 3 reveals the large sub-divisions within
area II. Each of these divisional areas describes
introductory aspects of the wedding feast through an
array of motivic transformations in both chorus and

orchestra.
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Table 3: Large

sections

of area II.

(sub-sect. A)

II
A B c D

SECTION II
SUB-SECTION A B C D
MEASURE # 27—67 68—121 122—-145 146-231
REHEARSAL # 2—-3 4-7 8—11 12-17

MOTIVES 1-3 4, 5 1-4 3, 4

STANZA # 1 2—-3 4-5 6—7
Description

General introduction to the wedding feast.

Description
(sub-sect. B)

Description of dining utensils; guests arrive and
their attire vividly portrayed.

Description
(sub-sect. C)

Description of the sumptuous feast; guests dine as
they are served by Hiawatha and Minnehaha.

Description
(sub-sect. D)

entertainment.

INokomis relaxes guests after the meal by
distributing smoking apparati; Nokomis beckons for
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Table 4 contains more detailed sections of the
first sub-sections of the previous chart. In sub-
section A of this chart, the female section of the
chorus enters singing motive 1 in unison in mm. 27-30,
followed by a sectional divisi of two parts each in
mm. 31-32, all in G-major. During this section the
females of the chorus are accompanied by sparse,
pizzicato accompaniment in the winds and strings;
their divisi sections are unaccompanied on a forte
dynamic in declamatory style. In mm. 35-47 the
material in the previous region of mm. 19-34 occurs in
the parallel minor key of G-minor; the male section of
the chorus performs during this area, also singing
motive 1 and with sectional divisi. In measures 48-59
the key returns to G-major and the full chorus
performs motive 1 in unison, followed by four-part
divisi in mm. 56-57. General characteristics of the
chorus in subsections a and b are unison-singing,
occasional divisi, and homophonic material. Notable
features in the orchestration include pizzicato

accompaniment for the chorus; and rapid, ascending
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Table 4: Divisions of sub-area II(A).

(IT)A
L=1 [=|
MEASURES 27-51 I 52—-67
SECTION (IT)A
SUB-SECTION a I b
PARAGRAPH # 1
MOTIVES 1,2
TEXT INCIPIT “You shall hear how Pau-Puk-Keewis...” “How Iagoo, the great boaster...”
PERFORMING
FORCES Chorus/Orchestra
METER 2
KEY G major, G minor G major
TEMPI Allegro moderato, e- 136
scalar figures during interludes. (e.g. m. 67)

Table 5 reveals three sub-categories of area
IT(B). In sub-section a, motive 4 appears for the
first time (mm. 77 and 86 respectively) Notable
features include the use of duets in the chorus (the
tenors and basses perform in thirds in mm. 78-81;
sopranos and altos, in mm. 82-85.) and an allusion to

modality. (motive 4 stated in the tenor section is
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Table 5: Divisions of sub-area II(B).

(II)B
L= [ L[|
MEASURE # 68—85 85-113 114-121
SECTION (II)B
SUB-SECTION a b c
STANZA # 2 3 N/A
MOTIVES 4,5 3
TEXT INCIPIT Sumptuous w.as th’e feast She had sgnt througlh all N/A
Nokomis...” the village...”
PERFORMING Z
FORCES Choir/Orchestra Orchestra
METER 2
KEY G major, B minor G major, A minor G major
TEMPI Allegro molto, J:l.i‘ﬁ‘

suggestive of B-dorian without the sixth degree)

In sub-section b motive 5 is observed in the bass
part harmonized in thirds by the tenors and jointly
doubled by the bassoons. (mm. 86-87) Brief, tonal
shifts occur within this section, indicative of B-flat
major, C-minor and A-flat major. Additionally both
motives 4 and 5 are juxtaposed in select chorus parts,
often accompanied by pedal points in the soprano or

tenor sections. (e.g. see mm. 86-87; 76-78) Notable
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features in this sub-section include the use of pedal
points; successive instances of thematic
transformation; frequency of triplet and chromatic
occurrences during orchestral interludes; and the
compositional devices used in the chorus, alternating
between unison and harmonizing in thirds and sixths,
sectional duets, and full tutti declamations.
Additionally, the interlude preceding the beginning of
sub-section c¢ features the brass section in full
force, its first appearance of this nature since the
start of the work. (mm. 110-13)

Sub-section ¢ (mm. 114-21) is notable because of
its direct reference to the initial orchestral
statement at the beginning of the cantata in mm. 19-
26. One may perceive this restatement as a mini-
recapitulation within this particular section of the
work, or an application of quasi sonata form where the
preceding areas in sub-section II(B) served as
developmental. At the beginning of sub-section c¢ is
the cantata's gripping characteristic rhythm as

demonstrated in example 3. Coleridge-Taylor is no
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doubt aware that he has a considerable journey ahead
towards completing the cantata, but bringing back this
important element is necessary before he introduces
and develops more motivic material.

Section II(C) comprises two sub-sections, here
labeled a and b. (table 6) Sub-section a (mm. 122-29)
consists of motive 1 in the sopranos doubled by the
horns, here harmonized by the lower voices. The upper
strings are increased in velocity, accompanying the
restatement of motive 1 with descant-like, ascending
scalar patterns of eighth and sixteenth notes. In sub-
section b imitative activity occurs between the male
and female voices (mm. 130-33) using the interval of
the fifth derived from motive 1 as its premise. This
imitative texture becomes homophonic for the rest of
this section, all the while being accompanied with a
flurry of ascending figures in the upper strings,
flutes and oboe. The section comes to a close with
harmonic progressions in the clarinets and bassoons
preparing the key of G-minor in the proceeding

section. Through contrasting dynamic, harmonic, and
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Table 6: Divisions of sub-area II(C).

(II)C
L=1 L= |
MEASURE # 122-129 | 130-145
SECTION (II)C
SUB-SECTION a | b
STANZA # 4
MOTIVES 152 2
TEXT INCIPIT “First they ate the sturgeon, Nahma...” “Then on pemican they feasted...”
PERFORMING
FORCES Chorus/Orchestra
METER 2
KEY G major G major; forays in ‘B minor, E major, C
major
TEMPI Allegro moderato, J:l.%‘

articulate activity, Coleridge-Taylor sought to best
adapt his music to suit the text; the diminuendo and
rallentando within mm. 141-45 serves to portray—in the
following section—Hiawatha, his bride, and Nokomis
keeping their composure even amidst the very festive
affair.

Section II(D) contains three sub-sections. (table
7) The first sub-section, as alluded to in the

previous paragraph, contrasts the preceding sections
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Table 7: Divisions of sub-area II(D).

(II)D
a b c
MEASURE # 146—-167 168-217 218-231
SECTION (II)D
SUB-SECTION a b c
STANZA # 5 6 N/A
MOTIVE 4
“But the gracious “And when all the guests
SEESEHCEESS Hiawatha...” had finished...” /A
PERFORMING s
FORCES Choir/Orchestra Orchestra
— i 1 1
KEY G major, B minor B-flat major, D-.majo:, E- G major
flat major
TEMPI Allegro molto, J:I‘?s J:;ss
in mood, tempi, and dynamics. (tranquillo is marked

here in the score with pianissimo markings dominating
the section) The choral parts include markings such as
sotto voce and crescendo markings followed by
decrescendo signs, suggesting an increased expressive
quality. Motive 4 dominates this section, along with
variations of the same (e.g. m. 150, sopranos, altos,
tenors, and oboes) and brief appearances of

intervallic material derived from motive 1. (mm. 155-
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56), basses)

Sub-section b takes place largely in the key of
B-flat major. Thematic material here is derived from
motive 4, presented first by the basses (mm. 170-75),
then picked up in part by the altos in mm. 176-79.
Following a cadence in D-major (m. 183) the
orchestration builds in momentum and speed, providing
an exhilarating journey over a dominant B-flat chord
preparing a tonic arrival in E-flat major in m. 192.
The tempo here is increased to allegro molto;
Coleridge-Taylor captures the liveliness of the
atmosphere following the sumptuous feasts and the
present, puffing pipes. The chorus enters at their
loudest, tutti dynamic since the beginning of the
work, here calling for Pau-Puk Keewis to provide
entertainment for the guests. Notable features include
striking shifts in varied key centers (e.g. D-major to
C-minor, mm. 196-99) and the meter change to three
quarter notes per bar in m. 192.

Sub-section ¢ comprises an orchestral interlude

lyrical, soft, and expressive in nature. The strings
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perform motive 4 first in E-flat major, (mm. 219-22)
then in C-minor (mm. 223-31) Jjoined by the horns, all
accompanied by chords realized in the trombones and
tuba.

Following this section is area III and its three
large sub-sections: A, B, and C. (table 8) This area
of the cantata is the most substantial in size of
all the others, and it contains the highlight
activities of the wedding feast: the entertainment.
Influenced by the text as a structural guide, the
composer sets the music to best match the varied
descriptions contained in the text. Sub-section A
reveals Pau-Puk Keewis the dancer; sub-section B
features the chief of all musicians, Chibiabos,
singing a love song to the couple; and sub-section C
centers on Iagoo, the great boaster and story-teller.

In table 9 sub-section III(A) 1is further divided
into four sub-sections: a, b, ¢, and d. The first of
these sub-sections (table 10) commences in the tempo
applied at the beginning of the work, and features the

intervallic and harmonic development of motive 1 in
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Table 8: Large divisions of area III.

ITI
A B (&
SECTION ITI
SUB-SECTION A B C
MEASURE # 232-508 509-686 687—1000
REHEARSAL # 18—-41 (+2) 41 (+3)-55(-11) 55(-10)-73
MOTIVES 1,2,4,6,7 8,9(a,b,c) 1,4,6-8,10
STANZA # 8—14 15-25 26—33, CODA
ReserapLLGY Description of entertainment by Pau-Puk Keewis
(sub-sect. A) P ¥ )
Rescription Description of entertainment by Chibiabos
(sub-sect. B) ¥ - )
Description Description of entertainment by Iagoo
(sub-sect. C) P ¥y ~ageo.
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Table 9: Divisions of sub-section III(A).

(sub-sect. a)

(III)A
a b (o] d

SECTION (III)A
SUB-SECTION a b e d
MEASURE # 232-294 295-374 375-470 471-508
REHEARSAL # 18-23 24-30 31-37 38—41 (+2)

MOTIVES 1,2,5 1,2,6,7 4,7 1,2,6

STANZA # 8—9 10-11 12-13 14
Description |Description of Pau-Puk-Keewis's talents; mention

of the women's adoration of him.

Description
(sub-sect. b)

Description of Pau-Puk-Keewis's extravagant
attire.

Description
(sub-sect. c¢)

Description of Pau-Puk-Keewis's mystic dances.

Description
(sub-sect. d)

Pau-Puk-Keewis ends his dance and returns to his
place among the guests.
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Table 10: Sub-division a of area III(Ad).

(III/A)a
I sk I I A | I Elatit I I iv I
MEASURE # 232-245 246-262 263-282 283-294
SECTION (III/A)a
SUB-SECTION I ii iii iv
STANZA # 8 9 N/A
MOTIVES 1, 2 N/A 1; 2 1
& _ ek 5 “Though the warriors
TEXT INCIPIT Then the han.dsome” Pau Skilled was .he in B called him Faint- N/A
Puk-Keewis. .. sports and pastimes... 5
Heart...
PERFORMING
FORCES Chorus/Orchestra Orchestra
METER Z
. G minor; foray to .
KEY C minor A-flat major C major
TEMPI Allegro moderato, J:l.'s‘b' (rall. in m. 262) Allegro moderato, J:I.':'b‘

the bass chorus part. (mm. 234-41) This development on
motive 1 continues in mm. 265-70, this time occurring
successively in the bass, soprano and alto voices; and
continued in the orchestra as the chorus develops both
motives 1 and 2 in mm. 271-82.

The climax that occurs in m. 283 is one of the
most impressive in the entire cantata. Harmonically,
tonality is unstable from m. 277 until the preparation

of the dominant of C-major preceding measure 283.
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Measures 283-94 is a grand orchestral interlude in
C-major featuring motive 1 beginning fortissimo then
gradually lessening in dynamic to pianissisimo.
Notable features in sub-section a include a return to
common time meter, (m. 232) the appearance of the
tambourine, no doubt setting up the dancing scenes
ahead; (from m. 246) and sectional duets with
concurrent pedal points in the chorus (mm. 246-62)
reminiscent of previous sections.

Sub-section b of III(A) (table 11) features the
first compound meter of the work: six eighth notes per
measure. Beginning with an orchestral introduction in
the winds in the new tonality in F-major, the ladies
of the chorus enter in sectional divisi on motive 6
and 7. The men respond also in divisi. Throughout this
section these motives are juxtaposed with other
motives already introduced. Other notable features of
this region include frequent modulations; (G-flat
major, G-major, E-flat major, E-major) the spirited
nature conveyed by the music largely achieved through

prominent, loud dynamics; fast, successive passages of
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Table 1l1: Sub-division b of area III(A).

(III/A)b
L= ] [ee] [a]
MEASURE # 295-310 311-339 340-374
SECTION (III/A)b
SUB-SECTION ii iii
STANZA # N/A 10 11
MOTIVES N/A 6,7 1,2,6,7
TEXT INCIPIT N/A He was dressqjsd in shirt of|“Barred with streaks of red
doeskin...” and yellow...”
PERFORMING
FORCES Orchestra Chorus/Orchestra
METER g Z
KEY F major I F major, G-flat major G-major
TEMPI Allegro commodo,@+-=8&4 (rit. in mm. 338-39) Allegro moderato, J: 136

ascending patterns, and the prominent use of tremolos
in the strings and upper winds. Additionally, motive 1
reappears in developmental form, this time in full
unison tutti in the chorus. (mm. 359-66) The frequent
application of this motive and transformations
throughout the work once again reminds the listener of
its importance as the main unifying factor of the
cantata.

Sub-section ¢ of area III(A) presents Pau-Puk
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Table 12: Sub-division c of area III(Ad).

(III/A)c

MEASURE # 375—-414 415-452 453-470
SECTION (III/A)c
SUB-SECTION ii iii
STANZA # 12 13 N/A
MOTIVES 4,7 4,7 none
TEXT INCIPIT First he danced i solemn Then alon.g the" sandy N/A
measure. .. margin...
PERFORMING 3
FORCES Choir/Orchestra Orchestra
METER 2
A major + rel. minor; B- . st "
KEY flat major + rel. minor; b € major; E fl.at major + C minor
. rel. minor
minor
Lento, quarter = 78; Piu |Piu presto, quarter = 144; J'
TEMPI mosso, quarter = 100; Piu [Molto vivace, dotted half =| Molto vivace, =:56
mosso, quarter = 120 56;

Keewis's mystic dances. (table 12) Although the
section begins lento, it contains a captivating
accelerandi, peaking at molto vivace. (m. 427) Coupled
with the dizzying tempi changes are multiple tonal
shifts, traversing through keys such as A-major, F-
sharp major, G-minor and A-flat major and others. The

chorus performs either in sectional unisons, sectional
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duets, or occasional homophonic tutti similar to
preceding sections, in this case performing motives 4
and 7 subjected to varied transformations. The
orchestration lends itself to the “frenzied gestures”
with an abundance of chromatic passages and punctuated
markings. The orchestral interlude in mm. 453-470
consists of a full tutti in preparation for a second
climatic restatement of motive 1 in C-minor.
Sub-section d consists of another triumphant
restatement of motive 1 in the key of C-minor in the
soprano section. (table 13) Additionally motive 2
appears in augmentation (mm. 475-76, sopranos) whilst
simultaneously elements of motive 1 occur in the bass
section. The orchestral interlude in mm. 485-508 is
equally important as its preceding vocal counterpart:
its grand presentation of motive 1 occurs in the
parallel major of C-major, this tonic chord eventually
becoming a pivot chord as a dominant seventh in F-
major. Later in the interlude motive 6 dominates,

presented softly and expressively in contrast to its

122



Table 13: Sub-division d of area III(A).

(III/A)d
i alat
MEASURE # 471-484 485-508
SECTION (III/A)d
SUB-SECTION ii
STANZA # 14 N/A
MOTIVES 1 1,2,6
TEXT INCIPIT “Thus the merry Pau-Puk-Keewis...” N/A
PERFORMING
FORCES Chorus/Orchestra Orchestra
4
METER 4
KEY CltiihieE (o] major; trans:ttxona_l forays _to D-flat
major and D major; F major.
TEMPI Molto pesante J:[so (rall.in mm.506-08)

first appearance in m. 311. This occurrence hints back

at the initial dual statement of motive 1 at the
first in major then in the

beginning of piece,

parallel minor. In this instance, Coleridge-Taylor

does the reverse, reemphasizing the sense of unity and
relationship that exists between sections of the work
through the use of the main motive.

and its four sub-

Table 14 reveals area III(B)

sections. Sub-section a (table 15) serves as the
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Table 14:

Divisions of area III(B).

(sub-sect. a)

(III)B
a b c d
SECTION (III)B
SUB-SECTION a b c d
MEASURE # 509—-600 601—-640 641-674 675—686
s 49(+3)— |53 (+3)—55(-
REHEARSAL # 41 (+3)-44 45-49 (+2) 53 (+2) 11)
MOTIVES 8 9(a,b,c) 9(a,b,c) 9(a)
STANZA # 15-16 17-20 21-24 25
Description

Guests request Chibiabos to sing for them.

Description
(sub-sect. b)

Chibiabos sings the first section of his love
song, “Onaway! Awake, Beloved!”

Description
(sub-sect.c)

Chibiabos sings the second section of the song,
“Onaway! Awake, Beloved!”

Description
(sub-sect. d)

Chibiabos sings the final section of the song,
“Onaway'! Awake, Beloved!”
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Table 15: Sub-division a of area III(B).

(ITII/B)a
L= ] [2]
MEASURE # 509-556 I 557-600
SECTION (III/B)a
SUB-SECTION ii
STANZA # 15 16
MOTIVES 8 8
TEXT INCIPIT “Then they said to Chibiabos...” “And the gentle Chibiabos...”
PERFORMING
FORCES Chorus/Orchestra Orchestra
METER %
KEY F major
TEMPI Con mato,J: 75 (rall.in mm.506-08)

guests' request of Chibiabos to sing on the occasion
of the special gathering. In this section, motive 8
appears in the soprano part harmonized by the lower
voices. More than any other portion of the cantata,
this section contains the most unaccompanied singing
by the chorus. When the orchestra does accompany the
chorus it is light and transparent. The harp makes its
first appearance in the score and plays a significant

role in the accompanying orchestral texture. The
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prevailing dynamic is soft throughout, and the general
atmosphere is tranquil and yearning in nature.

Sub-sections b, ¢, and d comprise Chibiabos's
rendition of the song, “Onaway! Awake, Beloved!”
Coleridge-Taylor uses a tenor solo for these sections
and chorus tacet, revealing yet again a dramatic
streak in his musical assignments. Motive 9 is the
main musical material, subsequently presented in three
guises: 9a, 9b, and 9c. (example 11)

The form of the song, particularly sub-sections b
and ¢, is strophic in nature, considering motive 9 as
a collective entity. Following an introduction in F-
major (mm. 601-08) a modulation occurs presenting
motive 9a in G-flat major, commencing sub-section b.
(table 16) Motive 9b follows in the same key but
cadences in D-flat major. (m. 624) Motive 9c modulates
to various keys including D-flat major, D-major, and
finally closes in G-major. (m. 640) Sub-section c¢ is
closely identical musically to that of sub-section b,
(table 17) with the main difference being that all the

keys are transposed proportionately a half-step
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Table 16: Sub-division b of area III(B).

(III/B)b
| D T (T
MEASURE # 601-616 617—-625 626—640
SECTION (III/B)b
SUB-SECTION ii iii
STANZA # 17 18 19-20
MOTIVES 9a 9b 9¢c
w ' w w i
TEXT INCIPIT Onaway! Awakf, If thou only }ookest at Sweet thy breath :Lﬁ as the
beloved!... me...” fragrance. ..
PERFORMING
FORCES Tenor Solo/Orchestra
METER 22
KEY F major, G-flat major | D-flat major I D-flat major, G-major
TEMPI Andante con moto, J:120

upward. (starting in G-major as opposed to G-flat)
Towards the end of this sub-section, however, he
adjusts the melody and accompanying harmonies slightly
differently to permit the final section (table 18) to
return to the key of G-flat major. (see mm. 668-74)
The final sub-section contains only motive 9%a (mm.
675-78) proceeded by a coda. (mm. 679-86)

Chibiabos's solo rendition in this cantata is

composed in the tradition of a bel canto aria, and
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Table 17: Sub-division c¢ of area III(B).

(III/B)c
[+ | [ | [aa:]
MEASURE # 641—648 649—657 658—674
SECTION (III/B)c
SUB-SECTION ii iii
STANZA # 21 22 23-24
MOTIVES 9a 9b 9c
TEXT INCIPIT Onaway! my hearlt:. sings to |“When thou art not”pleased, When thou sm:Lle"st, my
thee. .. beloved. .. beloved. ..
PERFORMING
FORCES Tenor Solo/Orchestra
METER 2,2
. . . D major, E-flat major, E-
KEY G major G major, D major Flat minor
TEMPI Andante con moto, J*lz()

it fittingly realizes the character's contribution to
the festivity's entertainment.

The scene is now directed to Iagoo, the great
boaster and story-teller, whose exploits are described
in area III(C). This division comprises four sub-
sections (table 18) outlining the wvarious traits,
rumors, and public opinion of Iagoo. An interesting
feature of this area is the composer's method of text

selection. In the original poem, sub-section d as
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Table 18: Divisions of area III(C).

(sub-sect. a)

(III)C
a b (o] d

SECTION (III)C
SUB-SECTION a b c d
MEASURE # 687—750 751—-818 819—-931 932—-1000

63 (+1)—
- p— f— + pa—

REHEARSAL # 55(-10)—56 57—63 69 (+5) 69 (+6)—73

MOTIVES 8 10 4,6,7 1,6,7,8

STANZA # 26 27-29 30-31 32-33
Description Description of Iagoo's jealousy of Chibiabos's

[performance.

Description
(sub-sect. b)

Description of Iagoo's exaggerated tales of daring
and heroic deeds.

Description
(sub-sect. c¢)

Description of the people's reaction to Iagoo's
boasting; description of how Iagoo built
Hiawatha's cradle and taught him his skill at
making bows and arrows.

Description
(sub-sect. d)

Guests request a tale from Iagoo; Iagoo consents
to tell the story of Osseo the Magician.
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outlined in table 18 actually contains the entire tale
of Osseo the Magician. Coleridge-Taylor omits the tale
and uses the final five lines of Chapter XII of the
Hiawatha poem, The Son of the Evening Star, referred
to in this analysis as the coda. His choice was
perhaps influenced by his desire to not make the
cantata unduly lengthy.

Sub-section a comprises of the use of motive 8 in
both chorus and orchestra parts. (table 19) It begins
in G-flat major and modulates to keys including A-
major, F-major, and brief excursions to other
tonalities. Starting at a slow tempo (marked lento in
the score) the speed gradually accelerates through to
the start of sub-section b. The choral writing remains
similar to that of previous areas: motivic realization
in the soprano voice and harmonization by lower voices
(e.g. mm. 687-96) sectional unisons, and tutti,
homophonic textures.

Sub-section b (table 20) is important within the
cantata because of its unique application of

leitmotivic technique. Coleridge-Taylor assigns a
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Table 19: Sub-division a of area III(C).

(III/C)a
[+ | [ ]
MEASURE # 687722 723-750
SECTION (III/C)a
SUB-SECTION I ii
STANZA # 26
MOTIVES 8
TEXT INCIPIT “Thus the gentle Chibiabos...” “Jealous of the sweet musician...”
PERFORMING
FORCES Chorus/Orchestra
METER 2
KEY G-flat major, A major, F major F major
| J
TEMPI Lento =66 ; poco piu mosso a tempo, Lento, €=66

special motive to Iagoo, clearly realized in the
orchestral introduction by the clarinets, bassoons,
and upper strings. (mm. 751-62) The motive is bold and
punctuated in the minor key of A-minor, seemingly in
an attempt to define the characteristics of the great
boaster himself. From the initial choral entrance the
motive becomes subject to tonal transformations, being
realized in its original state in the basses and
altos, (mm. 763-72) then in the relative major in the

tenors and sopranos. (mm. 773-82) The tempo is buoyant
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Table 20: Sub-division b of area III(C).

(III/C)b
L: | [ae | [aas] [av ]
MEASURE # 751-762 763-776 777-792 793-818
SECTION (III/C)b
SUB-SECTION ii iii iv
STANZA # N/A 27 28 29
MOTIVE 10
“Very boastful w “Would 1eaten ge | one could ran
TEXT INCIPIT N/A SEYOORBLENS MAs RS, Ton LaLaten te so fast as he
Iagoo... his boasting... =
could. ..
PERFORMING
OREE Orchestra Chorus/Orchestra
METER g g, 2
KEY A minor A minor, A major
TEMPI Moderato energico, J:mo Allegro molto, J:mm.au—ale)

and the orchestration supports the prevailing
sectional mood by numerous homophonic blocks in all
instruments articulated with accents and several
pesante and marcato directives, the largest
concentration in the entire cantata.

Sub-section ¢ (table 21) starts in B-minor and
features various transformations of motives 4, 6, and
7. The choral parts maintain the styles presented in

earlier sections, often doubled by the upper winds and
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Table 21:

Sub-division ¢ of area III(C).

(LII/C)c
] [ e
MEASURE # 819-858 859-918 919-931
SECTION (III/C)c
SUB-SECTION ii iii
STANZA # 30 31 N/A
MOTIVES 4,6,7 6,7 1
TEXT INCIPIT “Thus his name l:z:acame a “He it was who ca"rved the N/A
byword. .. cradle. ..
PERFORMING F
FORCES Choir/Orchestra Orchestra
KEY B minor, D m_ixolydian, F F major, G—f.lat major, G G major, E minor
major major
TEMPI Allegro molto, J;IM Molto piu mosso, =18
strings. (e.g. mm. 819-26) The homophonic, largely
unaccompanied, texture in the chorus in mm. 843-49

marks a highlight of this subsection with its

fortissimo,
representing the entire complement of

guests crying out that Tagoo is among

accelerando,

outlined in the text.

The choral writing in mm.

and accented

859-98

133

them,

markings,

the wedding

as
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sectional duets and pedal points, reminiscent of
techniques used earlier in the work. Harmonic activity
remains variegating using keys such as F-major, B-flat
major, and G-flat major, all within short time period.
In mm. 899-913 the choral parts perform homophonically
featuring motive 6 in G-major, transformed in the
meter of two quarter notes per measure. This is
followed by an orchestral interlude (mm. 915-31)
performing in full instrumental tutti and energy
motive 1 in augmentation.

Sub-section d of area III(C) (table 22) utilizes
motives 1 and 8 in the choral section. The
orchestration contains continuous tremolos in the
upper strings and frequent octave doublings in the
winds. Additionally the harp—previously appearing only
in Chibiabos's scene—enters yet again with arpeggiated
triplets and strummed chords supporting the homophonic
and unison textures of the chorus. Towards the end of
this section there is a decrease in dynamic content,
tempi, and note velocity. This area, instead of

recounting Iagoo's story in Longfellow's poem,
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Table 22: Sub-division d of area III(C).

(Irr/c)d
[+ | [ ]
MEASURE # 932-969 | 970-1000
SECTION (III/Cc)d
SUB-SECTION ii
STANZA # 32 33
MOTIVES 1.8 1,2,6
TEXT INCIPIT “And they said, “O good Iagoo...” “And Iagoo answered straightway...”
PERFORMING
FORCES Chorus/Orchestra Chorus/Orchestra
METER 2 g g
KEY G major
TEMPI Molto moderato

alludes to its actual rendition. Coleridge-Taylor may
have recognized its sizeable length as unsuitable for
the purposes of his work, and made the decision
present in the score.

The final section of the cantata, section IV,
consists of text taken from another portion of
Longfellow's poem. (table 23) In this respect it
functions as a coda, bringing musical and dramatic
closure to the piece. Sub-section A contains the text

comprising the coda, while subsection B serves as an
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Table 23: Division of area IV.

v
L~] [=]
MEASURE # 1001-1028 I 1029-1047
SECTION v
SUB-SECTION A B
STANZA # Coda N/A
MOTIVES none 1
TEXT INCIPIT “Such was Hiawatha's wedding...” N/A
PERFORMING
FORCES Chorus/Orchestra Orchestra
METER Z
KEY G major
TEMPI ®=136 , meno mosso

orchestral postlude quoting musical material from the
opening measures of the work. Coleridge-Taylor’s
attempt at unification is evident in this final sub-
section, and this final recapitulation provides a

sense of dramatic and musical closure.
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CHAPTER IV
HIAWATHA'S WEDDING FEAST AND

THE SEVEN-STEP PERFORMANCE PYRAMID

4.1 OVERVIEW OF THE SEVEN-STEP PERFORMANCE PYRAMID

Performing and conducting a choral composition
for the choral conductor is a natural extension of the
analytical process. To this end necessary steps ought
to be taken to ensure that the analytical efforts are
akin to that of galvanizing the performing forces
towards realizing the piece in its totality. The
method that will be used in preparing a performance of
Hiawatha's Wedding Feast i1s the Seven-Step Performance
Pyramid—shown in figure 5'!'®*-developed by Dr. Richard
Zielinski, Director of Choral Activities at the
University of Oklahoma. This model contains guidelines
critical to each stage of the preparation process, and
may be applied towards any work to achieve a

successful performance.

18 Richard Zielinski, “Building Blocks for a Successful
Choral Performance” (lecture, presented at the University of
Oklahoma, Norman, OK, September 8, 2009).
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Fig. 5: The Seven-Step Performance Pyramid.

Performance Pyramid

Building Blocks for a
Successful Choral Performance
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4.2 AN OVERVIEW OF SELECT EXISTING CHORAL
METHODOLOGIES

The Seven-Step Performance Pyramid is not isolated
in its methodology and techniques. Rather, it
emphasizes the practices of reputable methods by
leading figures in the choral field, while
simultaneously functioning as a unique approach to
choir preparation in its own right.

James Jordan in his book Evoking Sound presents a
structured method of chorus preparation on varying

119

levels. In the introduction he highlights the

importance of the approach to conducting and the

120

necessity of trusting ones' instincts. In reference

to the latter point Jordan underlines the importance
of creativity and spontaneity in the art of
conducting:
Conducting is a creative act. Musical creativity
requires faith—almost blind faith in one's ear
and one's inner musical voice. Implicit in that

blind faith is a requirement to relinquish control
of both the music and others. Regardless of your

119. James Jordan, Evoking Sound: Fundamentals of Choral
Conducting and Rehearsing (Chicago, IL: GIA Publications, Inc.,
1996), 6.

120. Ibid.
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depth of musical background, the steps into a
creative life as a conductor require trust in self
and others. When that path is followed, profound
music is made.'?!

The treatise is divided into three parts: the
preparatory steps the conductor must make prior to
leading the chorus such as breathing, gestural
vocabulary, body alignment, and score preparation;
literature for study and self-evaluation; and
rehearsal technigque primers.

Jordan's work points out important aspects of the
conductor’s preparation; there is, however, unequal
emphasis on the importance of chorus preparation in
comparison to its conducting counterpart, particularly
in the area of extra-musical aspects that contribute
to the overall performance, such as activities
designed to achieve meaning for each chorister from
the music, or concert promotion. Additionally,
increased importance appears to be placed on small-
scale choral works; consequently, the method relating

to chorus preparation may not be ideal for larger

works with orchestral forces. Notwithstanding these

121. Ibid., 7.
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observations Jordan posits useful points throughout
the text from which conductors may benefit.

In their text, The Complete Conductor: A
Comprehensive Resource for the Professional Conductor
of the Twenty-First Century, authors Robert Demaree
and Don Moses cover pertinent areas of the conductor's

craft.l!??

The book is written in four major parts with
topics that include the following: connecting the mind
and body; aspects for conducting the voice; aspects
for conducting instruments; and general management and
mastery. The latter division is particularly
interesting, as varied points related to extra-musical
elements are discussed in considerable detail. An
example of this is outlined below under the heading,
“Dealing with emergencies:”

One of the competencies for which you are
being paid to conduct is the ability to cooly
and effectively handle emergencies. All sorts
of things can go wrong. There can be serious
and disruptive musical mistakes, and

technical problems; and technical problems
can occur (lights and equipment can fail to

122. Robert W. Demaree and Don V. Moses, The Complete
Conductor: A Comprehensive Resource for the Professional
Conductor of the Twenty-First Century (Englewood Cliffs, NJ:
Prentice-Hall Inc., 1995), 1.
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work, electrical lines can become
disconnected, stagehands can miss cues, and
the like.)'?’

The authors proceed to list steps that the
conductor should take in circumstances such as the
ones described above. Additionally, at the beginning
of their discourse, Demaree and Moses speak to the
core tasks of the conductor, addressing issues such as
defining the process of conducting and surveying the
important duties a conductor is required to address,
including possessing an understanding of the music,

“ In several

the performers, and the audience.’?
respects, therefore, this text reminds the reader of
the importance of non-musical elements, their impact
on performance, and the conflation of all the
appropriate factors towards realizing a successful
performance.

Wilhelm Ehmann in his book Choral Directing

highlights elements of vocal training for choristers

along with rehearsal strategies for conductors that

123. Ibid., 429.

124. Ibid., 6-8.
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may be used to bring about success during a given
rehearsal. Ehmann, because of his background in
providing choral education for church choirs, **°
reaches out to ensembles primarily within the church
setting, and his approach in his book reflects this
affinity. Indeed, his success in training choruses is
not limited to amateur or semi-professional groups, as
he has achieved success with singers of all levels;*?®
however emphasis rests on educating the voice of the
layman in largely inexperienced groups.

His book is divided into two large sections, each
containing several chapters. The first section
addresses topics related directly to the chorus such
as choral posture, choral breath training, choral ear
training, and body movement. The second section
addresses areas that affect the conductor and his

preparation in facilitating a rehearsal. Topics in

this section include: preparation by the choral

125. Wilhelm Ehmann, preface to Choral Directing, trans.
by George D. Wiebe (Minneapolis, MN: Augsburg Publishing House,
1968), v.

126. Ibid.
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director, artistic unison singing, artistic canon
singing, and rehearsal methods. A notable chapter of
this section is 'The Choral Evening: Rehearsal and

1127 where Ehmann discusses all the

Performance,
elements previously discussed in the context of the
final performance. One may derive from this
information, therefore, that Ehmann places emphasis on
a broad scope of the production process, spanning the
art of chorister performance through to aspects of the
music's presentation.

The book Choral Conducting: Focus on Communication
by Harold A. Decker and Colleen J. Kirk contains a
broad range of topics that conductors will find useful

for developing their craft.'?®

Made up of seven
chapters, the structural headings address the
following areas: Relating Gesture to Musical
Expression; Preparing for Music Making: Score Study;

Creating Music with the Choral Instrument; The

Rehearsal: Aesthetic Performance; Developing the

127. Ibid., 203.
128. Harold A. Decker and Colleen J. Kirk, Choral

Conducting: Focus on Communication (Englewood Cliffs, NJ:
Prentice Hall Inc., 1988), 1.
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Choral Instrument; Developing Musical Skills and
Responsiveness; and Repertory Selection. Generally
speaking, the material in this book speaks concisely
to the subject areas presented. The section on score
study i1s particularly engaging and detailed.
Historical perspectives on the major epochs of music
history are covered, and structural phraseology—
through graphic representations—is the primary method
of analysis within which all the others—harmonic,
historical, and gestural—occur.

The Seven-Step Performance Pyramid provides the
facility to incorporate aspects of the methods
surveyed above, particularly in the preparatory and
rehearsal steps. Notable methods utilized by the

Performance Pyramid include the score-study techniques

129 0

presented by Julius Herford, Samuel Adler,*° and
Donald Neuen, emphasizing structural phraseology and

gestural studies. The rehearsal grid—an important

129. Harold A. Decker and Julius Herford, eds., Choral
Conducting: A Symposium (New York: Appleton-Century-Crofts,
1973), 192-213.

130. Samuel Adler, Choral Conducting: An Anthology, 2™
ed. (New York: Schirmer Books, 1985), 3.
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aspect of the “preparation” step of the Performance
Pyramid—in its original conception is particularly

attributed to Donald Neuen.!3!

Within the Seven-Step
Performance Pyramid, however, the method has evolved
under Zielinski’s leadership.

The analyses undertaken in the previous chapter
were accomplished using this approach within the
Seven-Step Method. In this respect, therefore, the
philosophical base of the Seven-Step Performance
Pyramid is grounded upon the practices espoused by
leading methodologies currently in existence, and

provides greater inclusion of other factors essential

to the materialization of a successful choral concert.

31 Donald Neuen, Choral Concepts (Mason, OH: Wadsworth

Publishing Company, 2002), 177.
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4.3 “PREPARATION”

As the title of the model states, there are seven
steps that the choral conductor must accomplish in
score study. The first step is “preparation,” (30%)
described in this way:

This is the most important building block of The

Performance Pyramid process. As the director, I

must take responsibility to prepare every aspect

of the rehearsal before first meeting with the
student. . . Materials such as syllabi, handouts,
translations of foreign texts, rehearsal grids and
appropriate repertoire selections must be
completed and understood by the teacher before the
first class meeting.”'*?

This step comprises thirty percent of the overall
process, making it the largest percentage allotment of
the entire seven-step system. It is therefore the most
important aspect of the conductor's duty, and great
care and diligence should be taken for its execution.

Essentially, this step involves selecting
singers, choosing music suitable for the projected
singers, intensive score study, and rehearsal

preparation. Score study is particularly important for

the conductor, for through a successful reading

132. Richard Zielinski, “Building Blocks for a Successful
Choral Performance” (lecture, University of Oklahoma, Norman,
OK, September 8, 2009), 3.
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thereof, he may construct a sound rehearsal plan for
weeks or months in advance.

The Performance Pyramid method espouses a six-
step procedure to accomplish this activity: source,
style, structure, sounds, systems, and stresses. In
considering the source, the conductor must ascertain
information such as the point of origin for the text
and its inherent qualities that informed the musical
decisions made by the composer. This information may
be based on the period in which the piece was written,
the circumstances under which the composer set the
text, and a host of other factors. All of these
elements must be taken into consideration during the
score study process.

Stylistic details should also be brought under
scrutiny. Phrasing, harmonic language, ornamentation,
and instrumentation, are just a few of the many
factors that contribute to the general style of the
piece.

Both of the aforementioned elements will

subsequently provide data permitting the conductor to
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discover the structure of the composition. The
structure is generally defined as large portions made
up of several sub-sections, ranging from the largest
macro level to the smallest micro elements. Table 24
reveals the symbols the conductor may utilize on the
score to visually represent these structural
divisions, and figure 6 reveals examples of their
application on select pages of the cantata Hiawatha’s
Wedding Feast. This is also referred to as the
phraseology of the composition of movements therein;
the numbers in parentheses show the divisions of the
measures within the structural divisions marked.

At this juncture the conductor may turn his
attention to the smaller details of the piece. The

7

fourth aspect, “Sounds,” involves highlighting the
performing forces in the score at important points of
entry or musical prominence. And lastly, “systems” and

7

“stresses,” the final two steps of score preparation,
involve giving attention to virtually all elements of

dynamics, articulations, word stresses, and other

musical elements that exist within singular measures
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Table 24: Representation of structural symbols for
score preparation as espoused by the Seven-Step
method.

STRUCTURAL LEVEL SYMBOL

Large (macro) A

Medium (sub-macro)

Small (micro)

Melodic Phrases (sub-micro) /‘—\
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Fig. 6: Examples of structural symbols on the first

four pages of Hiawatha’s Wedding Feast.
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of the work. Having completed the score-study process
using these steps, the conductor may direct his focus
towards the next phase of the rehearsal process.

The next step is the preparation of the rehearsal
grid. This is a graphic representation of the period
of time between rehearsals and the concert performance
that outlines specific rehearsal time allotments to a
choral piece or movement. The number of total
rehearsal minutes is calculated for the prescribed
period, then the number of minutes required to
successfully practice each piece or movement is
determined. Once these tasks have been accomplished,
the amount of minutes for each piece is distributed
within the rehearsal periods. It is important to note
that this entire process takes place before the first
rehearsal. This allows the choral singer to understand
the rehearsal process from the very first meeting, and
it provides the conductor with a workable blueprint
for the journey towards the concert's performance.
Zielinski sums it up aptly here:

By using this detailed, minute by minute,

organized approach, I retain singers, recruit new
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singers and elevate the artistic level of my

ensemble. I try to prepare my choir rehearsals

like I am running a successful business.”'?
4.4 “PRACTICE”

The second step of the Performance Pyramid is
“practice.” (20%) “An organized and spirited rehearsal
can transform a diverse group of singers into a
committed, knowledgeable and refined ensemble.”**
Rehearsals are the life-blood of any choral ensemble.
In the Seven-Step Performance Pyramid, the concept of
structuring the rehearsal process lies in the use of a
yellow legal pad divided into three sections:
preparation, warm-ups, and rehearsal.

The first section of preparation—also referred to
as “prep”—involves extra-musical tasks that need to be
accomplished before the rehearsal. This may include
procuring or preparing handouts, seating charts,
announcements, translations, and audio-visual

equipment. Highlighting important duties in this area

will aid in reminding the conductor of important tasks

133. Ibid., 4.

134. Ibid.
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that need to be taken care of to ensure a smooth and
uneventful rehearsal.

The second section of the yellow pad is warm-ups.
This section contains specific warm-up exercises
related to the period's rehearsal. These exercises
should be based on two main premises: the conductor's
own philosophy of vocal development; and strengthening
and reinforcing musical material related to the
period's rehearsal.'’ Examples of exercises in this
section may include stretching, massages, and
vocalizing. Matters related to text and intonation for
that rehearsal should also be addressed.

The rehearsal constitutes the third and final
portion of the yellow pad. Separated into two columns
this area should contain a specific plan of action for
the rehearsal involving pieces or movements derived
from the rehearsal grid. The number of minutes for
each piece ought to be clearly visible to the
conductor to ensure that time management is

maintained, and the singers should be actively engaged

135. Ibid.
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in the practice session.

4.5 “PRIORITIZE"”

The third step of the Performance Pyramid is
“prioritize”. (10%) “The entire organization (singers,
staff and director) must arrange their priorities so
that the ensemble, rehearsals and performance become

136 ThiS

an important element in their weekly routine.
step 1is essential for all parties involved in the
process of producing a successful concert. For the
choral conductor, referring to the rehearsal grid and
yellow pad should become a frequent activity. Adding
important points to the “prep” area of the yellow pad,
or updating warm-up sections to strengthen a weakness
identified during a recent rehearsal will help the
conductor prioritize his responsibility to the
ensemble amidst his busy schedule. The singers,
likewise, will be inclined to play their role in the
process by making time to write in their scores

translations; to highlight dynamics and articulations;

and to make time for personal practice. Therefore, by

136. Ibid., 5.

158



making the goals of the ensemble a priority, the
conductor and singers will work together to achieve a

successful performance.

4.6 “PERSONALIZE”
The fourth step of the Performance Pyramid is
“personalize.” (15%) It is described thus:

After several weeks of rehearsals when my singers
are comfortable with the notes, rhythms and the
pronunciation of the text, and producing a solid
choral tone, they are in control of the basic
music rudiments. This is when they need to be
challenged to find the true source of the
composition. I assist them in striving to develop
a personal understanding of the message in the
music. Depending on the composition, the text may
be taken from a variety of sources-poetry,
literature, biblical text or other religious
writings. Whenever possible, I like to involve
people from relevant disciplines such as
literature, religion and philosophy in sharing
their insight with the students, in order to
enhance the students’ total musical experience.”'?’

This step 1s taken after the ensemble has firmly
grasped correct notes, rhythms, and text
pronunciations. At this point the conductor shares
with the ensemble information related to the source of

the text and the music. For example, the following

137. Ibid., 6.
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questions may be addressed by the conductor towards
accomplishing this step: “When was the text written?
What inspired the writing of the text? What inspired
the composer to set the text to music? How does the
composer use musical devices to heighten the emotional
intensity of the text throughout the work?”

The conductor may use a variety of methods to
accomplish the goal of personalizing, such as research
assignments for the ensemble members, field trips, or
guest lectures. Bringing about a sense of innate
understanding and ownership of the piece for each

ensemble member is the ultimate goal of this step.

4.7 “PUBLICIZE”
The fifth step of the Performance Pyramid is
“publicize:” (10%)

At this stage of the Performance Pyramid process,
we are one month out from the concert. Performing
for an auditorium full of empty seats can be very
defeating for the group. Therefore, I organize a
marketing committee of singers from within the
group and map out a marketing plan to get people
in the seats.”'*®

138. Ibid.
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Sharing the fruits of the ensemble's labors to an
anticipating audience is a natural outcome of the
rehearsal process. It is important, therefore, for the
conductor to organize a promotional campaign at least
one month before the concert. Members of the ensemble
often serve as the conductor's best promoters because
they possess the ability to share information about
the music with friends and relatives through their
unique rehearsal experiences. The conductor should
prepare posters, postcards, and electronic
representations of the posters for distribution to
prepared databases of prospective attendees.
Appearances on radio, television, newspapers, and
other media will also be helpful in successful

promotion.

4.8 “PROJECT”

The sixth step of the Performance Pyramid is
“project.” (10%) “To successfully project the message
of the music to the listener, the ensemble must

deliver a choral product that reflects the intent of
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the composer’s work.”'*® This step involves self-
evaluation on the part of the ensemble members. The
conductor will arrange a video camera to record the
choir in performance during a rehearsal, then instruct
the singers to comment on the ensemble's presentation
using an evaluation sheet. Aspects of the performance
for review may include posture, eye contact, diction,
intonation, and performance energy. After making their
notes, the singers will submit their responses to the
conductor. They may be read by the conductor following
the rehearsal and typed up in an anonymous document to
be given to singers for discussion. This process of
self-analysis will create a sense of ownership on the
part of each ensemble member towards effectively
projecting the message of the music as a group as

stipulated by the composer.

4.9 “POLISH”
The seventh and final step of the Performance
Pyramid is “polish.” (5%) “An attempt to polish every

aspect of the concert should be made... An ensemble

139. Ibid., 7.
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must practice performing before the final concert.”*’

Following the ensemble's evaluation of their
performance video, the conductor will engage the
singers in fine-tuning every aspect of the performance
previously rehearsed, including notes, rhythms,
articulations, and intonation. Other aspects of the
performance will also be reviewed such as general
ensemble presentation. Activities as simple as walking
on stage, holding folders and stand-and-sit cues are
critical to the polishing process; their successful
presentation will add to the professionalism of the

finished product.

4.10 THE SEVEN-STEP PERFORMANCE PYRAMID AND HIAWATHA'S
WEDDING FEAST

In this section elements of the Seven-Step Performance

Pyramid as described above will be applied to the

preparation of Hiawatha's Wedding Feast to provide the

conductor with a model of successfully presenting the

work. In this respect, a hypothetical model of an

ensemble formed solely to perform this work will be

140. Ibid., 7.
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depicted, as opposed to a group that is already
established.

The first step is preparation. To begin this
process, the conductor should secure information about
getting the scores. Printed music for Hiawatha’s
Wedding Feast is readily accessible through Novello
and Company (vocal score) and Kalmus Publications,
(conductor’s score and orchestra parts) making the
work easily accessible today for performers around the
world. Ordering from these publishers may be
conveniently accomplished through their websites:

www.kalmus.com and through the distributor

www.sheetmusicplus.com. Several quality recordings are

also in existence and may be purchased with fast
convenience from major music retailers online and at
physical sites worldwide.

Once the music is received, the conductor should
conduct an in-depth study of the work in order to
bring about the best rehearsal and performance
products. Additionally, such study will be essential

in creating a rehearsal grid, a key element of this
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step. Through the construction of the rehearsal grid
the conductor will glean important data, and will add
to his knowledge of the piece by knowing how to
structure the rehearsals by scenes or sections; to
determine the level of difficulty of each section; and
to assign the number of minutes for each section
accordingly months in advance.

In the process of preparing the rehearsal grid
the conductor should assess the level of difficulty of
the piece for the singers and orchestra, and the
performing forces needed for both ensembles. In this
case, the work is moderate in difficulty, written to
be performed by capable amateur choral societies.'®
The orchestration is moderate, consisting of one
piccolo, two flutes, two oboes, three clarinets in A,
two bassoons, four horns, two trumpets in F, one alto
trombone, one tenor trombone, one tuba, bass drum,
timpani, cymbals, tambourine, triangle, and strings.

The size of the choral ensemble, therefore, may range

from 30-50 professional singers; or as large as 80

141. Geoffrey Self, “Coleridge-Taylor and the Orchestra,”
Black Music Research Journal 21, no. 2 (2001): 262.
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singers or more—equally professional—to maximize on
the effect of a grandiose choral sound.

All this information would result in the
construction of the rehearsal grid, shown in figure 7.
Prospective members of this ensemble and orchestra
should be moderate to advanced sight-readers; this
rehearsal grid is based on this prerequisite.
Prospective members of the orchestra and choir would
be contacted two months before the date for the first
rehearsal. (figures 8-10)

Selecting a date of performance will be
important. The subject matter of the cantata is
significant for the Native American community of the
United States, particularly those of the Iroquois
tribe. For the Iroquois, one of their most important

142 31so0 known

celebrations is the Midwinter Festival,
as “Most Excellent Faith,” celebrated in the first

part of February. To coincide with this important

event, the concert has been scheduled to take place on

142 Elisabeth Tooker, “The Iroquois White Dog Sacrifice in
the Latter Part of the Nineteenth Century,” Ethnohistory 12,
no. 2 (1965): 129.
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Sample rehearsal grid for the preparation of

7
Hiawatha’s Wedding Feast.

Fig.
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Fig. 8: Sample correspondence to prospective chorus
members.

HIAWATHA CHORALE

Andrew Marshall, Director
1818 Alameda Street, Norman OK 73071 . 405-573-4668

October 5. 2012
Dear Chorus Member:

It is my pleasure to invite you to the formation of this ensemble created specially for the performance
of Samuel Coleridge-Taylor's cantata, Hiawatha's Wedding Feast.

First performed in the Fall of 1898 in London. the work took the nation by storm and thrust the
unknown Coleridge-Taylor into the limelight. For the next thirty years, the cantata enjoyed numerous
performances throughout Great Britain, the United States, and several parts of the world, rivaled only
by Handel's Messiah in popularity. Since the mid-twentieth century the work has been quietly
neglected: but in recent times there has been revivals around the world. Our performance will
contribute to the growing trend of presenting this masterwork to an anticipating audience.

One of the important elements of the work is the text, selected from Henry Wadsworth Longfellow's
epic poem The Song of Hiawatha. Longfellow in his poem celebrates the legend of the Native
American legend Hiawatha. The portion of the poem selected by Coleridge-Taylor describes his
wedding feast to the alluring Minnehaha.

We desire to make this performance relevant to members of the Native American community here in
the state of Oklahoma, particularly to the Iroquois community to which Hiawatha belonged. To this end
the peformance of the cantata will take place on the first Sunday in Febrary, coinciding with the
Iroquois's Mid-Winter Festival, one of the most important events on the Native American calendar. Our
performance will be preceded by a lecture by a prominent Iroquois specialist who will highlight the
influence of Hiawatha's accomplishments on parliamentary, civic, and social operations in the United
States today.

Please find attached information related to our performance including rehearsal dates and times and
concert attire.

‘our talent and commitment will contribute to the successful performance of this work. Thank you for
taking the time to be a part of this exciting venture. I look forward to working with you!

Sincerely.

Andrew Marshall
Artistic and Music Director
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REHEARSAL AND PERFORMANCE INFORMATION

Regular Rehearsals

Jan. 2-Feb. 1, (see rehearsal grid) All rehearsals will be held
at the Norman Seventh-day Adventist Church, 1818 Alameda
Street, Norman, Oklahoma, unless otherwise stated.

Dress Rehearsal

Thursday, January 31, 2013, Nancy O'Brian Center, 1809
Stubbeman Street, Norman, OK 73069,

6-8pm

Directions: Go east on Robinson Street; turn right on
Stubbeman; turn right at second light (Norman High School);
proceed onto compound to Nancy O'Brian Center.

Performance
Sunday, February 3, 2013, Nancy O'Brian Center, 3pm; Call
time, 2pm.

Concert Attire
Men: Black suits, white shirt, dark-colored tie, black shoes.
Ladies: Long dress, full black; black shoes.
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Fig. 9: Sample correspondence to prospective orchestra
members.

NORMAN COMMUNITY ORCHESTRA

Andrew Marshall, Director
1818 Alameda Street, Norman OK 73071 . 405-573-4668

October 5. 2012
Dear Orchestra Member:

It is my pleasure to invite you to the formation of this ensemble created specially for the performance
of Samuel Coleridge-Taylor's cantata, Hiawatha's Wedding Feast.

First performed in the Fall of 1898 in London. the work took the nation by storm and thrust the
unknown Coleridge-Taylor into the limelight. For the next thirty years, the cantata enjoyed numerous
performances throughout Great Britain, the United States, and several parts of the world, rivaled only
by Handel's Messiah in popularity. Since the mid-twentieth century the work has been quietly
neglected: but in recent times there has been revivals around the world. Our performance will
contribute to the growing trend of presenting this masterwork to an anticipating audience.

One of the important elements of the work is the text, selected from Henry Wadsworth Longfellow's
epic poem The Song of Hiawatha. Longfellow in his poem celebrates the legend of the Native
American legend Hiawatha. The portion of the poem selected by Coleridge-Taylor describes his
wedding feast to the alluring Minnehaha.

We desire to make this performance relevant to members of the Native American community here in
the state of Oklahoma, particularly to the Iroquois community to which Hiawatha belonged. To this end
the peformance of the cantata will take place on the first Sunday in Febrary, coinciding with the
Iroquois's Mid-Winter Festival, one of the most important events on the Native American calendar. Our
performance will be preceded by a lecture by a prominent Iroquois specialist who will highlight the
influence of Hiawatha's accomplishments on parliamentary, civic, and social operations in the United
States today.

Please find attached information related to our performance including rehearsal dates and times and
concert attire. Matters related to compensation will be related to you at our first business meeting to be

held next week.

Your talent and commitment will contribute to the successful performance of this work. Thank you for
taking the time to be a part of this exciting venture. I look forward to working with you!

Sincerely.

Andrew Marshall
Artistic and Music Director
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Fig. 10: Sample tempi sheet to prospective orchestra
members.

HIAWATHA COMMUNITY ORCHESTRA

TEMPI SHEET
HIAWATHA SCENE MEASURE REGION TEMPI MARKING
Introductions 1—191 Allegro moderato: Quarter=136
192—207 Allegro molto: Quarter=168
208—231 Poco Allargando: Quarter=154
Pau-Puk Keewis 232—294 Allegro moderato: Quarter=136
295—339 Allegro commodo: Dotted Q=84
340—374 Allegro moderato: Quarter=136
375390 Lento: Quarter=78
391—406 Piu Mosso: Quarter=100 (accel.)
407—426 Piu Mosso: Quarter=120 (accel.)
427470 Molto vivace: Half=56
471—508 Molto pesante: Quarter=130
Chibiabos 509—600 Con moto: Half=75
601686 Andante con moto: Quarter=120
Iagoo 687—722 Lento: Quarter=66 (accel.)
723—750 Lento: Quarter=66
751810 Moderato energico: Quarter=100
811858 Allegro molto: Quarter=130 (accel.)
859—918 Allegro molto: Quarter=130
919—942 Molto piu mosso: Quarter=180
943984 Molto moderato: Half=80
985—1000 Poco meno mosso: Half=76
Coda 1001—1028 Meno mosso: Quarter=140
1029—1047 Tempo I: Quarter=136
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February 3, 2013 to augment its relevance in a social
context.

“Practice” is the second step of the Performance
Pyramid. An important part of this step is the yellow
pad for each practice session as outlined in the
rehearsal grid. Figure 11 contains a sample yellow pad
representation for the first rehearsal. In this
example, the warm-up exercises include both general
vocalizes and exercises derived from figures in the
portions of the cantata to be rehearsed. Additionally,
the rehearsal process involves varied levels of
singing, ranging from the conductor requesting the
chorus to sing select sections slowly on a neutral
syllable, to performing in full voice as i1if in an
actual live presentation.

“Prioritize” is the third step of the performance
pyramid. For the conductor, time would be made each
day to revisit the rehearsal plans following each
rehearsal to make adjustments if necessary; to contact
absentee singers; or to make follow-up phone calls to

persons or companies associated with the final
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Fig. 11: Sample yellow pad representation of the first
rehearsal with the chorus for Hiawatha’s Wedding
Feast.

SEVEN-STEP PERFORMANCE PYRAMID

YELLOW PAD DATE: January 3, 2013

PREP

-copy seating charts

-copy information packet (single pdf in email)
-arrange chairs, general room setup

-place choral folders on chairs

-send reminder email to singers

-bring warm-up sheet for accompanist

-send rehearsal notes to accompanist
-bring performance posters and flyers

- 7:

BREATH TONE POSTURE

-inhale. hiss out on “shh.” “s.” “v.
“f7*; vary timing of exhalation; (4. 8.
12 beats, etc.)

-do the above (without varying the

-stretch arms, rotate neck. massage.
shoulder rolls;

-continue shoulder rolls and
stretches during “TONE™ exercises

-vocalises 1-5 on warm-up sheet:
-vocalises 6-8 on warm-up sheet:

-lip drill glissando. very low-very high-
very low:

timing of exhalation) on the rhythm
of motive 1;

-do the above on the rhythm of’
motive 2;

-pant after each "TONE' exercise;

-yawn-and-sigh. as above:

at will:

-divide the choir into halves: have
each face each other during select
'TONE' exercises

REHEARSAL (7:10-9)

GENERAL INTRODUCTIONS
(mm. 27-67, 15 mins.)

-mm. 52-67 (start from m. 48)
-all parts with text: performance style
-all parts on 'pum’. no text. focus on notes and rhythms
-give markings for word stresses
-all parts, with text; performance style

-mm. 27-47 (start from m. 19)
-LADIES (27-34): with text. performance style
-MEN (35-47): with text, performance style
-give markings/notes for text

-mm. 27-67
-CHOIR STAND: full run-through. performance style

DESCRIPTION OF FEAST, GUESTS ARRIVE
(mm. 122-145, 15 mins.)

-mm. 122-145
-all parts. with text: performance style
-all parts on "pum’, no text. focus on notes and rhythms
-give markings for word stresses
-all parts, with text; performance style

CALL FOR ENTERTAINMENT
(mm. 146-231, 15 mins.)

-mm. 192-231 (start from 184)
-all parts with text; performance style
-LADIES on 'dah.’ focus on correct pitches
-MEN on 'dah,' focus on correct pitches
-all parts on "dah.’ focus on correct pitches

-mm. 146-183 (start from 146)
-all parts with text. performance style
-all parts on ‘dah’

-mm. 146-231 (start from 146)
-CHOIR STAND: full run-through. text.

PAU-PUK KEEWIS: DESCRIPTION OF TALENTS
(mm.232-294, 15 mins.)

-mm. 263-283 (start from mm. 263)

-all parts with text: performance style
-all parts on 'dah’, no text, under tempo
-alert singers to accidentals, key changes
-all parts, with text: performance style

-mm. 246-262
-MEN: text, mm. 246-250
-LADIES: text, mm. 253-258:
-all parts. mm. 246-283

-mm. 232-245
-ALL MEN, mm. 232-241: check entry notes in m. 242
-CHOIR STAND: all parts, mm. 232-283

PAU-PUK KEEWIS: DESCRIPTION OF DANCES
(mm. 375-485, 20 mins.)

-mm. 471-485 (start from 467)
-all parts. text: repeat on syllable ‘dah’

-mm. 415-452
-all parts on 'dah' from m. 427
-quick check at divisi parts
-all parts with text from m. 415-452

-mm. 375-414
-all parts on 'dah’'
-alert singers to accidentals, key changes
-all parts, text, mm. 375-445

CODA
-CHOIR STAND: all parts. text, mm. 471-485
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performance. Examples for the latter may include
contacting the guest presenter on Native American
Studies, members of the orchestra, or the recording
crew for the performance.

The conductor may assist the singers in preparing
for each rehearsal by sending out emails following
rehearsals reminding them to make time for personal
practice, underline dynamics and articulations, and
download and listen to relevant audio files of their
voice part. With the right amount of frequency the
singers will understand the importance of making time
to prepare the cantata and its importance to the
success of the performance.

“Personalize” is the fourth step of the
Performance Pyramid. In the preparation step of this
example, steps have already been taken to make the
event of the performance relevant to the local and
national communities; by extension, the singers may be
acclimatized to understand the significance of the
cantata's text and music to their own lives and its

relevance to their community.
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One example of achieving personalization on the
part of the singers is to ask them to investigate the
history of Native American life in the United States.
Questions that may help them in their research may
include: “How long have they been in this country?
Where did they come from? What was their lifestyle
like before the Europeans arrived? Have things changed
to a great degree in modern times? Has their presence
in the United States today affected my life?” Other
questions may address more sensitive topics, such as:
“Have the Native American community experienced
prejudice or injustice since the arrival of the
Europeans? Are there plausible reasons for such
prejudices? In observing the celebratory text of the
wedding feast in the cantata, are their similarities
that exist with the way they conduct festive occasions
and the way we do today? What can I do to help quell
the tide of prejudice against Native Americans in my
community?” Using questions like these as a guide, the
conductor may facilitate some discussion into the

relevance of the text to the lives of each singer.
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Another way to achieve personalization may
involve arranging a field trip to a Native American
museum, or a visit to a local tribe if feasible.
Hearing and singing about a Native American legend
provides a unique musical experience of itself; but
coming in live contact with the people, their beliefs
and their way of life will bring the text to life in a
way no rehearsal may accomplish. Through wvisual,
tactile, and communicative immersion the singers may
see and touch the artifacts referred to in the
introductory part of the cantata; they may observe the
pomp and glory of Pau-Puk Keewis's kaleidoscopic,
captivating attire as he danced for the Hiawatha's
wedding guests; they may listen to an Elder or Chief
tell of other legends similar to that of Hiawatha's,
and share aspects of their lifestyle not found in
textbooks. Such experiences will help the singer
develop a personal connection with the cantata, and
provide the basis for a more successful and meaningful
performance.

7

The fifth step is “publicize.” The chorus members
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may serve as the conductor's best promoters. Through
the processes previously outlined—particularly that of
personalization—they will be able to share information
and experiences to family and friends that will
motivate them to attend. They may also be given
tabloid-sized and postcard posters to distribute at
their workplaces and churches. Additionally, the
conductor may send them an electronic picture of the
poster to send out to their mailing lists inviting
them to attend the concert. Figure 12 contains an
example of the promotional poster for the concert.

If possible, interviews should be arranged and
appearances on live radio and television programs
should be done. Having a chorus member attend such
interviews with the conductor may be helpful towards
the promotional process, giving prospective concert
attendees insight into the concert from the singers'
perspective.

The sixth step is “project.” For this area the
singers would be required to analyze the manner they

convey the music as an ensemble. The conductor should
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Fig. 12: Sample promotional poster for the Hiawatha
concert.

SAMUEL COLERIDGE-TAYLOR

HIAWATHA'S WEDDING FEAST

HIAWATHA CHORALE
NORMAN COMMUNITY ORCHESTRA

Andrew Marshall, conductor

3 FEBRUARY 2013
NANCY O'BRIAN
PERFORMING ARTS CENTER
1804 STUBBEMAN AVENUE
NORMAN, OK 73069
5 PM

TICKETS: $10; STUDENTS WITH ID: $5

For information and tickets call 405-573-4668.

www.hiawathachorale.com

178



get a video camera and record portions of the cantata
in performance by the choir. He may then arrange for a
viewing of the recording by the singers and distribute
critique sheets to each member. Through self-analysis
the conductor would elicit responses from the singers
concerning the effectiveness and professionalism of
the ensemble. Areas that the choir will be prompted to
observe may include—but not be limited to—posture,
facial expressions, clarity of text, intonation, and
quality of tone.

Another way to accomplish this step of the
Performance Pyramid is to have the male and female
sections of the choir perform portions of the cantata
for each other and facilitate a brief session of
discussion. The numerous sectional duets contained in
the cantata would especially lend themselves towards
accommodating this exercise. It should be emphasized
that these sessions are not designed to point out
minute and superfluous faults, but rather to highlight
the positive elements and to provide suggestions that

may aid the collective good of the ensemble.
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The final step of the Performance Pyramid,
following the self-analysis of the singers, 1is
“polish.” Here the conductor will fine-tune aspects of
the performance, especially those areas informed
within the previous “project” step. Cut-offs,
intonation, textual clarity, and overall
professionalism will be the highlight of rehearsals
leading up to the performance. The conductor may
choose to create a copy of a detailed portion of the
cantata containing highlighted markings and send them
to the singers to insert in their scores.

An important area for consideration is singing
across ‘seams’. These are sections that connect
orchestral interludes to choral entrances. Singers
have the tendency to lose focus during an instrumental
break, and these interludes often contain modulations
and pose challenges for correct choral entries. In
Hiawatha’s Wedding Feast such instances abound in
every scene, and as a result they would be rehearsed
accordingly. The conductor may present techniques to

help the singers enter on the right notes. This may
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include pointing their attention to their starting
tones being played by certain instruments in the
orchestra, or through recognition of a standard
perfect cadence preceding their entrance to aid their
ear in establishing the coming tonality.

Another area for polishing consideration would
include the scene preceding the tenor solo involving
the unaccompanied choral singing. (mm. 533-52) The
chorus should rehearse this section ensuring that
proper intonation is maintained. In mm. 553-40 the
soprano part should be singled out to make sure they
are not descending overzealously from their octave
leap, hence creating a new tonality at the end of the
phrase. The bass part would later be added to the
soprano part following its practice sessions to
provide a foundation of tonality to which they may
relate. Chromatic passages in this passage (tenors,
mm. 550-53) should also be worked on to ensure the
tonality is consolidated.

Coupled with the musical polishing would be the

addressing of extra-musical areas that are equally
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important to the performance activity. These include
walking on stage; sit-and-stand cues; visualizing the
performing space and audience; and performing in the
actual location of the performance. In this step the
singers will finally Jjoin forces with the orchestra in
the performance hall and hear the varied instrumental
colors intended to accompany them. They will have an
opportunity to experience the performance hall and
create adjustments with their sound production as
directed by the conductor. In this final step nothing
should left to chance. The conductor should practice
every aspect of the performance as it will occur on
the day of the concert. Using this approach, all
performing parties involved will be technically and
musically prepared to deliver a successful

performance.
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CHAPTER V

SUMMARY AND CONCLUSIONS

Considering the popularity that Hiawatha's
Wedding Feast enjoyed immediately following its
premiere in 1898 and in the early years of the
twentieth century, it is interesting to observe today
its relative obscurity among staples in the standard
choral repertory.

The following three reasons for its success
following its premiere may be considered: first, the
poem from which the text of the cantata was taken, as
mentioned in the second chapter, was well-known in
both the United States and Europe during the time of
the cantata’s composition. Coleridge-Taylor's choice
to create a setting of this text was no doubt fueled
in part by this existing situation, and his cantata
served to further pique the interest of the public
already familiar with the poem's Native American
themes. Second, the cantata’s level of difficulty

equaled the abilities of the many amateur choral
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societies that existed in Great Britain at the time.
The majority of the members in these choirs would have
been thrilled to sing music set to one of the most
popular poems of their day. Coleridge-Taylor no doubt
would have been intrigued at the prospects of settling
on the European mainland and having his cantata enjoy
as much success there as it did in Great Britain.
Lastly, the international appeal of Coleridge-Taylor's
cantata, particularly in the United States, was
heightened by his ethnic background. African-Americans
saw in Coleridge-Taylor the epitome of excellence;
they recognized in his work a man from similar
backgrounds as themselves who was successful in a
dominant Caucasian society. Coleridge-Taylor's
accomplishments through his cantata, therefore, were
widely celebrated in the United States and several
other countries internationally.'*’

Today, Coleridge-Taylor's cantata is not

performed as frequently. The reasons for this may

include the following: first, much of the standard

143. Ellsworth Janifer, “Samuel Coleridge-Taylor in
Washington,” Black Music Research Journal 28, no. 2 (1967):
185.
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choral repertory today was created in countries on the
European mainland such as Austria, France, Germany,
and Italy. Works including Brahms’ Requiem, Mozart's
Requiem, and Mahler's Second Symphony are Jjust a few
examples that may be frequently found on concert
programs of the world's leading orchestras. English
composers were not as recognized for their
compositions as their European mainland

* which is one of the reasons why many

counterparts,14
of them sought to migrate to European mainland to
launch their careers. Second, choral conductors today
are prone to program compositions that are familiar to
their audiences. Coleridge-Taylor and his music are
generally unknown to concert-goers of today, and
featuring Hiawatha's Wedding Feast may prove risky at
best to bring about commercial success in the
estimation of a governing board unwilling to permit
adventurous programming. Lastly, the theme of the

cantata today does not hold as strong a popular appeal

as it did in the early twentieth century. Large

144 . Deborah Rohr, The Careers of British Musicians,
1750-1850 (Cambridge: Cambridge University Press, 2001), 7.
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audiences of today may flock concert halls to hear a
cantata about vampires or alien beings as promoted in
public entertainment media; but Native American lore
would be generally be construed as old-fashioned and
uninteresting.

Notwithstanding these observations, Coleridge-
Taylor's cantata may prove to be a choral work for
choice for conductors today. The choral parts remain
unchallenging and charming; the music is easily
accessible; and the story of the text is timeless in
its content, for all can relate to the joys that a
wedding feast provides.

Hiawatha’s Wedding Feast presented a refreshing
concert experience to audiences in 1898;'*® today, it
possesses the same charm that delighted audiences over
a century ago. The performance of this cantata in
recent years has diminished significantly since its
heyday decades ago. Through analysis and study,

however, conductors of amateur and professional choirs

alike will find in Samuel Coleridge-Taylor's

145. Jewel Taylor Thompson, Samuel Coleridge-Taylor: The
Development of His Compositional Style, (Metuchen, NJ:
Scarecrow Press, Inc., 1994) 75.
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Hiawatha's Wedding Feast music that their singers and
audiences may enjoy, breathing new life into an unsung

treasure of the choral repertoire.
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APPENDIX B: GLOSSARY

Hiawatha: the prophet, the Teacher; son of
Mudjekeewis, the West Wind, and Wenonah, daughter of
Nokomis.

Minnehaha: Laughing Water,; wife of Hiawatha.

Pau-Puk Keewis: the handson Yenadizze, the Storm-Fool.

Yenadizze: an idler and gambler; an Indian dandy.

Chibiabos: a musician,; friend of Hiawatha, Ruler in
the Land of Spirits.

Tagoo: a great boaster and storyteller.

Nokomis: grandmother of Hiawatha,; mother of Wenonah.
Nahma: the sturgeon.

Maskenozha: the pike.

Pemican: meat of the deer or buffalo, dried and
pounded.

Mondamin: Indian corn.

Pugasaing: the game of bowl and counters.
Koomtassoo: the game of plum-stones.
Shaugadaya: a coward.

Nagow Wudjoo: the Sand Dunes of Lake Superior.
Onaway: awake.

Osseo: Son of the Evening Star.
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APPENDIX C: FULL TEXT, HIAWATHA’S WEDDING

HIAWATHA’S WEDDING FEAST
by Henry Wadsworth Longfellow

1

You shall hear how Pau-Puk-Keewis,
How the handsome Yenadizze

Danced at Hiawatha's wedding;

How the gentle Chibiabos,

He the sweetest of musicians,

Sang his songs of love and longing;
How Iagoo, the great boaster,

He the marvellous story-teller,

Told his tales of strange adventure,
That the feast might be more joyous,
That the time might pass more gayly,
And the guests be more contented.

2

Sumptuous was the feast Nokomis

Made at Hiawatha's wedding;

All the bowls were made of bass-wood,
White and polished very smoothly,

All the spoons of horn of bison,
Black and polished very smoothly.

3

She had sent through all the village
Messengers with wands of willow,

As a sign of invitation,

As a token of the feasting;

And the wedding guests assembled,

Clad in all their richest raiment,
Robes of fur and belts of wampum,
Splendid with their paint and plumage,
Beautiful with beads and tassel

4

First they ate the sturgeon, Nahma,
And the pike, the Maskenozha,
Caught and cooked by old Nokomis;
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Then on pemican they feasted,
Pemican and buffalo marrow,
Haunch of deer and hump of bison,
Yellow cakes of the Mondamin,
And the wild rice of the river.

5

But the gracious Hiawatha,

And the lovely Laughing Water,

And the careful old Nokomis,

Tasted not the food before them,
Only waited on the others

Only served their guests in silence.

6

And when all the guests had finished,
0Old Nokomis, brisk and busy,

From an ample pouch of otter,

Filled the red-stone pipes for smoking
With tobacco from the South-land,
Mixed with bark of the red willow,

And with herbs and leaves of fragrance.

7

Then she said, "O Pau-Puk-Keewis,
Dance for us your merry dances,

Dance the Beggar's Dance to please us,
That the feast may be more joyous,
That the time may pass more gayly,

And our guests be more contented!"

8

Then the handsome Pau-Puk-Keewis,

He the idle Yenadizze,

He the merry mischief-maker,

Whom the people called the Storm-Fool,
Rose among the guests assembled.

9

Skilled was he in sports and pastimes,
In the merry dance of snow-shoes,

In the play of quoits and ball-play;
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Skilled was he in games of hazard,
In all games of skill and hazard,
Pugasaing, the Bowl and Counters,
Kuntassoo, the Game of Plum-stones.
Though the warriors called him Faint-Heart,
Called him coward, Shaugodaya,
Idler, gambler, Yenadizze,

Little heeded he their jesting,
Little cared he for their insults,
For the women and the maidens
Loved the handsome Pau-Puk-Keewis.

10

He was dressed in shirt of doeskin,
White and soft, and fringed with ermine,
All inwrought with beads of wampum;

He was dressed in deer-skin leggings,
Fringed with hedgehog quills and ermine,
And in moccasins of buck-skin,

Thick with quills and beads embroidered.
On his head were plumes of swan's down,
On his heels were tails of foxes,

In one hand a fan of feathers,

And a pipe was in the other.

11

Barred with streaks of red and yellow,
Streaks of blue and bright vermilion,
Shone the face of Pau-Puk-Keewis.
From his forehead fell his tresses,
Smooth, and parted like a woman's,
Shining bright with o0il, and plaited,
Hung with braids of scented grasses,
As among the guests assembled,

To the sound of flutes and singing,
To the sound of drums and voices,
Rose the handsome Pau-Puk-Keewis,

And began his mystic dances.

12
First he danced a solemn measure,
Very slow in step and gesture,
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In and out among the pine-trees,
Through the shadows and the sunshine,
Treading softly like a panther.

Then more swiftly and still swifter,
Whirling, spinning round in circles,
Leaping o'er the guests assembled,
Eddying round and round the wigwam,
Till the leaves went whirling with him,
Till the dust and wind together

Swept in eddies round about him.

13

Then along the sandy margin

Of the lake, the Big-Sea-Water,

On he sped with frenzied gestures,
Stamped upon the sand, and tossed it
Wildly in the air around him;

Till the wind became a whirlwind,

Till the sand was blown and sifted
Like great snowdrifts o'er the landscape,
Heaping all the shores with Sand Dunes,
Sand Hills of the Nagow Wudjoo!

14

Thus the merry Pau-Puk-Keewis

Danced his Beggar's Dance to please them,
And, returning, sat down laughing

There among the guests assembled,

Sat and fanned himself serenely

With his fan of turkey-feathers.

15

Then they said to Chibiabos,

To the friend of Hiawatha,

To the sweetest of all singers,

To the best of all musicians,

"Sing to us, O Chibiabos!

Songs of love and songs of longing,
That the feast may be more joyous,
That the time may pass more gayly,
And our guests be more contented!"
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16

And the gentle Chibiabos

Sang in accents sweet and tender,
Sang in tones of deep emotion,
Songs of love and songs of longing;
Looking still at Hiawatha,

Looking at fair Laughing Water,
Sang he softly, sang in this wise:

17

"Onaway! Awake, beloved!

Thou the wild-flower of the forest!
Thou the wild-bird of the prairie!
Thou with eyes so soft and fawn-like!

18

"If thou only lookest at me,

I am happy, I am happy,

As the lilies of the prairie,
When they feel the dew upon them!

19

"Sweet thy breath is as the fragrance
Of the wild-flowers in the morning,
As their fragrance is at evening,

In the Moon when leaves are falling.

20

"Does not all the blood within me

Leap to meet thee, leap to meet thee,
As the springs to meet the sunshine,
In the Moon when nights are brightest?

21

"Onaway! my heart sings to thee,
Sings with joy when thou art near me,
As the sighing, singing branches

In the pleasant Moon of Strawberries!

22
"When thou art not pleased, beloved,
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Then my heart is sad and darkened,
As the shining river darkens
When the clouds drop shadows on it!

23

"When thou smilest, my beloved,

Then my troubled heart is brightened,
As 1in sunshine gleam the ripples
That the cold wind makes in rivers.

24

"Smiles the earth, and smile the waters,
Smile the cloudless skies above us,

But I lose the way of smiling

When thou art no longer near me!

25

"I myself, myself! behold me!

Blood of my beating heart, behold me!
O awake, awake, beloved!

Onaway! awake, beloved!"

26

Thus the gentle Chibiabos

Sang his song of love and longing;
And Iagoo, the great boaster,

He the marvellous story-teller,

He the friend of old Nokomis,
Jealous of the sweet musician,
Jealous of the applause they gave him,
Saw in all the eyes around him,

Saw in all their looks and gestures,
That the wedding guests assembled
Longed to hear his pleasant stories,
His immeasurable falsehoods.

27

Very boastful was Iagoo;

Never heard he an adventure
But himself had met a greater;
Never any deed of daring

But himself had done a bolder;
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Never any marvellous story
But himself could tell a stranger.

28

Would you listen to his boasting,
Would you only give him credence,
No one ever shot an arrow

Half so far and high as he had;
Ever caught so many fishes,

Ever killed so many reindeer,
Ever trapped so many beaver!

29

None could run so fast as he could,
None could dive so deep as he could,
None could swim so far as he could;
None had made so many journeys,

None had seen so many wonders,

As this wonderful Iagoo,

As this marvellous story-teller!

30

Thus his name became a by-word

And a jest among the people;

And whene'er a boastful hunter
Praised his own address too highly,
Or a warrior, home returning,

Talked too much of his achievements,
All his hearers cried, "Iagoo!
Here's Iagoo come among us!"

31

He it was who carved the cradle

Of the little Hiawatha,

Carved its framework out of linden,
Bound it strong with reindeer sinews;
He it was who taught him later

How to make his bows and arrows,
How to make the bows of ash-tree,
And the arrows of the oak-tree.

So among the guests assembled

At my Hiawatha's wedding
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Sat Iagoo, old and ugly,
Sat the marvellous story-teller.

32

And they said, "O good Iagoo,

Tell us now a tale of wonder,

Tell us of some strange adventure,
That the feast may be more joyous,
That the time may pass more gayly,
And our guests be more contented!”

33

And Iagoo answered straightway,

"You shall hear a tale of wonder,

You shall hear the strange adventures
Of Osseo, the Magician,

From the Evening Star descending."

CODA

Such was Hiawatha’s Wedding,
Thus the wedding-banquet ended,
And the wedding-guests departed,
Leaving Hiawatha happy

With the night and Minnehaha.
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APPENDIX D: FULL SCORE HIAWATHA’S WEDDING FEAST

; : 1
b
HIAWATHAS WEDDING-FEAST.
» Allegro moderato. d - 1:36. _ - S.Coleridge-Taylor, Op.30.
Flauto Piccolo.(|#—2 I
Lo~ T N T T I T
b ddIJfAT e e Ty | g7 | 77 E s
‘Flauti I.IL % —————a
A 8 -
Oboi I.1I. @' ¥
Clarinetti I.II. hs 5—25338
in A. @" %
2 53
F‘agntti I.IL % i
J Hj I~ _— ]
(7= . = =}
Corni in F. A - V74 _Jl ]
OI.IV. @ % e 1y 7
g == = | p [P=p=— > >
TrmpbeI.H. — e = =t =T
RN = S T g
Tromboni %
~Alto and Tenor. S
Bass Trombone -
e Tuba. . 3
Timpani in G.D. HE= %
Gran Cassa %
Piatti &%
e Tambourine. 5
Triangolo. % %
; N
, Allegro moderato. 4. 136
Violino I. =¥
g'—:::;:
Violino II. p—pep
i - —TT
Viola. 7 50
3 ) P —
Soprano. @ ﬁ
v
o I —
Alto. A
o %
=) gﬁ‘n
Tenor. %
{ o @ %
Bass. .© HEE
Violoncello. ' (¥ _:f
Basso. ,_5_%

"N Allegro moderato. d - 136.

209



e 3 o ~ x e 4 Eh
& N, bz vaos
il ML TISTe b | >~ TN ] 3 Wl HE ol BN |
Ao Al | AT Add [N At Alshs =8 i Itk
N | ]l o[ ! Nl
i gt (Wl A
e (W $it il (g
"] S e SN A A A1 3t TS TR e, {1
= N M iEs N ~ S N e N B |
Ad || A >\n._qr-.>.ﬁﬂu1 AN AR Adgdd || A el Al 1l e -
oy Ll ta (o ~ nu ™ 1~ Ly -” u;l
>.f.#wu.. >A¢..w”, ‘o8 A e o MR- AR ﬂu. At A-glay I L_‘
S " W :
Al L3 f ™
AN AR Al A m%;% “mnf>..,n. >|1.4§.4h>a ..ﬁ w H ._. A
i « = i 7 3
R, » Y
; : I
-~ 7 1 H
% it
] -
~ 5 a o
| S r4 9.
u ~ X 4 %
" 'V.B > o
N
e i
A |t | i A “_” m
3
= Il I i TR [TR» M
A ot I . ! ] .I.W ; I i
B AN H N4 B2 v |- ~
P H ] 111 |l.v |l# []
. AT ] w.. A ..iw’. T m._ e
| e ’ Ay [y My At S
b Rl [ ol ] R [T]
AN Tl 1Y Al At e AT]
{8l p N el H - -
i 1 Nl el H . KR
o b m g _ _U H _L".
- Al o 1] H A1 - N 1)
e ﬁnnv. hﬁ.c
i —u|!|Q I M AR
b Py At (4 A
- aull] i q ol falll
ALyl Ad ] Adlsll  Adiel  Ajgll!
£ = 35 E- i
Jum Mm M b ¢ Auﬁu A <N n. A“ < .ﬂv_
S ‘ el S

eresc.mollo

210



by )
v v Y - |1fTe-
Nl 8 !
~ 5 " 5 . SR
3 IS TTeeS 117
) I N1 |- g \ v q.wvm ,..vvﬂ h
I H ] 1 HK g TR n DA
o I S 0= iDre AVl Al
e S S| SR I S 1re J
\,.u A AR Wm\. At / 5.1 Fu Fu pu Dy mnm..
M {
Fy N F >~ th LN HY e ul 1 4Ty .
M1y --F N W/V. -muq. ..;.H_.”- Al ~mur .mul >fu“.
Alge e Ay e i ML (fel AR, |HeA
.,ﬁ i, . BLil, >M_-”. Aml ARl A i -
ﬂ.>.u,uf. Miw | Wﬁ“b\ak‘—.uun e e ty 0 “m H:
Fe M i 1 "/V ~” I A g A %“c Tem- [1Te-
e[ 1 g o A
el e sl e mnu‘ i |
/8 Rt m| i oh, ([T
u‘ Kaﬁ”u‘ onr.”L‘ ] Jn..H_ anﬂ”_ A .MW 1
oo |1 LI - ATToTR N ol
T e s i . big
Ll N ~ N il I g 5 !
[ I 14 Y I” '7V.l ™ T A nwnl >...w4 >" nuf 1o 3
i @l T M et A I i
Al s Al e S ﬂ.u‘
/= ...P..‘ Lo n AT oA
] p.ﬁ‘ S | S alalk by
o[ 1] N Ao 8 £l
_ .a..H_ AT Fn.r'_ i 741>r>. . £y FU H mﬁ.t. 1y
4.: = W H Awtl]] Aw >.91"nuv AX #m
o Fu I e AN s | N ,, fm. | 478
1] nell]| #4th My & N k) el ol || A4
g H L y A eH (A | e TN - TTE: ﬁ A e
1| 3 1 QT T TR EN (Ihisulllig
A M AR AN Mm“ﬁ.-n S 11| R
Qe ViU N S| |] s ~,4 T
£ .nm_.v. ..nm b
V- 4
: H A
. AT
* o
L1 B e
~ friem: | [T1]e-
3 Ao, A_A A
. 'V' DON
4 iy
4 Wvﬁ I | AN bia 4 ““% Wv‘ & E\
e e de B womved Dy 2 =
< @ < ﬁv @ e o
N —

211



R
4 -ﬁu o AN,
sV 2
L LA Il & ﬁa ﬁ
V’r.T e i Lavid vt
! z ”
> 1 L] ¥
ap-.m ﬂ,m
NaLL e ATes 2
big P
ek S (W] 8
Bt
42 SO Hew| «
L HL ]
REHLE T i
4 ) Wil = T = L L
B = ]
b s <N 91| mm‘: g ale 5 l..-f
a a
ey i
e U THE WAY
o2 el ¢
>..n._' a lm I .m he I
HTh N 1| 2|( ) 2 Nl
A e e ~ 4 & frt vm Vc.. ¢ Nt
i I | all’ « e £ I
H ; ! 2 g M M
% AN 1 N4 Wity 188 .m. 3 st It
8 A .nuv' .-— L+ he L H .-m
it L : = 5 | SHA VAR
N[ PO AHte e 4 A lL 3 e Z I g s
= =
N[ 5 | [ ;
. ! [} M S (M S il
nr:,“ M 14 Alely Kw> 0! m e AN
AT M.,..J. M AEEEYRNE
[~e >!...- M>J..v .,u_ | Ay ™Y
& s TR
N i »Z »Z 5
&N 1) bl X1 H
. e v [l = SIS
= ) A ) Ne| 3 H Alsll EAlRlL & el B
= =
[~ Ahe At ..m\?..: M T I
4 7
g, NHte &,J H 3 M T
) £ g A [[Ta
(oY = 3 (A = pa
| = - e
~ i ey
<X [ =) . R
i~ m }}...J n T A A
& ) lhHE
e el k. ] i AR R | ﬂv Mm g ES B . Y
Ter e Fo e Bl eaes s B B © 3 Jes Jes | g 8
h L 1 i h 3
o N e — e e e i

212



F B
) ()
, 1 G _
iR iy AT oA
n.u>1nu.. >H”ur 5 e H r 7, ._
N N (& [ 3 ¥ .J.
WJ u; NI 1 ul b v V
s A hu >x”m A “m. A “..r >f““n _
-+ q L el | i
) gy by \L, ft] A A
n k.1 s 1 u uU}
re Y pe iy
3 o
i, Pl A h., Py 1 v AJ,V
Alshl  A<Tey At il I i
<o i /3 |
(6 M!.U ) - i _ i
. ol ﬁ 1 R A 1] AT i
SHl o« K| AN Aor AR | 3 Iy
' I 2 F N ta ¥ “Feh- ;#v.
) ighliy
v | oL TN ) R
Al >-nnr M i
T 1] g
,mu‘ it
CN | T #
N N
>..HM, >.#M. Ad
Aol AN ] Adg
SIE
>JF- R MALRC A & VY
alllT I |
Hmhv —Ha ] -
T =
n
g 11
|
Ty
A
Anrv
I 3
' 3
it | At
o) “ -ﬂ.f
—Hal _ | ¥
3 3o J e 3 a8 s )| ol s
e —

213



oF
F

Y

=

La

N

W2

v
3
<
3
2
2
Z
» N 2
T =
X s
He 2
=
Ex 2
. 3 & %
, Senl 2
R .. o o M
Hon y s s
Lr:v A M =
8 3]
3 3 = 3 A
u N N N
Ha - N = N H._
2| ) |2 & N
i <A & )
B 3
He

o
;
==
f

4y

—
~r

n’a

HPr

a7 2

P

- /Ty

Vmm

s

7g

ﬁ\"»/

arco!

I

arco
s
4arco_
=:

Aarco
¢ -1

=

3

of mu-sicians, Sang hissongs of love and longing;

T

T
T

T S
soupy of love and [longing;

r
22

Pang his
y

iciaus,
p

1

of mi
;)

He the sweetest

’.
214

nf

How the gen-tle

How the gen-tle

7

’a
vi

-y
1T

s
v-ia

'y

9 rir

X

> e

5

| =y

o




T = TR = TRl = T .-
il e i 2 By ieey 3 e m el || oLl
M It ML S ._m oL .m‘.... S .ﬁ g
U g UL S € =
e I EN[y BN EL MHE et M
T T8 < (1T A o
e NG IR TSR 1PN BeSi N Ng
N - T < (A T R -~ s i
e e |[fe e .n.-w_ ﬂrm.. Sl & M
i) e (& & (ol & QU] & N I
i o e o el o I
i nd AN ¥ = .. - u ¥ u.-.,mw. A Al
LN kil .."mrnr,_ "mf... uw..aml.!.m T | [T
om T A ]
. [BR .
.”.av ,“u.v
.-ﬁ ..r.v,v ,..vv A en-/ (.
: B [l 8 1INt
? B e AR ARH i
H 8 re | ]
IJ ll.‘ -
id T e /! 0al | .v
& L Aok Alles AeRd 1l 1t
.wu i ty e8 £y .
» Sed el
» M| A AT A
&~ Py [ N H H
. |3
N v H
s bt
.rA.: 1 H
A 5
AR, oA
Go 3
&
= 3 T Il
SurSE ]
J
£
o - 1
| - £ EX Eid ool
S $ 6 e )

215



] s 1 < ;
i _ = s QT2 iRz
N A e N I ted < Z E i
_ i I S8l = SN E
| { ] 1 £ N K & Hel®
w|[[H A TR ﬁ-- Agdl ] o AS | Ao | AL Al
WU Aot | Ay Al Avald] ATy AL AetLT] Adsll] M
T
ol TIM e el - ol L N L
AH- i m L H.l .L- Mﬁ__ A..ﬂ #-., N
. WA n [T oY o] o] o Ml
-1 =
Aaar ,-._11 Iqu_— L.,-. I ' Aatt s an_.. m u.,..
- ST “Tere oliael e Rii. [T U dsl Ll
0 . I...x..r o LF .s 14 . N
SULKS —Er Ay Ir.“,op., N M 8
en
K
_ M Ny AN \ﬁA ™Y
2 \a¥ i
ERIKY gl & o &
ar.w P MEE &le Qi n..l..2 L m
1 : A NS Al 5 flell £ 1L m N E
a2 .rr.m b .m L =s e}
3 & &% )
W= H = | axd
iin ﬁrm o m g £
% = % b
K 5 b [N 5 =l s
a ' N 2 e 8 e £ m
r e St e N 4 A nm ‘nuv.“m M nm i nm ﬁ'A v
i el elell F,U ..m WLE (4] w p-...w a b
“L. i 2 i
L, o |1 [ [ | % & - " » e
w : nER R L
0l e At AN e jy T (M n.u_.m*;y w N Lvid
sl i s e Rl s et (WL
Ty m Ty m i .,..m B e
s n @
i x..-.n.m HeE -m -.-m
2 el & (el m‘i- g
| B | £ pes & . ]
% s el 2 mnd 2
o ol = 5 CIE
N _ H Bt lw Hy ) HTY unuv il m
! - L -
-y xxg Ha i L l.- e E % A e B
<N <
e e Je 8 Bl Esnen s 9l ol e Fee He B Je Ses Fes
e N ——

216



&3

G

¢ A < g N N AN d
\giiagg
3 : el |MhE el R P
Hyl 3 M 1
AL mm ...A-Mp LS A .m
A £ Nites sttt 5 |42
. : [
AMTIDE NeE AT E (Al
IPE e 1
Ive MG m. m g m v 14~
WP TRER IS >”.4 g ...aW> CER LY IS
= 1Nw. .me .” W m
Boe NG n 1 LN | ¢
T 98 Ps, |1 M BN < M TN L
IANd S Nl A aLSATT B A BN N
SR “ A ...|m> e & A g s M
o 14
.n'm
I g 1Te m. Hw £ lolll & nill & < Mg
E E E
.urqm. - -
e, (MR 8 RHE I e R
A ) o g i .m .uuv.m T .mu g it
s 8 Sl @ alk H 44 44
ﬂ.ﬁdw.lﬂzr-.v AL Z A .,m>.;1.m> s m NS TS
E W 2 ..u_ 2 (|2 ez
» N g a2l m.m.. .n“m_.m .nurm .nu#m.mw N¢ M

!

3

3

= =

o
=

L:'—.'

H 8

/b8
-

1) l|--‘. Ind I g e T T
s o s
N A >n..x w> " m> (- NS I
w Y A m..>{.. .w.> Ar-.w.,> .inw.. TS| M
f..lel “ = - - c o
and W 4 2 s
N¢ NG e TN m i § | 8 N¢ Iavid
L- and m
$ 3 Hin 2 3 H
LS J Moy b AR _ ). 2 piw ol ,..w J.m\v.:.
' H 1
Py I % b .W x.r.m. .xurwmo
pS 'S AR S AT m A r-.w.. A .r..m

ég
#

%‘.
éz
é“
20z

217



218

I \J
i i A
| L
! = : 92\ TS\ | 3
i AT SATRTe-S NI <
| N HI SIS [N N N o
ol TS TT9Te oA N T 1 e =
= Al AleaH AR A unn>.,n...-. Aerlit Al
! » il ¥ie| ATteie w .
W AFsTe| Arere b
A .x.ﬁ Lab] e _ w 4 .H
A ~H e 1 R 3 1y
3 re
\
\
L K
P I i by SILERT »w . i n ;i
HIERNIERNHE 3
i TS TN T (T MUCE TS [eUlE B
Aelad b L i s Aey M\T wv Aad M >.uu."m
Ll £ 2 (w2 N
Ay B AT ..: £ 5 5 S
¥ ' ] y
A AT s AT W] 5 &7 s SR so Rl g
SRRV Lol S ENP s SRSk 5
N e TN @ e BN e
iell] Ry Py
L = g j L] I T | R
_ﬂm, = u”u: 1| erat | el e
_|r il -_.M —.r.m )
< o = =3
”} =l Tsw s -....m SERR
2 (TN .2 2 e .2
AN LAle ] KB L] sl A LBl B | (WHE] N E
B ‘? K<y = = =l {771~
3 > . T 1 T T .
Tn,qm gii R S A
. R
ol 8 TS | [MHE HHE
T. S 2 | L2 w2
P Lavg S bl ﬂzv m Rt W ..nvm asd m
= ﬂuu m e m RS AR 3
= UH B 2 8 2
o - " & - =l ¥ E Y E N “ B
1015 LA1Ps | [Ribss 199 [ Al SILES 4.__ - X 5, fyr.w.ew N m# .nuumr.u.m
SLULU | i ﬂ : )
o k
! LY [N f.
Y N Ixhi < e
s,
Q T
A | A I
AR AEIN| AMTSD Al b
Ny E 3 . X n
DL < vﬁu : < Eo M u@u <




25

A

f

if

n

v , Il il LA m o] 2
: Aslll el A2 2
1 i e
i S dm R

8 ___Q, L LI L ER )
TNE (e T
v N4 NG A “ ”
A R 2 z
§ >..”} >r”} >..H. A “m W,>.ﬂ-m.

..-W 'r.‘ ’,1‘ o 1‘ .P..m = Y

o] THi el z z T 3

< ik I .o #L <[ L ER ] <
\ - = =
sl S 4 Clls Wl

N i il @
\ 1 ﬁ /] H; ..m ...,.m
SR g1 L2 ehile .

N 5 ...—fu r—fw..', . m w ! W a

-—l eWIu WJ /P_ ...r__m...wﬂ ,5\.. 24 A -Jr.m -!...w ¢
w’ ; M -nn'm#m .m

- e g

W+ TR <R TR s <Riils ._mlﬁ:. | <l =

219

+<5

7 4
.y

I;Ii')h

¥
g iR
| T |[ITTwR TN
)R, e 1]
L L
e | HR
L N
< mw?v ﬁ
>-..ng N
iy
|
Y Nl
- 1
o & e Lal La x#: T.V i
it e R iy Y
. | belle £ 0 4sa s T

/ag ¢

P =]

o

(=

|



_ Ty 7 s
| < b WS 2 T
[ - HE HH| T
| 2y g w2 N e \L
[ M 3 i i |
Aval rT$TY ES _ ML ez T
. | M _ ,‘Wo. .m L
i IS M 3 TN E NS e
; . M E iE .nu.m
o LN ;ﬂ W' U N i NG N A 2 e |[iehe
X . 7z @ @
4] f ¥ .ro.ur.v.- -.3_4 _-.V+ B [TT8T16 T8 [ ql RS ik o S hd
£ o
& s N |
a# i sﬂ "q Jo.“
9 q ¥ Y
BAYY Ay ~ oN SHLE u e Y
7 A4 - g U 2N Ny b
9 | TRE [Mh2 m
4109 ¢l[ql8 - T, E_|[[me o
& i
AJ U » 0 ol MG )
g X .v ' _.v- A .J‘
<RIl e’ A 2 e It
Y o 1
AR | nE H
il z 3 ol
<N <77t — I1¢ InERing A
& L P aa. Y
" I JERILE el e
b H .v RIS T
<T78(l <1791 T andELmE i
B raf ARG M
< 117 IR o
R
N i ...'
s Ul = R
1 WE 1 ...n.o“ ..r".
umn LA Al e Vs ‘rm..r
A i in afllll]| a i I M
il AL 1l L& L
0 N 4 ik 3 3 i
1 " 3 t
ol L | oo JnEEmEm
< JEIEY A Ay .L W.r. m.#r. = "
_ 11 ” &?n W Y ..m.v... y.i\.uﬂ. Jln,'_ —.q
i = ERE H A
L LY, 4 I 1 _ T S -....M _x.r ™
' 1 { B € 1
HIE: il /|| R
) i i x * . 4 i ,
< e Hee & B 3 JeSe e B Bl B
I.\ﬂ\'l\ ——— ————

220



13

Fe
INERi “Tan-
py
Uil s [ss s i
s NI E (] 5 [|ehs
¥ AN % ATR | 2 AL KRN
RO < KCh. @ e iy
girh
Mz |jd 2 < k”.f..v
% N ..4.m 5
o .-...- _ ‘..Om o&. \jjmwn
: . 3
I i)
f ' N
[ ) k3 e
2 A .J o NG A NG L m ° M
oL sedll NNl i3S L b el dellss Rl EMTN] SARLLS TR
== Vi \um L3 KN
W
Gz R 2 Qi = A
al < 4. < MH< ."
F # m“"
a1 || i) || <gloley <ol by s Insdll|| | sdslinedlle i "
1 2
1St A1 “ 211wl a4 anllls
3 o m 5 i H m o m
< < 8 | L 3 8
! Y ﬂi;..ﬂ g | \ m.\z-h..r?z.w.r w Wil
4 = M AN g * W I oele ST
111 i © iR E LT T Ol =
It LB, | .4 I .4—..1 & ¥ '.m. rul.m_ .ﬁ.n..Oq w
i Lo Al [y rrse| 1 F il THMH T M F
. o LS T”.d
) 3 % P 3
wll sull|| AN i B
M A iy -.u.m N W
et T !.-m r-”-mo b ! M
a2 sIimEINll e
3 HH & 1
9 . y W .. -ni £
||| RET difffil Aol s 1|2 i £ i el E
B = NE
ur e e —Hal e o e y any £ 3 ax e e L A e
oVar] 8! ! . |
o Fee S 2] ¥ & Je: I 3 e Bl 9 ®
— ————

L

221



| T «
A ﬁ
5 A A
® X
il gl gl s ol il
hgu] <,>z. il
m..w NSy 100 S
o~ i = it AN
lm T NG
it i
A
HH I Rl e 2
L4 - I ...: il
I b it LI
i JUTE) .\Wr 2 N
iy & 2 [T = A
N o ~ i o 0
i .....lm.H p N -.._vﬁhw s
- i 2
N Wl 2
i
T IS )
il I M
K {] w-u‘n F_ m
- 13 alll & I
T 2 il &
N g | SN E <ol 2 e
NI« NTT$ .M.:.,. W ;.ﬁ 2 i T < -_v-- bl
ol )
<R : ¥ _ |
, | - .
% | Bl e e
U _ ® Rt ¢ ‘g dm T m ﬁ
: i : =
LR = Ep e |

222



15

_ el s 4fill= [T

ul n ENE MhE

5 i T ales
sk N | [ e SN S
ARth AT R EIERINE

H3 e T &

Ax AdU [ Addiel_ Adl] L R 1 N 1] I AN Mi
. AL Ag v Al 1 st N Aty .18 1 i AN AR
2 ¢ sl ey g vy TN | I N _. mm”.

Mt g AR Agul) i S TR L . I AT

sl ) i T

— ..w:,n— LMH_ < H— 1 m. -
AN ano_...u_ ,.."H ' 1 i £
Tl i 9P AT ] T2, AlE
X : ¢ e R E
(&)
~ e AT A \ 11N E W[ E
L £ | 8, EES
| 4 -
Lm..l.m IM... .m
o Ty AT .m LT ES
o _ . LN M [ =¥ M
1 1 HIE s g
I S a2
M AU A Algl -.L_.L._ olnl. [N A A
A A AdLlel Ml o al felMl [h e AN
% hlnn. _Sed By ﬂ.ﬁuy NG L R Mya.%
ARy g TUE R RESELIE JsHss I N HIELPY
a o ] 2 TS
& .!..w <]
<!l I

= e

223

B .
| gl e
“ > il ' '
Y i uhw_ P m I m
" t s |11 [l
TR AR £ 5
L 1S 12 12

il 8| 8 $

__ SHHEE B ¥ T
L 3 J] m M 1k
2 A k.w.:m au_ Pn."rf\. NS & A E
e A A “x'A_ _ ot fm i f“-
Axmll Adlell 4] i THL & e

3 i 3 4 &l ® ©l B g #)

: =

i




ol

s

224

T .n 19
, £ ! | aeldl]ln 1 il
& J 3 4 1 A b L 1] 78 - o (e v .vl,
T O O P PR TR AT 11~ haphdd :
;1, el a4l ML ATRN. ATTR (LN S | 1INl
TR A -y Ao LER R =N u dd X ? } .
bl A il IR N
&1 & Lty AL At = i TN S R i}
R ER R liban D SR ™)
) - “mr- 5 Nk _ GRS )
ﬂ_v.v _ | 3l B
ay L1 . |
T :rJ ,,‘ . A 3
<! il A . S
- 5 Ll._
= Mll N i~
i I 1 gt
L llm .
‘ it hi
H MR < TS <1 - 3 TTH RS [T W 4
¥ ¥R, <ITRR < unué R | 3 N i | A i . |
= IL i oy = { e H
7 oy T = :
4..#»«&.&.& ST 2 FITTR—5 _ﬁ
IR sTIFR = s 1S _
1 & N m:.i. < m.;-nv.a _ h Lid ¢
< I W.A.Mm M.Aﬁ.w -.m. a1l
T SR ST B e MR
—H L AeLa L e ATTere A Sy JE | Aalll il all i !
»l“.ﬂ »"r y.r.... ATisTe Asre ATy AL A T o”nr,; =M. gnu N
il | S xﬂum.- Biidg 9] ..w Ny = : i ! ! g
s | X78 TR ATRTe Alsll AT L A | Ag b
s B s 1 anllE AN AT wal
=1 H T a1 T L
A AR AMLAL  AreTe ATeTe A Ao ' uy ALl Al AL : }
il AR Agin Artste Asre A Aalal ATTETTe i I i) by i ]
"R R I e e MU e S e I | LR
Im..y _ R L ..”v xmv |.P 3 i >&.~.—. | ?»W.i aﬂ Al ﬂ
AdlLN KRS LTy ﬁ?-...o.ﬂ T b
MR 1451 R4l I8 __ L
[ M [ I i . n lw
i = P ERHIR S Hul e
m u,_r,_ h— bu NERHER e
i & ; i
FJ i M.« L ¥ &
I & ' N #-om e NLE TN E
KT A AQLRL AT e 2 b 2 | HR 2 (WLE
M ' - .“.v z N & ...?H - H
Ll & .m - .-x. S
H N AT _ i BN B
i R g
| & )
=] g . )| = % J&u : ! i
By < ) N LL Au&u { &)




225

i e . . k2 1 =
: . e
AN ; { RHH R A .j 2 ik ;.m. Aol
o Ry \ R &
o g g <
& NG ﬁ PO i i) . 5 . L NG
o0 L JHte 11R—| [T 8..4 “ [T fa f:m”mu-m WITRE Y r.mpmnnwm Hish |1
il a1t il
~”,j1.v :T ?u ’ .u:vv 'S
= M. :J B, Hn/ |
J,.J J:J Lﬁn {nﬂ ﬁﬂ Bi%r 18T {.J }.v, T ATieD, (T
bl . g . : I ]
™ g hig)i
T (TR, (T (TR T L 770 (1] - .J rJ W tisecdliit
?3 H e 1.-wv .A B JK Hin/ [ H
- .J- e 1 g Al mAAT 1 R_dHT e Afth AN AT M
a4 '~ kn L tal Lyl ~ 7.. ~ ta i .u xmm”
f RTS8 ] iy (11
i v;.‘r- g I i [ 1 I s ¢ .v ol
Alferh Aleshl | HTeRASHL A e T =i AeE Al e Ak 1 1
j a N N 41 (N Fa ~
£ ANt HLL e e L TN H Ml
N N JKEF'\K i Al NN R TS Ant
0 Fe Fu H M 3 ~ [[H] M |
Ul iy { i
i e (13- e A z
a.H‘ JPH‘ ‘ )
[ 3 Il (S
FH_ .,.A.r”_ I r.a.”_ o
L | AN i [ | il I s

22

la a~ a &~ 7: I~
i e | (8-

o1 o 1 ty ~ |l b
Al 1 ki Gl Aot

H 7 "..
™ i) I8!
.v N4 -{M‘
[y JH.-
N i et (KL G
e n i | £ e
< ‘ E AJ# NI

p s

ol




v. esyrn
| P
Nenh §
Senu
9 (g 3
&
~ |
AL 2t £ Al i}
il e A £ ° S
2 ..nm. .u> M1 A .-...m
o 8 2 1€
iz = 5
st o
H o 9
I : SR N =
| K B g 5 3
<%l . M ~4 . M> .. .m> r..m i :
p |9 o THLA g ikl w w
T ) i el c
1l = Y ™ N e HiE ..ma E e
, . EARLE AR FALE
| M il « ale Adlll| B réitme e m
. | A i) i TS -
) ﬁd L AR I et 1 TR IRl ! >
Q) I I LN , |
u § B || il !
ct o : NS (s |leE
>k. >a Y ". AR Nelil s AN 7..> 3 ;
18 M D ” L HH n. Pan M I |~w> i >9i?.l
A | > : E] " g nufnm ..m
M _ _ :
u\ : iR L m>. :
<791 <y < > : i .e
N : >. f>..L | b || ﬂ. = i.;
: s NP i ,
1 k
A
e -1
| il
U MR
BE (_RUE R E AR
m ! i 2 (s MHE AR
" N A R
| >|P ‘ g LS § A
| > : g S Aell
A WM WL AT B ; £
| f e L TN
e Je Je | 1= He 2 T TR E
: . 2 < £y (|15 R
| | i &oll1 {1
m & L SNANLL S A
3 ] R
.&U x
gl Il
i et

226



(=] |
b A N E 0
s U ¢ 5 i
L I M I 3.5 LR M S TTMIE (MEE leNE M N4
. - £ 0Ul g Z
NS S TS S HHS | . 1 e[ A Aqll] £ 24 .m> (VR U TTHS
M2 TS =
R
% s | (T <
A H HH Ha [HR| ¢
- N AT Al o2 £ pml | S o
P a2 Hh m ﬂ |
N¢ Mg I~y 4 g I N < p S ey S M~
y
. ) oG
i S SATSAS M Mt EANE s (e
! Y| g |4Rl =
3 il
& - H e MR = I
& I I 2 AA. ”””m 3§ e s
- A o —H 1 i H| g L L
%fu S| Y LS Valiks Hals L E S IRl s
- | L | L L
NG e | e A T T m D .nym i e
k-4 -
T H L THUS ALl S| 2 .m ol &
UL e A B HS ]| N 3H € & &
k21T &
- )
v S (] =) W .m. 1| 2
- SHillfl s s =
C Iz. ” M | 1T
~ « ™ ElHR| E
1 H o= A 188 L
f N LS Y . Al Lt
T A T
© NS fN&E .
I~ A~ e e A At Ly © Ly @ IR m Ml S
. T peng I
st B da 5
||4.V ﬁ ﬁ = W Al LA~ Aetly M.> s g !
= L} £ ;
O LS [TT8] 5 :
o) i
® g H| & i
o 25N d N{ W n.r.m,fnn._ 2 ot
i = S Sy
TS Rl [T il S S
Ly iR 1~ ta Lol _
¢ N
!
HHy ll?v
Hew '
» ..ﬂ_
" ﬁ.
2% e i A rad
&5 <fes e o] B Bl B B

—— — e —

|

227



4T wiphe E. aiep tfEEEE
3 7 — T
% =: % o —]
Y ]
) =3 3 i 1 I .l i se—
= = P e S0 o e e e ——
! L4 LA J »
o A Vi 5 s
b—g— 5 s —
e o 'S S é‘ T =&
! o !
S T z v ge
; g %
M 3 he—y -4E - E F = :
, —r T —— = t
S sf N I | L.
Py T NI T > > =~ o]
e ——3 —F > a7
l ﬁ;- i e ﬁ: = o e e ‘[I; ==
: . > g
: R = = 7oty
i T al % P < -2 =
O z 2
T R N 5
e EE t
e = ]
1%
ot oy
== T et
[’
I o b i
- . -

e ————
g PP =

pesante

== — o et e T
z = 2 e e e S e e 1
X 3 52 Z ¥ 7 z L4
Yel - loweakes of the l\{‘m min, And the wildrice of the
—hf—_' — —\; b T 2 N 5 —K }‘ Fe r : 3 -
phe—gi o BT s S T =2 e e
‘;wh ord-:-r and Yel - loweakes of the Mon:da - win, And  the Nildrif; o‘r.tﬁ:
] iy 2 : £}
— = e = . T P o g e o + € 4 o i e 7
i P 3 1 ¥ -7 1 =
Haunch of deer mid huinp of bisx . on, Yel.lmveakesofthe.fonu_&n - min, And the wildrice of the
el e e = ok e B ;
w1 = s ¥ o o i I ? ; a
e 1 e 2 e s e { vi et = S o o — 2
} P —F b .r 4 Y— -t =7
Haunch of deer and hump of bis - on, Yel - low cakes of the Mon-da - min, Ahd the wildrice of the
==t = 2 o
7 v — T T ¥
- ;S e —z = =
;, "-; < _ v
o, P = >
3 = = i . » 3
=§ e ™ — a . + S
S " F T

228



bl
3 HiN. . A T & ([TTp o
© M v b ERH
¥ NG Ty (A T ™ 2 q
e <$||K ) b1 b | S e .m 19>
5 . 2TiN
m..n.m AN |0. ‘”bnun r:nm _-_
& + X
o E IR O AT m ]
| % Mﬂ un H4 “ ! PN Al % —Hai| B lm. | e B ﬂ
wh- ST 4 h g “ \I._r _. ! N | . Rhu. ”1 n 7 %“n : ” 1
VITSTT® ¢ VNI tHy it M j
(1: 4 e ._HA IW ) _ [ i) |~ _
X T.-rnw %17y :m 1A ] " e L1 \.u.x 1
H P L | © 1 2 '
e H .4=_ : _IAH.W = “ #4 Y = v
I il : _ 5 E . B
i NN ! : Sl A INSRHIX
e —wielll [ i T
I [ HM.-: _ A i > Hi v_
o il i ®
= i i Al c olls u
( : | / (I & i
“ellSw (- N 3 T
f. Hed Sl Tyt s K ﬁ < 1M I
£ ﬂu m% N q UL R SRS i
s AR AT/ _ A | A& ;
i .
| AR
rﬁ. B vt
ﬁ | f
Rk TRy e . L
o ~ F A. Amw
| gL R
| k
| r
m I A IANY
5 (TP & (s H]
£ (Mhs AIHTS ATHLS

g

229



230

v

S |
{ q”‘ Elime 2 NI 2
e MY A~ | nLE ik £ .
i 1S <] 4 4> 'l el U Al e LS
ML M 3 sef|| @
| 3 o S. '
AW ;s piL2 el 2 Sl ||
o : & & = S S
0 Y & v A S iy
AlTe— 11R-A o s 2 A |TTT
e, . i
o B . h
W e n I 18
PRI = QIR IR JilA 2 i | IR |
SN A f 2 2 2 | Nl
iiigh = + s [V LI o
‘ 3 2N = NE EE: -
= M 3 § H M2 (TP 2 IR
= Tt - $11K 'L HLERIIE M7
LA N e 2 S b
HTST ™ i e S| 2 i
& e NG Nl Y 2| 2 1
2 et > Rt <3R! r.ﬁ e m rrm il e
T o | 2 (2 o
A \P_ AN ff-._‘ A “Ty|| = rnvﬁ..un L} u
3 ey 2 o < e
. U, " i . | [, - 12
el LLG Y nu..awn |...UW.. Hi M.e.s M
R Arte A e LR E 1R
e | [T o ) {79
ki NIA _ﬁ.. £ N E ik W
- ) e e 7 (-«
NHTH HTS) A el S Sl S5
H I H «
1 U G 4." .1“ w.ﬂ = (
TR all g s\ iWll 3
> MY ¥y <$lIE \.r— \ L 1 22 Y
i CHR IV 2 (M2 [\
/TL‘ /QL‘ ﬁy.mL 2 | ..m A:N )
>...|- = 1.. NG 8 |
A He TR .Ta.m hE
it GBI A AT T E |[[TTs
da
Hal| —HA] B 3N (B ! ~Hal| -Bal| 1H| Bl - 40 H s 1
e PNEL NEPNER §E| B Bl ] N S Wp B Nep ep FAeh @ Y@
———— e — ————




bl

G

rpP

dim.erall.

R

231

» ﬁﬁ
xR HE
[¢
CHITESHIRSHIESTIRSIKS SLITRSHIKS el Nl ¢ ¢ ¢ ¢ q
A .m.
e o M¢ o
e S|y R
iy e Ig "l R
,.“.A. _”ALO.V/ V
Y
w, % il _ 4
N i )l T
&l (e = &
by | ] 3 £ )
3 L
=4 44 Ha g IR § )
= kz”m-p R0 Ry .) = J2 1) g
ol e 1R ~t e = =
=2 l1nA LRI L '
i LS LB =
itk v £
3 . > .
3 b |
2 _ - | . £ E
1 il il <[5l 1eRfrlol PRt B 3 3 z
S L& Y .wuy g 5
N i - i alilie]
: | g $ g ™ 2 |[Hn3
>3 2
§ §
5 i
Ties- <9 <% 4|8 ® | \ £ H i
T B e
Tl & e
il i
A
A f _ @ ) ! pe (T &
]
| -4l pa| B 1R 4l | 2H .
£ 465 9 S 1] o Wl 3 B u
ey —




Lh .ﬁ I
H Iie A
- as nnu- ; 2 I
ey = £ T
LR A4 N
] @l g
n“ . P~y A
K ¥ A AT k m
M2 N
™~ N F =
I
—XTTY L T =
< Mt__.-, h.u..“ M2 | i
L 1 =8 i
i S Hh = I
saN
..nll o] mu > m NG e
A ¥ ANl U] =
Sl N1
N FY £y =
i I
~ .um“# A.Lp“- = B Il 1]
ps i y e 4 s N "
n N ufl b
T .v : TH = g g
a ALY TR =2
= 1z
la ~ £ = e
r
duw.—i ollall ...My N ¢
Tigtth ollarh H g
5 e VS TR TS
= H v =V ) .A
- | = N N¢
) 4> \ A M m 4
~ ol H Ml
Y Ay y
i ] | 2
.\u...—.v lsll 1N - N Mo
& L H k. . =
e o2 Tese T
— (R Jm¥ §
T . .m N A
A T AQLLN A Ry ] o g
3 L Jov
7 i 8 2 MG
[t [t
- [T TS H
S )
Lo
o]
8
- =
5 ) '
= g
o -
3 g ®
- - < b
By H Muhw © 4 - - N Y
g n [
N N @u uu
N — N — v
————

232



26

' ' . ' ' _ nuvmn\ _
_ : [ :
) ' ] ol | oo s lilli®
<Trof| <R <Rl ! S]] . it (M N
By s £ s s = S
3 .m H m m nurm
88 s 3 o M m
Q,. hi_..- Lot | =
Y 1.0 o I T g TS nl
(™~ -dl Ll -
‘nn-.m .nu-.m e - L 18N
m.\ m Nw ‘Il- ‘..Ill
<Y TR | QL 1. m T ETRE (e 1)\
- ' | 2 .nVM '
m ﬁ!# LT < s g [
= I N (1 RIS =
Ar. LIRS <N R .vm bl b |
aii IR 2
2 w m & M| sl
i i \ BEHIR AUARIR
<[1Te <dpt! <[l | BT A},r,x. | BRI m Y Hy
it R
(oo HH M | B N5 NG I
Y ol 1 2 (s o
ol (s _ (g = = M s
by |ﬁ.u A...N mel AdLLR A I T & “TTHT L
r EY el 2
.‘nu-..ma ey .,w. ol
ool 4 Ju8
<Th < [ll| 3| <diIH TN E el E ARHIAN
| & |2
ﬂ -Hy ol T ] ~ Avd g
< fm‘. f.-— ﬁ‘“ Al Al g .Tv i 4 ol 1] «
H L 18 1 o TT%| .2 A 21 HH
b ST Il
© o (M 2
| E{[ o B [T = [N e
o w
I q
T <alifileqrel’ <tall pulE i
3 BELEERA BUIE
pud L] k| =
= N-J NP_... T i3 S N v
mn ks IR N ERCHHEA L=
- AN 44L BRSNS ST 2 o ﬁmna(ﬁ. I (A
=i i
la EX Y
- | I~
o il g
o[ nH #u. s el Tl
L olieH i ¢ LA
W " 5
< Ne 1| Addl Ll = 3
il | , H
~Hal| —Hal| B T o 24l -84l TRl f4
s fer e < | ®l % H BE S
NG C

233



IR TN h , i
o i I |
(R R SAE S NN I S TSRS TS M s |
S Ij W e el Bt M7 1 e " ’ o b b
o Al e ] _alh | o N
e i HN IS | i A - N
™ (1 ,m .N ,_ | b..L. L § A
A s 1 st Ihas A..,.,. Ant.. Ay _ Pss, =
Ms i M,>x.% AR X (10 el r\n,.w A L _.u_ N 14
pS el IS ENE| pn s A T TH [ SN
3 s e ; Sadis mlhs LIS
5 S (S S S RN S A | S
s TS _ fo £ ST & TR
AN R ML AR AL = A WL S el | e H
N i~ N
ol
N O
o S 5
LT IR ki
Mh, L ey oy 2
L, (e o
¥ LI .n b i 5
\mun s kﬁ. .;w.“r k
AR R [ Adlala
.,wmum .u... ulw
h VR B .%m =
tdlliaaniall (At AT ANNLA TR kg ER RN
it HLE T el 2 ||elLg
. i i -l g NI (REE e g E s
& K K T =Ny’ m LumTyw _}r o (3 ”w..o. M| &
— . . g . of olef Jo] ] Y. K
et e TR st bR RRERE
| Ll it
sag | Aeall ki | AR AQL] st ol Emel) 2 LAl =R
9 Tk 92 Pan e ZTT &
3 =N N pr i b i Trm iy £ b m
= : A0 L T 1L IR i
m Sl M TSRS TR SHSTEY 4..m SNILIE FUI S 2 s
= m ; .._ 5 L i\
) | Ll AL L iERilE "
A._. v<TTom e || el ‘ QLU 8]I00 SN, -).T.M I el
B , k il felf. ...‘. R
_,lvu ﬁ | LIS ..u“ NS n.....m
L . . 1] _% oL el W | e .w.
-4 4| - i Wm -2 \ Y —Hal a4 S _H LL © LK)
Aﬁmwlmu%u N < <« ﬂv Lﬁu ai s e N LL L 1._yv B3¢

234



I
~ s
Y
e L ™ Taki |6 At iwe Ay
b
™ 5
e A u-—“ u- \LA I | G ~ N4
f% ad yal N : Ml |
< e LY .#ﬂ“.u\,f MU IAH | A% | M [ KT
3 o ) 2
) w 2 IERIERMIERIHE:
=3 TR Tt |m il MHE MH|E TR
-5 e 25 L LRSS ! £
: » g EHHiERiEmiliE
Yy — 5 — v s D '
uym m N Z |2 S| 20U (| 2
[-) et e Y Al ok AN AN iy e e Ned I m Al AN e Mt ~
B Wl - Nd NG Ny e N e o~ N I INe| e Ry - v an‘ lodieio Atlio A Mo gl M
= A el L s A lalie A w AnaLis ATTSIT ATTTRES AlTTR-sASI A Ty AHESM B - % TS PR S R N Nine| g s N
=iy ol i AR B r.uF ey } SR
- S P ua“wﬁ oy W AR S ﬁx&!& uw_qﬁ o < i M ﬁnm”w o o 3 3 q
= .l opi Sp 30 Iﬁx 4]
BH ==1 < ey
Al w_ ANeLL AltTR AHTS 2 e A AT T Alel]
& MUY N Al ANTe >m., & Al Aol Al e And
oMy - A TTA AT (I AR Al A A
m MW.., o Anell ATTR_ AT S W ALl >.|U" :uyy L..c Aledl]
g %
< Al Al AR A A Al AL ..T Al
ALl AR A= AT A Al N >...Uu Aatld
IR |3 1L A
o H T " | o] :
¢ & e (i |
il dadl| Al AN |
I b i
st &
,«w .ut. o
- Ml Al A
AN

" 139
T
1
P
{
1
»
1
f-rir
I
P
T ——p 1
——
=
| |
b o
i
> >
%7’
7
+
o
P
>
A =
—
o £ FEheal
>
> 1
1 R | b’
To— b b1
L= =
—== L4 -_—
1
o
g% =
P
/2
1
1
P
T
e
i
t
o
H
i
<
%
T
e o

235

Pueante



i [ ) (M 7 = F = T2 T2
o L VL A Aelwdll Adlaft N 12 it N H
a <TH TR <l RUSATR| A S Mol [alsl o1l
® AdL T T
A b ]
A i it o
& .—.'/ A’_.. A e
Y Aoy ...-m, | £ el g |l m, g NG
ﬂ L 1= . i i VA LA
a A Adl ML S AT £ 4 S (el
i U 2T 2 |2 (a2 N A4
-~ g 1l & 5 g
Q e N N e N E ‘- £ |MHE v E % N
& R R - E A
H B Gl s S VAN ] ™ 8
4 .‘vsz. i L c.ylw N L | T | =g _ J a2\ w.:-, €l
by by d 8 5]
% 'Y a
. < | r < * % u w
NS ey (14 Y N¢ e o RS TR 2 'Lz (ellls [N (e
L] 1 11 i
2 U W e ke TN E e wrE (L LA
b A o e 4, 4| & SARL 2 afglll § 4
= =ittt inirichartrs ERR e UG a8 S D
! o I N
(] 0 i
H
Ny S ANG | b [N ~ AN
(-4 hd |
NG (A I (4 4 4
- i Lv.o N N¢ N w g
[l ml \.Ml .‘v L L~
- th oA [T A Al e
@ 3 4
i in e e Qe
= \ TR, NS )8 ML & wll M R IRS
g = -
5 E TaE e i
= ; D i . :
- 2T 2 H ]
i [ Tw. &)1 €
hedd ab N w Al AN
A Nd N4 ’ M) ANolllo Allalle |4 v
01 ) s y $
%, “_”.‘0. SS9 .!V 3 v ‘_! e : S (M
= g :
| N N Lu 3 ih) | LA |
-l ] ..ﬁ (] IMM .Thy L -+ u lmmﬁ .._.Mhy HLLW tﬂ”
/_au P9 b 9 3 ) ONEING R > & [P @) ”
N N———— —— B N —

236



3 ! e L ﬁ TS (s Py
b I RN ey Ll - L1 ' ' (Vi Lty
% . 2, 18 s T & IMHR (T[S |I[TTPE oL T
el g bl i r-lm T m ol ke
il N4 N nll o " g (1084 1
il 113 UARI et \. b || R U T
1] < oL e _ il r.w M my .m PRI A
adit e ol N CTIN . ik L:w ol A
YT HES ATTRE b\l Teled o ARLLE ARl EATT BARLLE el e (L
M E TR 2 5 =
el ] T MUy w2 (e E |[eHe |{nle el
=3 ohtxnu -1yu o b | A = Id| & . . [YRER
€@ onlll >--,nw CUIR| N e ] e P N2 (e [ e
dlelll Mial — INg IMd VIR — il R A .-x.w. .r.m. ol A
~ LY BN (18 41N LA P <l VRICTH 1L m HTo m 5 o \e A
2 Pl S AR N (HERY R (RIE 8| 2 (e AN EARH E Vel (R
< S N2 il s
.M et il Ld N .m AT oy | mil r‘m He mmnnr eyl LN .m
nuwad ﬁ. I A WU Tx.: ML N E (A E (YRR v w‘d
é.m L ATTRR Nl mil S ML (T [ o Nl |1 2 Wl A N L&
« adl A AN I2d IMd | <€) el o m. T m. ol N <
S m (Y R }4 v P ¥ W o« .; - . CITAR < W
qa.h ol e :c/ ...w m.. ..ﬂno.. i AL ..m AT m oL | g ....Do.
AL.Fv . .L,Mr B ol 2 | 2 o
I Aendl AN A At 1 AL 5 [ ﬁ 2 >AEv o
A v 3l e e
:‘4,_ H L I 11../ ..‘.lf ..vy A Y pu A
ANl A h 18 ?...‘;”r-& “.-\\ Auiel llelld | & (eZ el d el ‘L]
. “H 4 4. <t L-mmé i N H a4t o
o Il IE 2 $ 2 UM, 4
8 [ESTIES A Llse, ATl e ARIe >mp:j mlju MLPL Sl s Nas Adll
113 ; il S B _ B mT...ilm.:-ﬁ
e M| s eisell|e &
e Y 4 e P “ o e » -
T ERINIERIER 2
. A g A X Mg IS ||“. S M SYHl & _
0 h _.ny mo i .m.n =N ‘W N \W
—ay H Hoo el AN AT | SANR el |
3 K TITTT™ [ieem™ | RS |__v 2 8 i BH 3
B8 -l - LA | ] =8| 180 i G o =8 - 5
s A6 & B e s engEl O ) B e BE. He e A U
e — ~——— ———— —————

237



» TTT¢ i
q 111 | A I ) (Il .
T T (7] At ML e o RS R
£ T8e it O N
A _ i M 7 T... i i f .
/ (RIS Vi P Nis [Tls DS P;V
] NI < o
9 I TIRLT | il gl illl
e SNV T N Ol AR ak N M Bt e
e N4
~ T 1 T TR mny QL
23 94 iy \ ,H AN AT AfTe Al RN
T ..;r T, 288
a L 4.&. M T T 1l .:nv TR
a 1 1 ol el TN o
o s, m;‘y‘%m ,M.V. ALy VIS
& o L en !
/4R L sl
R/e TSt S oo Al M &
4 A4 ﬁ VR il = . b, . \4H é A
& . N [T m R iR, IERCERI R LR
& N TR R . LS TR [[TTTRRTTNS SIS ER(TTPERT ERNTOE Al (M-
111 L il R:.u e -.i § [Tt S1rw| H § el |
& ‘.ﬂ Juund of o2 M I M Uil e iUl @ ® e m
I slell TINTS LR e ™ (TN IS 8 D w .um TR ¢ T
el < T g LT L I LS el 2 el B I B e
-9 3 4 & 8 £ B
= ULt 35 = L 3 ...-.nm h L 3 g mm wm. £ m P L 3 6
VoumlLl “T97 N ML e o SRS SSRAL3Rm £ ‘el 1
o SimEYI eStrel &
s TN = Sl = 5 ol
W ﬁ& : Mt 2 (TR mncm_ mmnj.
U T ot w2 e R HTE 2\
5 4 3 mil T T 2 ) m_;..m_. il
N ! || b | e all ¢ ¢ ey ~ed ol
- A I i 1 CIT
- 2| 16 0l | ] ._“f =1 gl A ]
il ik, s S = T | PR
N——  — N——— — ——

238



- i
o ¢ b i ~
U s e sl
solll <HTirTh. Sl s H ? g e TaVAE R s I
SHH e <[TRe SPUEy N Y| E I N
) NI .
RS I o T e A A
!
) [
= s s o 3 s sHE% [N o s
% S RS Sl IS g RTINS SHHI~ [TTN S MH[S
SR P X Al Wiz IRE
w4 = N (1
,M_w J|ﬁ -AW o TIN|[2 / _¢>-“
b - pe . s A ED
¥ g & g . N ¢ <HHE e B
. SULE <TTTRE SRS N ILE SRS |IMPE MHE
w.‘, N 81 e o T
a RS I _-1-. F s
- o LY
e il N ﬁ.m R, [fys
llllx <Ry SeliL & 2 l e ]
3 2 e e ] Anm.iﬂ ..4 mt 71 M
.m.w« o A m 3 i m .ﬁ IW. 14 s QYIS
1 3 u.llﬁ LEY Sl &/ Pkqu
A M e
~t e . e

o~ m ;...._ov HeT Bl %

%) 1] 1\ I > &
- RILN L) N i -
o Nt © ¢ bt ity At "

Q_m. i _cv m. ..J. iRt I

g < p _em .ur._enﬂ..w o W O¢|TIR ¥ .:dmn.. W < M;.A--n W

&. ke o b A M N N N A5T o S e Sk NN N N Uy NN T NA B

A MR AR R 1 AR At Al NRLL AT
m AT AR & TR AT AT AR Nalll Ajadl
% TR Aot 1 e ATRI ATl A R
X ! 3 L 8 NERITERITS ISR
] | — S TRY ATR IS ATTR S ATTRIS R ARLS

A j N 3 A_ﬂr o TR A.ny
% S o\ A Wl N T alll |
@ </i h (Y --dlMJ i NA I N4 Nl ARy
S
! _ e LT L

o] Arte > ....uw i Nt A Nire
@ L LA LA _ LN w HB L hL R B

—dil  fd —Hid Lld| i pa i i _ -l adl| 18 —HdH Fdl| —fd,

»um Nh 9@0 £Eio NG R D) nw.v ) NER S .Ku .&v N

N — e e

239



B2

|

A ﬁ i i i NHR AT
> i | Il i
i | _ s _
T : 1
AN ey m “ | ENECE S
) m m i IMHe it
4 T 1
_ N [
| L E NE TNE
! R HEE
* INER G ERIb(E
_ 7 A 2
H HE _ & 7
! RER, USRI
; r (L& Hte Tl &
! Z N2 A
| w s (IS 1%
SRIIHER G ER: E
e Forie| 5 NI E el E
= : H 7 2 Wl
() P s Akl 2 ﬁr el td i ~y lm_I’!_ =, N L,-...nm. m e et
S o ﬂt.- SR T[T T u | LITHIR 1% [ Jhe ﬁ SR TLILESHAES
p N > |. > =[] 3 > :
[ (s o [ ] .
&~ i PYIES
¢ Ll i .uv.m T || eHH
& HEH & a.L'., < E 4
VM-. Ky avﬂi. W‘ﬂ. 1S iy s _ .H. n.m LIRMIK BEE
W (1 N m ¢ g
a H il i _ R m A I\ .....“.
! ! 1 3
| . i 5 N
— _ q “ ,_ g b 3 ‘.um. 2 M —....
sa))! 0 $e/ N1 auel L4 il MY TR TS SHIZ I L&
| NI N HH (2
A i U.. W W N m m i
A NS N ) o TNE AR Aray
=2
o 3 H
— s HH
Il s SONLE g8 g £ M
ﬂ% b IW -\IA
.m i
¢, SLOE gl RS ) I
e {IRIIASLETH . gt g
]| W S S M= N
e Y R 4! & a
s ERL
o
S 5 i |y - Eu ]
N < C N ; i
/&ﬁ “w = ) L L : N -

240



s
FeEee

s

244

24 ¢

| i
r. f S =t
|
Ui e . W.A1
MU U E T
il i K 2 =2
I ﬁo_ﬁ.u., N RS 6 IMA
e .,, ﬁ 4 L 4 N -\
aR i
. ,T“ LIl T : . QU[E wllllfE ,
[ 0 | S
I =1 : : m ) .\
| el - e N RS L 41k “H .mfw. R
B 5 - - - S
p @; —4l] < 81| T A U ) : ; e o ot e | 2 [
A.«.WI.. s (i i ST : i .mm.mA
! R 1R (M1 A | 1= " .mA.
5 L2 bl i
1 i N [ RHR H b A WI. R E | N 1
Ay ] M « [\
N Y i i EalE U
| ' . U= oHi=
ol " T [ ﬁﬁ l il
R I
a ; £ £
s | N[ -J.P.f#.. HA S 8L S W&xx W..
ﬁﬁ ~w1] < Y a.u.., A.. il ’ | koS el =
N i )
,_mJ Bl ._ wu.s, | .Tmo
W. m a L | .U.vm K
. wnu ~ M ﬁ Il
EU it 'H L s ISHHER
v N i e ek
A > N ! A#. 7 .v 'y
m “ <IN N7’ <0
N i Al el
wn N T M K KT
W 1. 80Y o T ! ~Hs . H
| =g N u% m

241



%
P
and haz - ard.
andhaz - ard,
o
games,

of skill
m

In 21t games  of skill

7/27 ——

In all games

o7
mf—

7

b

NYf —————— o

ard
was|he

¥
of haz - ard

ofhaz -

§ -

T

e

b 3

Tt
in games
1

n games

——

Skilld ]

7
3
was he
T -

%3
Skilld  was he

.

|

Wf———

1 >
. 5

nf ——

P
e 4 o
e
==
7
Skilld
wif.

7Y

20

==

2

i

—al

A

fig #E 2

e o

252
D s

&

nf—"

rf—_—=

o3

?If’-'<

SEsise
f—=

Pty

P i o i s

]

=

i

aud ball- play;
and ball - play;

»

ne P naplef

' o

T

quoits
quoits

2
X
+-0r
b
A
b

2

~=hE

a1 f—/géng bé‘g{:é

7o):

‘g

242



4 s Hd
Lu%. -B lmm. .&w ._.MLVUW,
-, g
-1 rﬁ. : rk‘ I 4 e
1nhA g _& &.x ™
% 4 Bl Hl [ A A’Wu " £ ) ¢ o] [
o ‘.”_ 2 ok W >FL m >. B m. mr:. ¢ ‘L o he
I } Hg o A : it THN s .
3 #_ &t_ AT AT AT S&is s N e
o AWl >.¢r.. i) B (1N 1N B
o i MU <, &, &
- t.._ 3 2.._ s s Al _EAHTe EA I )
N Ry vin Ty v S—HHRCE Hhg = o
Ehalle Aatllis SRS SRS IR
NI THIIS 3 T Shelllllg=A SNBIT® & ; - 1 g
3 a5 A-sll][[EnofHITE o Ly olliby Nidywrie N LE 2 e RHE (R |
® adll y | n.< T LAY s neRinERERimE
S s s =5 § ki ELUIE (NLE LilE HE (W
r=ih 4l Bhaari ﬁ (Y21 3 IR ..ﬁm 1 £
N Bk A.-.J«#,;f : Pt B35 |Hs (S IS (AN
1| A<D Arernbe b . L
I 4 e il % H
Ly L u L 4 8 & Luu m | m | m m L i
S . H £ 108 ﬁ et ! ERiE Ris s
o 4l v i { NI “ M b2 (M2 |2
b W/ ATeTeA o ec] p Lt ry - i B
{7 i pY THE LY . HPR P 5
b ™ & -m SRS g -.A m?.. m
I L v T ¢ il sl &
N N ; K < NS S| S e N
5 . o
L1 Y ' !
ATIT® Adiedl ST M (N £ EJE HEL Ll
[TiyTe efem | L " by N m S R EHnl|2 e I
5 I lo.rr (Y J N o 'Ml u ml...i. M 1 U
» ..rqifo._r..ﬁ N HeH MtS g
-y SE SN ™ ﬁ @_.H_. f..w E 2 i i
o N 3
TERTY (4 ja 34 A nu.wm NE it
Misth [rarl = o Y e
o il il tal Am 2L 2 Y S
bl [ —H ol I+ 2 3
i —1oin vy 4 Bl 'Y duss .ml 2
= kx 1y jpe=2 >A‘|1 2 S
O ATSTNALA ST .__ -
£3 L Wil ul N 44 & &
F&” RHE (M3
# o & xS Al M
_ o
MR \.n\un >9”._ 78 i r_. .}- .
n T e L1 M e [MLE il ] il
4 i 1
~ Ifl..‘,..y [ JEk ,W lvmn — |w.. axh. y.,JvA PNl
SRS | I -] 1 N : N =
MN q A Lw” -nhn ! Mv < &v < £ @v >=5 ————
N e 3 < — o
o o N N Nepa| o) S
A \ Y
Au.ﬁu i 3 o~ ——
NEmeem s

243



L/

I-dler, gambler.

.,m > e _
ol
E

267

nf

-

Calld Eim cow

W Wm > 1IN _.A....
Y E rl )18
! il
(&1 nm
L .m -
N
'
mw I ' 4 ) W
JINE i
‘ | ?t.... N i .m...n “ Iy
. ] .m 1_1._ I1e
i | o ) -._ii
< S TS s
4 I Y
N +4 Bt
S ] :
" _ 2 S ¢W.LU,.V
= 4 o b PO +‘
- i ~ il
gl | s S AR
& ) 2 Nt .
£ T $ i _..;_
I~ )%
9 .m,“ = _ Q N+ ;
= N 8 2|1 !
& Iy._v d
NG hd? (] e
e o TP S &

244



37

215

Iy -
N A N
: £
>A|1. m
M M| &
5
) =
_ | S s | 3 I
< 'S =
X VoY
b s s . RS (IRIEN LI
N N N s < < o
A SM N N = S = Hie 2 NS
N S N S I E g y 2 WS N
< L3 X S H } 3 ~ H S
) : § BH (S g mh= N
S < S -
« 3 .3 . e
e I is & N $
< < ﬁ m n.vm m
MR A F WA E AR
& S Y

27¢

1)
T

3
S
£
g

Little hecded he their liest-ing,

T

o

=
vf

7

"

= = -

= o

>

it

273
n

=7 |

e

s
Ye - nm{iz-ze,

oy

< =

T

B

) a3

7o)
AT

>N
i%:‘

245

=

>




. ] ] [ AFR_ [H3- [ ]
. 11‘ PACH AL 1R LA o s R _ e
m.u ﬁ ﬁnv. W E ﬂ = £ ﬁ W. £ i AW v
zz..v. S At 5 ﬂ>‘.:~.a> T o AN s TR AMel |12 AL 2 5 AL S NN ANLig >!.. S YR Y
3l " sl 3 W € el mlu o 3 L L2 IR 2 1) i HEe ' HE
e | ) HITHS : - L) 2 KUz Al ARILE ARl d %
~ et I At : 0 ! LS Ad
&T. s bl .oQuilin iy # £ i E (s
s - Nogullll 7 - 5 |ME IRRE fiE A
g ko....:f T AUl Aqill] 4 HE ..m .....m e \m Aeil
nvp ~N | R < N lem lnl- "m .”vllm i -m Lo,
£ I PSS mises IMIE TR(T (RHE (U Mgl
. l e ae
| ! Cr i o I | I
_ #ﬁ_” 4 Mt el S (e elf el 2 Al
« & ' ' '
2 S Al el m p.K_u r.um —‘rum>ﬂ.-..
~ P . (e N h ™ M ..;M —}M (e
(L N M S S S BHE TNIE [MHE  MHE sl
# Adle Atrete ATy ﬁ Al H m T m o) ] m nl m>fr.
. B (e $
i ~ 4N AsLia Arwe AT v S Ml gl m n.;....m .”..m.w r...m>#._r.
Mr, A A 4 d L L ¥ e N N¢ . -”ysu..nm M .LM $ i W A \.M
(& [y Al (e i S, €S Amibs Ty Sk FAMIRIE SIS SR T ks,
Gl _ Sl RS as SB STE Sl e I
vii AL oo £ AR S M SWIIE NEERMIER ERANE NS
s AT [TRS S .nwm N W i (S TH['S 23T & 3t & SAS E a7 mlu... E’ n..:W inds
= m b : { M ..m umw w2 m M
( N 3 { 2 NE ¢ 3 S
1) AR m>.. R A <yl < <l | Wl W T E N :m nmm.;.m
triv e Auu Rz (Bl (fs eflls
~ H TINfS ‘s AN 5 NNILS ARILE m \
& I S TS S [z Hs il < i
3 I |- f m N5 fi 5 m
m s, m = [ [ = Ing
- A @v ..mL -B =N )
. G e 46
i -

246



a2 3 i . Ne? v
n 1 i
j il i o . i i
: | TN M
? o 1o
. i,
¥ y ¥ L Al e m ~ |l
5 .Th ™ T [Fere
NTTR®  ATTRIS .
ML :r AR ™ ..4 ¥ il Um.ﬁ f
8 il ™ L U
: e AT Kitgn
5 U1 ] i
aQ 1] ||A |”¢ p d Nt [l
18 el
o AT AT
M, _. m Al A .,“Wﬂ !
: N 1™ ; >4l
- W K
s o i — |4 " A . - e
ot It s i AR : S R
P%I W i | i 11
IR | il | ol
Q i b\ g _ _ il {| " LR
A | i _
s i S Ti$Hn i
Mw n%._ L'A X e ‘.; e i i M AN >. .Ud '
Mol LA eihE S it SulllueRiymall
0
b A z> >:“mw “..u.rp.) D } ...a|> r
“ AT A _u\ qv...a, ATl R, i_, TR ~Ao
T T i
H- (3 g
bal | A .,lj_ .ﬁ;;.l q..aWJ ,.m NTottR [Hiea, S
o¥ ! TS & 1 ' 1 )
s B3 I3 &
| AU tLVm m>a g }
AN AR e LS A 1 Ax
| i
1 . 1
i L Al “

=

=

Sp—

L~
Vp &

>
F—"T
7t

» MR

247



AT )
) , Allegro comodo. (J.

oy

20

Foa

i)

247

84) 247

_ N 14 "
T LT T I
i ML W 5 1 | i H
I L —H
L T il
! il | i 21y
L A2 ) I ! ,
Ajatd] fip k it - =
& il Al i i i |
.,#_ .. 'ﬁ | _ k i
Heams _ N WIS ﬁ . _
+ ry O !
N : ! i m i
(& W u _ m i
H.H' v.” J : I | ﬁ i
o Il ot | _
Al | f
ﬁ! i * 1 L, I ! ! _
A\l s Sl _ |
R 1 L |
,_ ML s . 4“”.
1 . T A,-“:. 1
L
i) \ IEW) i |
ﬂr ) / m _
~wlfV 1 | g |
_1, ) il 1! u ‘m.v
Alﬁ-n. N m i “rt: : M '
=l £ i
il 'y &
T .m
Gl T e g ﬁ
e _iee e e /

Allegro comodo. (4.

= 84)

248



: .
L N i b b b b ”m i/ [ o] -} r
i Y MY A _L a> % |
e y_ | 14 4] L] A A r..‘r!rrd ¢ 1y .ﬂl AR L= ch ” -._rr.um .m Mh
sl | o ot b F ] b B <.:U..m<. m .,_
7y CHH[ WL [ TRNS TR el SSTHI S S| Lol ol NSRS ST 2 Aalils
Q ﬁ i ! (AV] MW_V '
i | "l " il
il | | ¢
) “ i 4 Bt Ne N¢
et ... i b b
s n \ { 1 o." 8 u s " : it 1l
,, .m“ ot < m 1) L” Ceift BT E( S 8 X
T 6 AR MINSERE
Ity |
e (NI s MR il aalllll At . _
[ A s aslis sl A |
TS T & §TIME TS |
I I M e i !
Y i m?,_mfr.u“) Sralllis Arieis i 1 b | .
o R LLE R s R (R | | |
i -J.. I .T.w /¥ [l + _ 1 _ !
(b 7 i _ ! _ b MH :
£ (VI off _ i m : ‘mu N
: A L |
gl e e et ) N
i 13
A,__ B T AR it
& A Jad: L I ;
| \ﬂhﬁ H : |
s AL H
i il !
N ﬁF _
A &
' i
1 m i il
5 T < | iaW i
e A&v ,m ._:
it 50 z

i

249



(Timpani _in R C.)
Za > T heke e
fple L7242
W e ey
S, e -
- a - R2A
e =1
.4;:*% Swotte "
faZe |2 o>
o e g . el > o
o R G L
T == molls
: l'xl : R | RS e v { 1 AR /38 A
E shirt. of doe - skin,White and<oft, and fringd with ¢rmine, ANl inwroagltwithbrads ;_h‘:-mpum
Qfﬁ_fjﬁ : = = e = S ST e =
¥ ; : * == e g g
3 ¥ ” ; e i ¥
shirt of doe - skin,Wiite andsoft, ard fringd with vmillle, All wwroght with brads of aumpuim
- > L - - - - ‘:—; : -
B ey ek S e =
o i mollo
i —

250



2
199

.:#F
Y

i

it
A h,
He

L Sk

L SRENg

§i

) ¥

K

&

vt v e 3

P
tin leggings,

:
Pringd with hedgehog

and ermioe,

P
sins of buckskin

S Iy
= £ A,
"(’i ‘-\y'{ T ¥ * ”ﬁ“-'rn
EEZIngS, ith hedgehag quills n'l;ﬂ ermine, And in moc-ca - sina of buckskin

s
Y

4_—1—% o=
——

plaz

251

-
b




v _JAYM % T
HERIR
.m i v
- =
+S T S 4y
m,rﬁ‘ '..n
pw T3
Loz (TN
7
il
b= =
be Ple g fgobipn == +
o ,
-3 2
AR SN © i
i
et
S 1 ol
i (
grils
.m x..m . r.md ‘4 .M .r.-M /,‘- i J
13 MRS 2 i ¢
— " ‘m ) ..m.f.,. ] —.m _HU .m .u
L 5 2 m P m i it
| AN g
F |1 194 A
“. I mE PR S (RS L e i e
i S E A § |4 M @ U.M )
M 1% S 3 [l S HelE it
g N = HNrs 1 f
: 5 |YilF g i
(R | i
il . 1% Il
R S RS
m?. « %

252



2%

u
1

23

At

14 _.w 7@LW g ¥ i w 4 .
rWT B QW E: HooN iy
i AW Wk
Fhd = S Lu ki : i T : [ s
i A = 8 4
(2] m <N ; < Lm < n.. | <qnL
m Pl <Al <! <l
8| Ay AR >..*, IR
] Aeuld i Agtifl A i 3
£ et Al A j “ B
« mnnn.n". Ml A;..n . A
Rl Ml M
M
L ; _..;.m. M| }.m T 8o M
b i mr N S| 3T £ | H
W 11 o M £ H
N b 5 L L8 sl £ %} i
i il e R Y
ru ‘N um..:w" .m.. il 18 .W W it
- 1 .m ([ o | Mie " -
e, Ioe) e [ < .-r. M b J.M : MI .,:.
BN AU 5
AT K.
HRITNNERE ;
o
Baeet
|
o~
i

253



3¢

e,

Vi

IS

3 et

€.

1

60

s

Clarinetti in A.

ru

)

=

*rerre

>
3

1

Y

nd.

treaks of bluea
.}. .

A
>

73

and
veér -

blue
bright

of

yeh« low, 8

of

d afidyel - low, 8 :

1
b

=
streaks

of | red nnd

of | r

- with

£

i»zt}.ﬂlw{'h streaks
Barrd

Harrdwithstreaks

254

L A3

ot

2

. o

Add

e bl

@R

=
-

T

p ot T ——

i

fsln
-5

-G.C.e Piatt




[ i i H e HiNw (M. & a .,_.
| (I U | ERTER g i
-ﬁ LY i < H |.m. M—"M 13 il :
“ hs A 4 BN E [T E el HILS
2l w , il s [ gls 0
~ &ﬁv" Lot : a4 g .W m i .mn .‘ -.nu. e ﬂ+
] 1| I SIS SIS ARIEEATIRI & TINS M
XIERAE : 1 % £ - - 4
i 4 ! 1 S ¥ 553 o B ] | ) ]
“Mw A i el W .n....v uw fw z.M ,.,. Mt,.,
S | miseivs Bl ETINE R K2 b 8t
N L 18 ! St 2 HtW L . Nl -5 o | i irA
i (A 2 [0z s i .
h ] RN TR u...w. -8 ,m & S
g J Y| g d Mg
L i * Hg Al £ »
i | o, [1 e (e T
A A i \ S [N S Wl lire e
% T [ I i { 2 1 s e ;
A ,J I dE L i | Bl B, WITE U T (L
EHI (| : ; i et s £ H 1IN
o o | L Mo |9l Mls S Ml
] e i T < s
>¢h.q ,>1+....v A . 1 b " : wvm M “lm
&L aﬂmﬂ,_ w N { f-_ m
AL, ATWTTR Aleal il b s T
STRE MU s i <
4 s ' S| A .
JHi [
. (il | |2 wam ik
2 Ui e 0| A
% M Btk % _.Ww u.u. £ N gl
iidl HiH S b 8 (R E R i S
.““.u_, dit - : - m i
ol b ol
il | T ASHE e[S
. _ | i £ . &
L wil o i £ o
u”v { Aéu % h 754 4 N
: — ———

255



48

Pt - & 25°¢ ag 45
A ST 4 6% . - o 3%
e e B AR ; L
= - = b3 ¥ T 4 s L % é 2 e eyt
= 2 .
e - =1 ; > ;‘\ k4 S _v
yEpetElE GF Slfoafbten cPE £ 2y *%&g ek
4 Ell 0:' B >
= : mf c';m
3 - 7—‘ _—_— Q_
P P
b T
i { = ;

§ " “;:”'PF\./
p e e gy % g_ “ »ﬂ?——ﬁ
= f v % =
o b
Tt —
= © upr
5 1{ = F‘Y
' ] — I B -
== = : 3 === = =k :
: -:f f -tf af ] o _ o " f: V‘r _( \ __erec
= — . e — S reba]
7 R :
v s 7

i a & = 7 A
g | 1 o - T G e o
s PP TR agind 2SS
Shin-ingbright withi oil, =ud plait- ed,  [ung withbraids of seented As among tlie
ol = 2 S e & N
= s T e T T S et S i S e e v
3 .= o e S % ey toa e el YT R e =
Shin_ing bright with] oil, and plait- ed, {Huiys withbiuidsof scented jr- A< meong die |
e e e —E L b
Shin - - ing " Joright and plaig_ &, ung wl‘thbni«_l_s of scented Jasw:. ) “As umong. tls'vl
= = p_p il b2 - mp mme
ot =2 > e ® R i
Shin - ing bright and plait - ed, As among the
f .:f b 2 7 ; *g __‘*'
e e Y T S T W T e SR S Lo o B S P &

256

7

7



'

A
v

n.Y

AN

pﬂr’a a poco |
a

Pt

LLY TSV

A-“M e

paErisr oo

> = > = ; > =
= T
e B E !
e & ¢ = o
«4: + 9*‘./t 3 ‘l:_/
3
___puroa yeeo == eresc.
S —
<5 . o T¥. kg T, s R
e ———— e _y-v-" v o ——
. ,ﬁ' & L. : - &.
= B 2 £ —
'pm:o £ 4 a*f £ 4 - *
: e s—— s 3 —r e st 2 0 Bt 3
e a2 s o e e e £ = e
mp e e mf JI——
—— e e ey - e = =

4 nules and smgmg,

=

; .,_g\leatsassemhled R

To the yonnd of |

——-&14!1!!::?

— " - & l. ;I i G 3 T T T \
(.;u:utsnumbed . To v.he nov.u\d of ¥lutes and singing, To the sound  of ‘|rums and voi-ces, | Rose the handsomelPrau-Pulc-Keewis, [
POCo G 1 > > # crese. . poco |a _poco 3
-F-—t——f FE=E e Y] B~ oLl [
¥ Pir g -3 i fa i 2 = g Yo Yt r’—"—'—‘!j
guestsassemhlcd, 'm !hn sound of flutes md singing, Tothe sound of drums and voi.ces, Rose lhe handsome Pau-Puk-Keewis,

257



GCie Piatti.

| e

B » " - _— — I - )
I W - R I T
3 . ! | A AN AT AR } )
i ] | ﬁ : ;”,4 | | Hv “” L
. T8 ! b ,--/. Hre
ﬁm Y M Mo Wm M M LA
. m | & e Jx.ﬁ./m N L .m.x .,..m.. ;2.
1 05a q » ,r.- ] _..
i.. ?*ﬁ- el ! _n | -f
MJJ e Ll " ' MY ] %.— I
\J 4 g N _..4_ ﬁ
1 M ] oy fre 1 ol h
3 M ES SR raly | i { H
. ..f;x._ Y A f s ' ! e &? T.J ' ) bl i ¥
i \&;.wr 73 AR .l .mf X /&by x‘_.}F.__..'_ b ._ o
ﬁﬂoﬂrmmmut ; .\n«“ ! | ‘ ! ..nO-_qu - m Iz “ ﬂ .v MIA ‘ I h
LTUILICN 5 N 4 _ A R M | ; 1| PR
IS Y RS ANEENE N IR G N R S SR
_ _ I i | i 0 e U |
; g T4 WsiTE BTSN ]
}\.4; _h LHAT I 1 Y t;. Lt S (SIS V12 .54.7.__. !
. r m A . ‘
o |
w2 5 2
! FRAER ¥
< < <

dim. e rall.

258



o~ 1 T ; £ i A i
: AL ¥ & 21, A Eek
i [T TR 7 e B
] Y ~ L 3 ik 4
“ _ J ».n. y O TSN J bt A ] .# AT (P 1B ._
» 4 = o] “n ” +44 o 3
" (I il ) SSCRHRIT N : M AT, A K& T
i . - . A= g
v .-u..,m. Mg
-l 4
i ]
4 I M4
b 4 L . 11
h 7Y < TN ‘,zv _.MM\ 7] A 41 ..m .__.”UWM. A
) - ~4 - "o I““I —
N ! p i)
3 A, IS A I i 2 y
2 r~ 3 3% e
& ! AT R ] [ A m .u
e i Al e 1 A £ e
) 2 ik o P
,P/A: A ) a _U_«. i "
- St -m Mg
e
1 wil m g.‘..
: 3

)}.'

. 4

S

-3 — —
FRG (T BOE 9

= =
Tl
> - =
o -
> -
= = =3
o —
T i)

" 1
5 o I
i e
o e 133

?

g

‘rv gv ?7

Se

3
>

=78) 3
>

¥

—---:l’ S —
Pl Em ey
%

31 Lo

L,

259



*

Thro the shadowsand the]-
= 1 S

Treading soft.ly like
i =

+13

N

rlnr1=
Yohe

g = s /sy S cx
} e %

Thro' the shadowsandthe  sun - shine,

Treading soft-ly like a

> A Y i
S T— Ei

260



.

Pit mosso.(J=100)

el
B\ i

- K/'r—

e e
3 ¥
-
¥

»
cilt- Iy, avd st

< LAy W! [} :W : 0] ?cW
. 1 MH. < ik,
& g A Agls !m.nu.hm..,
i h s P iR E
S s | A4l e A Kol {4l
L <ttt &l
Al (4
F T A i
AN
i » m .-..u \Mr

= 100)

T
Pid niosso.

i
|
§
g
B
SIRTE S .
W .#u.. RIEN &
SHM 3
o
A3t
!

261



4o

7S, pocd & Jioes

e
\CIPNC PTG @ PUCe

o

s
2

— §

= -
‘ s e
i =% ) '~y 3 yu ——
e Lo ol St 24 o O s o o %
- 1 — ¥ 5 R & i 3 + o
u (4 14 T [4 ' g }'P d
P
> >
i 7
=i T >
: ¥

i i

LTS pPocua poct |

2.,

sty S

T o -

“erese. poco @ poty

:{J‘er‘f—ft??-h» :

crese. poco @ pocp

—— }

s

]

e S s

T o

semb - Ied,

>
A% 23
:

lupinmiu; the wuests s

7 ra - ¥
Leap - Ing der—— t(heguests as.
) 0 &
: ae . it poco a;mm..go "
w k-4 ¥ yfmz " ;
' % arco
Areo £ £ - -
e T =3 o s T i s o St
¥ o e 2 ¥ e S 8 - 2 =
r erese, z e g

262

crrse. peco @ poco



4op 5B

~
g
"
m.lc
L =
o
»
)
&
-~
=
3 Ry
&
N
<
5
g
>
A
3y
<

=

Piit mosso, (J = 120

( i Nl H . oy
[ Sl m 1y 3
I bttt ﬁ ¥ ? 1 T. 2 K M
| h i Al e ! HE PIRtY
o — -
i AT Al Hemid, A il sl il ..m m A .m il rm.
el 2 I A £
i ¥?_ Sl e Mg . m |
. L. 4 L/ 2 il [l Ml N B
b eduls ?.f \:L.: ) m I (4, K] 5 m m. j“ L m.
i 2 N 2 sl s
PR & ok 2l {0 £ ) 2
M R Bl f‘ N £ A
] e o U H i
M i
"ol A3 . 8 ” 3 L : & .. £
m “ _. e Anx M 8 AL Fll ;
| | i S Ny i i, LTI ¢
; ¥ et B V.J> RS Wit mf.w
h ¢ N # L; ..m L 4
\ 1 B ’ i
p ) : 5 7
~ >t+!.; bLIA aulll AL W.ﬁ &
e N
B
1 ASRL LA il ke W el 2
Y dhaas N L-wmm..rﬁ...z m
walt i i [
anlft \* ! E |l
3 Yl m 2 s il g
il = B B PIES
1R i el
.,vn o NG i L aty
R ——

263



v 2 EiNE !
g 4 I | g ik ,
> 5 :
= NE| Sl aM ™M 1 i TS
G 0.0M Nd| L NY By S u 5 ol
T = k sy B et At 78 £ Y] 2 :
% £ Lo i ¥ %, 4 LS iy L8511k & & ,
= L H T .LT> K AT .q. ik MPH. “a 4 PNE L Sl e L 1%1 ) 2
£ i L l]_pd L .| B . T
o i W
«!-—4 d i $ AW [N ~yd ﬁ.ﬁ Mi% ) - !
n.rmn,. i _»,.17. AT AT A IR I il ) Hr
PO AR TE 5 TR M N w 5 . U} gl 4
¥ 4 ._, Aqld A ATRIS AR AR AT ATRTTY Ay i
(e ) i 3
N i : i
?w @E Am_ 1. imLL H 3 g | TR NS
«“ H A K A . M 4 ST Y “THMe \aR I i g ¥ 2
§ 3 N WD > m. . g » a
> i b <
2 salf] Aqu MU A s AL AR M 3
% ; I AN e i Me/ i il
a TR i . s e
(im0 | W6, at ﬁﬂ,, NIt I | v K2 I 2
Aao\m."c <dii!] Md 1T el ! i ! )] M . Tis.
1
KA © ﬁ . 1 sty -
3\ g.il : LI N2 10ms
.#_ < n,naﬁ .JW P l. ¥ _“
. g m : .m ™ b
Mg ; M| 8 2 L ]
L] % t& 1
ELE] a..u
AN ) ks .L 5 S I
T bt e hiigd
a2 akuad 3 £ e E
HE e B W
i | Hal e SHIER s B -
¥ ERA ¥ . ) |
i | NS | 1T &|[shhs Eivel BINYL
k,u!.! i ; : ot S e s T
1 i = ulitle :
iy M M ¢ ..M. 1z i
w } 4 -v“m ..w,..nn... m 0
15y ols 1 Ale ..m m; g
< (v < g
| 1 Mu g ,,

o =142)

Piu presto.

264



47" §ry

Pt

ey

' l#m‘
SRl S| S

> = =
P -  —y : sl
= b e T § i &
= i ¥ P&
——
a1
£ rin— ¥ 5
[i&E= = Se—peand 2
< ‘j' i > - > b
£ 2 £ £ Z:
T ==t e e
& £ , v s 4 :
F ——
=
> > A,
v . "t 2 P +
= > =5 : -
PV ¥ | ———r
G.C. Tambourine. &
= = ” mﬁ:f*ﬁT—'*"?gs—H’ = o e e T
+ + ; 3 AR I 4 ¥ ¥ ¥
"‘rTrian olo. ; ol T ————
WP e e} - ) s i S s B o > . "3 o 3 v — Zw
i —— 3 T == f
3 F : ; 1t ; 7 :
arco — .
L & 5
© b
ES : B
. 5 . " - ine 1
- 3 > e % g":ﬁ‘;:: : et
4
gy 2 —————
: T e P B o |
e { gt ¥
mar . gin ¢ thé Big-Sea | Stampd upouthesaadd
2 > R . S -~ T .
= m— e
" mar . glin of the |lake, ~ the Big-Sea Wa - ter, On h'esp::drnh fron . ziedges - tores, Stamipd up.o;x-ie;nd,and‘

265



58)

Molto vivace.d.

-~ — ~.
<3 Vo ! | i
&N £ _._?.. ' i ~Hes £y

] &
wfw m o | m.f 4

J = £

M .o...m .m if)

2 el Ny
3 IR EN I ]

RN 1P SRS S | NI (11T
¢ °© ~314 l””. Iunﬁ 393 B Lm o

P b

BY “ il /7 ] .w
10  qudibyadlls (ATERSBTTES
(Ap] " m Al
W MY req 4 1 Py E i E %

@ g g i «mv rifﬂ
Ml W L [ L Al SAlQL 5
- e Rl s
s i 54 ..
x| NH By 182 SN T 25 |[Tea
- X s
¥ ] S
$
£ i
e LS wA %
® 459 9
4
. = iy = .
Bt il o |
Wv. nlv...> .iv'lvu.
SHURCH NP1 EMUEL
E L

— H ] = ]

m r 4 3 .m

< un WL N P = | [TTP= «

14 ﬁ‘ !
ot i M
i ML et ﬂ
134 rE !

; Lallk b
L iatl 94 w.uu . "ﬂs X188 w U
2 S
—

266



I

i

l

= e . i
0. : ; ; T
e T T S e
e LT i WU el = 5 = e
A |+ ﬂ A W JAF..“r M, N P o Wil g EXITT & 2 i
) w ;2 R MRSl SN St 8 4RI 2 it
. U w i 110 i T MRS
3 5 T.ﬂ AL 1 3 e 5 e X
& i Il L UMZ LIRS © 2 !
| . (] ! ..r Al 2 2 1
ol il e i R
+f t. L iy il il _m S S T R
S + Ry TSN M ek 1 e el ® ; <,
0\ f Mo a\J - = Mz,f o V.V ; f i BN Wil ( _U lqﬂ.% H .n..m..a, Hd M>A... fmh .:.y.nhm Hu;.V %A
L b T R 17 EHre—
aitlll ARG REULR TSy i) | % s il e Nl e Al IR
— A w _ - 4 = St H N T AINLLEATTS & ARLLL S - Nt ,_3.
- Yinlil] N ﬂ ...T— ;w hid ity G R Mg #.r.m iHP H.% _ ..L_
. b3 g |8 » L
,ew. m.; . 4 Y A.:.r.q- G R _ U”" r..ﬂﬂ..
4 A Y Gl ML N AR m\.:_& Tﬁ# i} j..
i M [ .~ VL) & .wyp.m 2 41% 4. “ _
b s 4 ; 4 i i
@ ot -t} Ay ; 41 3 g i g ]
ANTRATIY  ATRtts S y b REHNER: m_n. ) :
*.n_.. | — | A ,..UT b \_%_ﬂhf I? i i} ...,.....,. -.”. | 5 A H FT _ m
! ol I R v LT e 3 el
@ Ll i T AN e AT [ t NI [T % i R
D 8BS 7 W.I ST NA TR TS il Ml alil ArHSE z .
4 ﬁ e - - a A I .n < )
3 i%
; by STR e 1 :
. & ; i J =
* . $lik 8 i L g
i = @
* ait sl ol A u-:m A .._..zm
g R
Raal (G TH S 1H S il
¥ A i i E5-] k-]
I i Lt e 3
1 : i+ 2 £
3 "_ THIF | f=
" i d ;

267



oo

60

5o =5¢(

had

A—

-
t

: E*’f.

- joo!
A

==

i <L ..m ~Fn W m )m |
_ [ - B B S |1
! 1 i A4 m~% m« rwwkﬁ.& M
AN mt_ﬂ 2h mé,m
1 sAGL s ATE] ¢ AN Ml
g 21k ¥ ¥
ﬁ MA‘L.{ !m b .\m -%TSW.&; @
Ry = s By R Ht
ey 2 hed e Mg MG >x_» LA AT S AMGLE AleLLE \
i) I Ny & | PR At m g = - ™ Ll
> ew- :r.uﬂ HY W... ....W $in _,nw.,w”‘ﬂuf kwi_.a.;,.mg....r; i’ ﬁ...m A ~m. ,v..v W AR
3 3 i ﬂL‘. N xw..ﬁ l.. m' \.4“ M | & ] :
Lsih s 1 IRt S A w
M ﬁ e . .,L. : il F 1 QPR Vi
H HH, e yiha Ml s e TR AL IO
5 : LB LA E i O 8 i
i ¥ 4 ...o_ yre) | 47 m.h“ﬁ.mz. AP U 1 i
Sl el 4 ..»},..m . . _ ! a“ d. N I
L._. ?, | ST iy % £ AR Hm> L S 1 T
. * | e & e Tk ﬂ.. & m‘f ERERI .m
3ol 7 3 . A 4 : o 3 »
Alilix I oot N v O e rmT+ £°(T S
n Lars 149 rw W f e 28 flell 2 +1,. 3
5 (1R Ny Wl _ﬂl »— g lq 3
MW 7 N M (1 [1F T 3 Ay R \% S R[NP @
L : {lla 1 H Rk .
[T Mt M IL i .nm.ﬁ _\m.., i 2 1 k
Ny i \ )] M:W N ..M.. 3 «uw: M. u“?h_._.ma F_..%
. 3 Ly T
E Jt, 4 s 1! L_),h
| & _ i 1 LRI
iy ™ by X 2 Js HhRil
i .l | ,H |2 12 8 _
£ ! \J.L i sr, ] k
i It b 1 i
It : !

268



61

'

mfd

r

rs

S

S

o I et et

Eo

“&i

&ho

%53

asr

s
—t

> =4

=

11 A9

R5e 854 g5

a3

i5y

oy

>

¢57

j 2.

of

rs

r

[ Jsoen Wit

T

pizz.
i2Z.
=5

"

- 3
o7 a3

-

269

A —

Yoo

T

o
T

o i

it

T

PP et | o

>




¥
Mollo pl:.-.:mt(-.aJ :
o 2 iy a2 s e
L L

o D 0 B
P o g et |

da
s

by
Py

i
By

i
l.
|
.
{

== cE2em i T
T PR Lo
Eo-7 F—tp o S
1 s
s T LV 15 m= by
= e
lla A, — > s 1 = ,1)’
- b —— A 3 & S d— 4
ey
A - P e |y
> = "0‘

%

4l
|
&l
i
n
I

e
o :
m
v
N
v

e —= e [ =

; R Molto pesante.(d=130)
w7 e

A AP
e 3 e
z - =
T

L
-}

7,
=3

iy

wil. Molto pesante. (4=130)

270



g T *. Wi VlaieTrN <Rlahz Vel 2 !
% i i | ANch sl = A Rdl= agil) = !
3 N¢, Ne ¢ 4 M¢ Md g ._ -~ ¢ | i @ o 3 R b ‘~

el i b N i htaa I 3 i i S a8y AP

[an) ¥ 78 P a o o .“..z.... W o= TR (T e - -

..+lr alsry Trlel { N1 E T2 (KHE w3 : _
& _ A 4 L ARl AT & A .i.‘m?; m> .,.,.m AT ..m it
NI RIS EREL LT Wy LTS A LS He S leitiE W% |
it A Y 2 2 2 ]
; I L2 4l 7 Z
{ -..[>:|= b>.r 8 m. m.fi m _
A H HebANLLR L : dils iz e Wilie il
~ i Adjsll igim AdaL I R RS ERIH B _u
N i | r Ll E 4] E [WHE RUIE i
4 ~ e M g Fadd Lol | -hid Ay A ﬂ. I “ @ Ene M r‘
PRI SR HEN SRt ik ¥ ¥ b SR || EaR| BAINLLE ko] B i
) SRR RSB Khhil Xl Niimaiituli b
T H = 4 " 2 ks |
-4l M| 2| & il [mdd 8 :
g £ H=E
N AALIL A AMIH m> 1 m 1 mn AR S
* ASLAL 4 THER MR RN
H Aekiil A y,u 1 2 M N’_. z
"Ww calERmmEantiE
A &AL 8 3 £
? | . i .m; g .W: .m L 435 W.. _
| h EAl eI ENHE ;
H 21k N o« E i
J m i e aeg |
: o LY 3 b [ iR :
<& .m.a.w\.tf : K 2 .w £ T AN PR A -ﬁ
! =TT TR - .
£ 15118 g
W £llels S 2
>¢Mm ..? iie I8 .m. nm N m
ﬁﬁ. s € ” {2 m...w”. R =y
¥ | o
Nai B 31| 4l _
‘i Q D iiia a
Eo] £ et Wil £
Ay o Bl s o B
i (i @ Wl Hne ]
2 1[HE = YelE
H n it tifiks k]
Pl BN EAR L B B
J AN EMnE™m &
£ -S|
5 <% A
2 TN TEP

271



6% 544 .0
. 783
aY  atempo
s g 2 ]

hay

——
i
T

£ T omt

R fannd hiself se of

e =] V- g0y =
S gt S A

> fannd himsclf {_L‘: of

¥
—
of

é J»Ek%_ :
"‘a‘— Ahtu ﬁ’g“ se-je
T T =

@.m._._{_..; =) e ..+g.__;-_.~..f,..

e

N
i

2 ¥ = T
faond himself «c-renc.ly Withhis  fan of
-

Fig
“:o' & L P " ‘pizz, aceo,
Ly al foar 2 o A 8 X T « = T e
N S ——— — T . o ol . -
3 d —_— S ¥ z
W rall. a tempo st

272



; . &t [} :
Gl 4] 1
TR £ e a8 >T
P .ﬂww, K W, 1 S
" S *
! CTH T T M [}
H | “@
m - - 1§ '
IF 1A 5 :
i ; 19 .
N A AL A ¢
_. 14l Api el ; >..o._
ﬂ gl > ¥
8 S (R
| SRR
i 1R | 4.
ot o w, iBy i
| .qu \ .
| I A
Adlil Nl RUIAT!
: i
| T Rl L :
; :,w | leytat- il i Z
] ¥ = T
L _zp Mk s il u.
Wi Sad N 1 Bl
T

—

pizz.

=
-

' 5

Toom e
o
5
—————T

i3
7.

.T ﬁ.@ﬁ, «

4
B
™

3

u 2

273



C's

2

502~ $e7 5xe 525

Sa

*3,

=

ot o]

Lt

A5 -

rall

X

s s

Wreo
e7x

T
L~

o

<~

B

s90

r-r—¥
=
=

,-..fd___w. o

= . B .zd ‘:J ...-U\
.
5 i it/ | 1
H s TN
| i i
! N
i g il
! 3 R 5 g
i IS LS ‘m«d £
A4 ! Hr Uy . il
.7 . | T
[+ ‘.xw ’ wlll m il |
iy i
\ H i ﬁ_ 7| ' e
- i I o it il

i i {30

__ [T Wi ‘Rl A :

i il
. i <Ak D B B ] 8

274



£ Lo e Sig
; ,_Con moto. (J:m) s
g & { g1 s e
) YT P ol S oo
P =15
be a . |e 4 z |2
e P S S . NS . e
$oTTs % : : 2
mp == "P‘;’
e e o e e e e e —
)

4 I e = ———— 4 — e
T g T 1. = ey ‘s T ? + v - —
g . . S 2 ——
Then said [they to {Chi . bi . a - bos, To the | friend of | Bi ™7 a | wa - tha, To the sweet - est
m—e———— e =
— = it = T —
e % o e o e ; : x} ;s
— e oot = 7t e e
said they to Chi-bif a. bas, To the [friend of Hi . & .{wa.th,
——
o o — L e s S £ e -
e : : o =
waid they to Chi.bi-{ a- bos, ! Hi. a -jwa-tha, | To the
g — T o =t
: : o ; =
they to Chi . bi . a. bos, Te the friend of Bi. a . wa.tha,
= e e e R A e ST =

Con moto. (4= 75)

275



] ~

sy

68 S b Lot sz S 2oy f2¢ fie S
. = 2 o -

B = = =
O

n —

1 g NS S LT - -
P
ke ==
v
48 = -

F A et =

T3

7.
ey S
anp
A G
= o p— — e T e a8
9y + o
(7] L4 ' - v
PP ==
& ] e =
i)
L2 -
&
o
(1P
=
$ 2
fo= = = v
1
-
X
i e
A-X
np
-
1 0.F e tetymenta bk ol |1 225 i
2
¥
- arco
) = i ‘ : N
T 2o I o o o et 4 T e ;i = T =
o 4 S v 3 -y - T M Y B 7 R -
~ ¥ $ *
5 H
e TS S e et e e o P
o . R 3 = P ey e
= i P 1 -
B v v |q
l'. 1 - ;
; . g o3 —
e | I TR B Een o
= > L ]
L >
F . i ———
e e 200 e 4 ¥
e e o e = o oy e
N7 —— i s
D3 . : g N o
of all singers, Tothe |best of all si . cians,
— T e — —'*F. e ——
: D Yook o o Yo e 5 ; ¥ —
s s $ :
: i + Z 7 e
: € £
sweete~t of all [singuers, To the Jbust of ull si. cians,
B — —t——
_(‘";—"f‘—f F—t w7 e )
.@_.J_|_l._+.“.b 3 s e 1 o T £ : - =7
7 sweetestof all isingers, To the |hest of [ st wu .} si- ciuns,
— i
= B ol oy e o & o
S} > it ; | =
¥ of all sincury, To the bust of all mu - s - cians,
pos = z 7= _‘ sz
s o T
o e e
2P — NIz % —
i A = e
3% e — L <
¢ '3 b ot &
P 2 o
k- —
re S S

276



e
— s ——r—
i = = — 2
i
2
o
e S =
jgp.'.__}_,_ g s
=0 2 T E——
LO
= dim. v
f-——‘—‘- ):
;‘{_, 5‘ 3 T T Py
A ———f== e
»
- s
——os A, e — Crese.
<t o T o s S + - o PR e W S O A GG
e e ; e e e e i
YSing to |us, O }Chi- bi.| a-bos! &ongs of |lovc and {songs of |lovg-ing, That the
g T — ] A == cresc.
S e e i i e T P e e
2 o x yor 303 e w v t 7 1 £23 2 s T o
~: L 3 4 4 b 3. - . - k& i k4 oL .
7 - b H S B =3 & -0
“Sing  to fus, O [Chi- bid u-bos! fSongs of }love and {songs of |long-ing, |That the
> S s O A T i :
s =3 s Ej{;. 0 - 3
e s e~ o S S e S Sl O
Chi- bi4 a.bos! |Soogs of love and songs of l"'mg.iu_l:,
e ——" — A S — 3
e F = ey
e = - i
Tt *
Chi - bi - 2.bos! Sougs of love and songs of longing, That the
= ot

) S dim.

277



o - =
s - = -
- i Py
s ——
i
o = — =
<

43 rit. con sordini . /é\,,
- 2 : 5T

g e e e o e popcs o) Sl £
k! p}j_ S
‘con_sordini B 0 P
- ot e T -
,.!_ :
- con sordin 5
O ':
. = - o dim e
Tt i o R ok e * o o e e S S G s T
1 - £ o et 2 s e e R o o
L7 ¥ —t T
feastmay | be  more joy-ous, | Thatthe|timemny fpussmore gui-ly, {And enr jpuests be gnorcenn
2 2 < ———iT — <. dimy. = "
ﬁ‘ - D o o & v f T 4 Py t 4 1 s oF
o 0] L ; o o e e 7 s o S R S e T P o
31 T £ T 1 B E- i
feast may| be  mare joy-ous, [That the |time may|pismore gai-ly, jAnd our jguests be
-
n Z | > dumi
T i e I L et e L 7 s T |
o 1 R~ — * T - x : =
Y L L) T 7 4
wast may hemore! joy-ous, {That the Himemay fpassmore | gai- ly, {Ard our ftnesty be
— = 2 et ’ > dim.
© T et o S BT - = s .
bt Py et iy oo 2= o ‘;z..q_, T T
! t
) feast may be  more joy-ous, Thatthe time may pussmore jui-ly,  Awdour guests be more con-
S——
A !’2 o
R -
7
prp—=3 S
o — - e s e
1S > e
3 rit.

278



T
I
% ' . it
|
| iR g
AP T
Hi2H e i 8 haild \
_” i
,w\ _* .Lm ;.m T
e i) F [l I
@ ;
I il | i f
3 VA , x| £
Y | il L T
2 TR . i
Lln m
| | |
1
: -He, 1
11 i
el N s _.
A
w ..“ ﬂ JG
M
LT, H
¥ 1=}
- £
Tollt 2
I A
1

gt
e ——

1oz
And liu &g

279



| i - | i | Al ]
<P . ! , iz il
S ol | m, | : |
,_ i T i
; ' | 5 : 2 111% 2l
4 AR A AR bty i i . . .
: e 1) ] __"
b ww_.m..pw M>.,,aw..ﬂ,arvw., % | |
_ 1 YR — bHI H m...“ 3 .N T
i , ' sofliedd ¥
> o) = .-u/ \ § : LN S
| RN
il m_ﬂ; | e rw 8L |
ﬂ_w;n_..m. ! ,:.wu _ ‘,;HW .m. _m
¥ i ) _ : féhy m .” Nt
» el e AL 2 it
. { h,zmz w .,,f/ HIS il 5 &L s
N s s i) b~ , SR A X i W
Pl e, M 1N _OM rL i _ i B 1L
i
P.wm A7 tq\‘, :a\ [¥A .;t.l._ri. 1 b
s Ba Sl :
S LR AT R TR, 184 sméascyvaysls :
bni. 2. ) Y . L : _
R e S =
WG N s I
: ' M™ & E <13
i | B m. W N
| ,J.. 2 n
{ N s Y
|
- Lid, .Pg L .mb 4 h%.mv
il R gl . DE DG s N D

280



73

5, rall.poco a poco

- > ey |

o

NG

* 5 3

rall.poco a poco

Vol —
5 2 =j—— 3 1 Frex 5
LD et & o e o 15 sttt S = s r ZE 2
s . v i
Hi - aJwa.tha, [Lookingaut | fair Luughing; Wa-ter, Saong he {soft - 2 -ilw
PP e r—
e = i =
owery) b g o fi0y o
2 -
Sungr be ixoft - - -iln
2 IT———-":» - —
= = Gt o 7
Sang he |soft - = BR2

281



56
2%
i
e
7
/8
= e -t =
"'.—
o < T o G oo b A Bt ~—di ¢
3 merendo ~
= o -— - _({
. o
A
Zns '3 = i
§. = 154
P}
s 7z gis
== 5 Lo P g P ot S S e 2
m
=i oG
5 %
%
morendo ~
¥ - - {;;
-~ - aE
o
- (31
%
/ m
2~ — v
= = %
“ i
: m
8 = ~ T A Y e 6
: : X L% ) “", = _".
“ EAL S
~L_1
T
%

in fhis

= B o Pl SrUSOTy TSRO A e
* Bungr i lthis
= -~
- — ey
x5 ' e %
thix
+ Farn)
& £ 4
) e —— Y
= ¥ z i 8§
—a - — - = %
o .! - Ld ¥

282



Tenor - Solo. “Onaway! Awake, beloved!”_

G €2 s}

G0 s oo
,__Andante con moto.(Jz120)
Flauti 1T | F = = = =
<

Oboi 1L

Clarinettj LIL
in B>

Fagotti 1.00. [E25f=

'3—’-—'2—"“‘;5. ¥ = = % EI— ; 2 'f?
1. s ¢ ol & L S 3 P S
Corni in F "_"

oL flf=¢

v A
( = = )

Arp-.
T - - e
= - ey . S
Andante con moto. (d z120)

Violino I.

®

con_sordint
Aoegee s S

Violino 0.
©

Viola.
@)
)’(_L_H ¥ ¥ T T
Tenor- Solo. i ¥ =t = T i = {
5 t } : ]
Ay o
3 75 3 \ﬁ
Violoncello. (¥ = f:/\"rg?}! bt z.i'/\"’9 o — . 5 fog
() (!!i‘r &9 = e e T et
p — ¥ b .

Ry sy

B'xsxo F-L f;._f:,;.“

Andante con moto. (4 - 120)




2P

P

et iy Bed
e P hidl. G
i 152 3 ali b
o 43l ‘ I58 i
i n xj
ol fxz i *
wilt, Vil \RH
bf-.f( Vi ‘ L_r..r.
Ty 1l ol
1
A N¢ .‘mrmﬁm
S W, :m..m_w.
W W
g Uil i 24
i sv H
b 2 £
AL il X h
o ™ .n

1=k

By
J»v

rall.

i@& e T

A ! } hid
: | ¥
"rr i qa e
3 | X B
4 he +- m HA
4 e | y lé

o |

A

i u Z ¥ ¥

i

(o ity
V56 &

¥

H )
i 2
Nit%

-
3

]
il =
Nl g
By 2

o
<
Algill 2
1

~ii

]
TE]

—

»

1

ey ke

7 R e - e .._;_42.9
T

i
=
]

| F

.
2

B

4

ol S

£

o

)

=

4

I

e an g

-4

o T S
& i

o

¥
Py

AN

pizz

B aroed

a tempo

rall.

284



N

I

o —

19, Y et

225

N g Mg
Y hre g
. i) TN
e 1 Mk,
HN T 1
M- 2 B
ERE I
Ll i 4
i i
Rt "4 1.u

%

—L'-—'—-—"M
=
e
=t
S

4 o
1-—’3f
<
S

, =
2
5
2

Loh s
%g_;;ﬁ?.___ SR ey o
(2]

y

fg;!‘l}?

v

re—po—

¥ A
T

Thowthewildbied of the prai .

s 3
If thou

Y

soxoft and fawn - like!

“F

¥

A~
witheyes

Theu

riel

for . ost!

et

Za
9&3

arco
=
s
-.;!a
e

b

A

pizz.

|

285



78 wy ) 620 )
46 — b2 a tempo {2y
e T — —
P 2 € ~ rall
ity paas B Aol ga

. rese.
= Ll i [ |
- e " S -
o - Xt 3  a T e T
= he ;5"' ra_z I)Q rv 4
P —_— s . P
4 — R OE
4 i ———
v
&
L%
$ -
3 ',g#i =
e i T
‘ iﬁit
: ¢ B
(it PRI = G
@

2 3 - £ P ? y e
et

1

T T i
ou - ly look - est al me, 1 arc hap-py,— 1 am  hap-py,o——

286



79

t —— =1
| o7 i F
Ky
N ; &l Mv . i
¢ i |
N ) i L e W/ AR
il 3 ~e il N ne
&t A
s @] _.
AM . . ‘. , ”.. ATHR-& _
1 -~ .t A‘_..k. f B ~
1 (¥ ; a1l 1
Al #.. .r._.“ﬂ "aww H ' ._n
5 X iy M HIE ...+: LS
& § A A5 % 3
- N A, .. ! "v A L_.._.
o g L - ..W.}‘ ,u‘ y g i v“
© i HIINEY N —& =l “ S 3 - i
LI e | E i o Sallll] = e 1t
I K W s t
+ i L i N,
_ o 4
" | Ui
! . u %
1 i T, ».m_mv.# ﬁ I3 i R sl +. 3
; (Hl £ h
2 i it
& o
Y -~ .I.a s»'n_” S .
4 . SLHVIS LS 1 ~ = ¢
0l pir. AR S 2 S 2 A ”H, rm m.w..-
11 1N .n..m.
£
& uvm
n | 7 Al i 14 pl:! w o
ATy ' 1S L | 3 1t 0%, 418 Ly An i) W ;J_F.*.
G fid ! M2
Y ik, 3
™ 1 Wil @ _
i : _ i 1 1t N £ ol m
1i# i S ! it i HE M AR = W
\ i ] ) H H i i §x =
H W' | ._ M%7.. } %W. (1A B H,”uy ,Mm LL“w |35,
..ﬁ = 14 ! ~f) Fidd = i 4B -0 % h
b S o T ek Mo N P
g —— ~ e &

rall.

287



a tempo

b ¥ 3 T N g 2
i B o >.
i i i 1 il @
ny F LAl ).‘.. mc s ﬂ- n| <- a8 \M.
N \¢ 13 N SN "] Al =
Il X A i h alf| <
3 & wllfia 7 N M
g N N ".ur e - .‘pﬂnn‘
K E i”.. il Ll il
; b e T i .uu 1
_ <_ TR1e AL
| 1§ ;
Sard
IR B S g &
B! H R
x > A § > o | m o
TR . AW f
- ks 8 R4 a.
” ..V ww b “. » 15 My % \d
' < <m.H Al m.. < N 1 m g
(8 Ay AYth & AS s tH 18 ufm LHIHEY
; ‘o Wil > AN
. i
1 o % i .> < L& [
L i M
' M b TN 2
> .irm
oM i m...m 4
=
Ll sl
. ol 2
b il i > N 2 M
i it H Nl 2
,g 8 > 2
™4 - o i P !
[t m. ﬂ N J.W.< A ..m. 4
N 4 DA 4 ; 44 m. Nl 3 L1t
| i i Bt § Sl M
« > : o~ H 1nd e L
o 3 % ¥ < &) | a5 198
H -5 4 bl h ELY i
wqu <PNGL 9 . < 8l
/\/\(\ N

288



81

48 ‘= e
a2 rit. “
. 2
aaz A/;-\ 2 £z a tempo
T — bl el Yo :l s -
S e : 7
pp e yf T
np ‘——_-a
4 L¥= 1 4 sl ) Lo | R BT e

e=t= R

P

el

e e
2
2 =
% a tempo
rit. P\“
e Jg:'lgﬂ.%.:xirmm-_;@g:
F S P e -4 fefet
[t
="ty == ==
S ———
————ee
= ﬂ‘ o —— - =
S =
———
ll’r
P >
£ T ; =1 T ¥
ﬁro—r—--ﬂ-—-ﬂ_.- B —= 7 ey e Soamen ¢ s i
{ {23 £ e e & 1t R e T 3
Does  not all (ﬂebloodwithin me
' 2
e e e oy o
: e e
¥ i
f o e e ¢ AT
==

289

a tempo



g’

P I

= 5 T e — o
4#{!"* - s iz s ot
i % : ;,\—-’V _}.v i Vim.
.5 i '
y&=
- a
¥ 7
] 5 7
s PR T oL o N\ &
PR ZeEr F e fons 2 LTI DI PY

-

v o s e = A e e S I Ty e S Lt : £
Yo L " i T s e
Leap  tomeetthee,leap tomectthee, As the springs to meet the sun « shine,  Inthe Moonwhen nights are bright-est?.....—.
; B R £ >
nr”/"'-,—_-—f\” y N > = _‘\.. *‘-\.B_

(= £ =t E—p—— =i

| = 1 = dim.

i

il

.

oo -
L=t

3 rail

290



d g6z

ez

83

To7s e by - %

= =f f—————

e
[ i v

- . 2 e ——wua

% = : =
[ : g

113
™
XX
i
ey
7

T\ AN 3 > =
i i ! -“;5:‘4&““‘“1&‘; r— T z ve :
e B b et e e G {
= : s & g rt
padlSi mp —_—— e B el
aps oY 7
T v 4 - =
ﬁ- SRS s e S ,ﬁ - e ey %
- r e s = : R
= —_ ¥
— == ———me—e.
. .
o P =
e kfx:%p_'___,v__ T iyt e e 22 s 3 2 o cox ot
E s (e e F P T T e
S S == —_—— = nf —————— FF

’ —
o2 e — - s ; .g—-—'.‘————.E"‘n..‘h‘(i.f.:..-w..'_H-l-*a_mvg’mu!_‘ S = PTSTe—
e e S e e B e =y
[ N i X
On-a way!__my heart___sings to thee, Sings... with joy when thou art near me, Asthe
Aarco
> =
e S
I 2 ot
r ¢ e Lt
s
£ @d
i»( - BFC0 " pizz.
e B IR T S R o | s o !
==t e e 23

a tempo

291

LR



ot
bk, 54? wl i =
————r 2 L d,_ ra
|
T T e e
Fo
p .
7
%
»
-
i :
T i = i
PP~== om—
——
i o Pl 4 B > 3 e
= . —i oy t ¥ " — : b= L o o e
Py e e e e P
—_— = P L I & s :

—— =
P I e e e = m g T
e T S S e S e e B e T S e e 2
- T A 4 i x L 4 l' - | A ma 204 ) s
v g
sigh - ing,sing - by branch - es__ In theplea - sant Moonof Strawberries! When thouart not pleasd, be -

arco >
@. v &7
k3 !
7 %
PP = 7P
>
3
3 7. —
s x %
= =TS

292




570 25 - -
3. ¢ .
~==—_ =" pocorit. 50 i S
JIT\ J/% aceel
LA BN S S I, o y 2=% £J 3
5
63
v
G
s — =
©
: ~ e
G = z £ f
orese.
e
= = 3 Br IS
rp s

——— rese.

P —— » 1 e ety —_—

—o AT el e e S e s e e S e o
7 Joved, Thenmy heart s sad and  dark-ewd,— As theshin-ing ziv - erdarkensWhenthe

div, il SN

: 2 2 /'T_\ & 5 i
WAl YW Tsrm W et v 0 Gl DY) SV S

o s + Ay — T + — o = g ' T -

5 : — T T p_rp CTOSC.
o -
2 “_..?:‘;“"f_.;t;(,__c P o

poco rit.

293

accel.



radl

&
a tempo
. temp

Lo~

7
£

fén

i ‘j_-é:‘ S e Bt ot
== == ==

v

S

o g w5
RS e e
p———
&
SO fa £ 2 ,/;—?:
%—x{ : o PN -
[i = > s o
L
S A —_— con moto
Jh—e Ta el P e o Sy ]
e ef==r rogrrppEtEey
¥ clouds dropsha - - dows on fiud Whenthousmilestymy belov- orl.Th.onmylrwb!edhmr(is

3 m——————— .

ums.ﬂ,_’_,___.————-—--w-\ = - S
[t - Bz i i . LT p TR 4 sl e :.M:_’}
ATl o3 x = 5 = i =t . ;e
- (P == — T = T

294

a tero

R




P e = Lt Imﬁ —_— ==
R e R e PR S e P R e
B 13 ) v 1 of »
% bright end, As in sun - shine gleam the ripplesThat thecold wind makesin riv’ - ers.__
'"}—\ pizz.
= —
b 2 E-L S K 9/3}@ ol o b,
T e e e e e e e e e e s TR
5 k& B £ A g iy o e
» )7 PP — = | = == f
o e e v e ¥ # £ =
Sl e S o N y — = o
: » »p »p f

295



@

bS vr
5ofn T
T s Tif. 23 =
>~ > 2 2 >
= £z pes 2 2 2z
q— s — = =
'ﬁ;::——--—v—w——»rw oo, T e Bt 523 e ) e e T e

T - + 3 i - 5 ! —
Stk v o e g e { OO st ot = z % ~
o = 7 ra = —bg.—_... ™ ...__.k..g——- —
¥ ' b2
rJd o .
T
........ "la g P
| e &

o ¥

Pl S T B e P —

1%

L

B
|

-2 —4 b
_'A_.._-..-. e ‘-‘( '7: 5- O
.l! S —

»p

/ariamﬂie____,_,___. > 4
feh T F “""""L—“—hb’——ﬁ—'—" y s B
SiE B F = {,‘_?éé’Fi-q--f e, e
@"—v T 33 fope )
Hochy: _.:7 LN <Suile thecloudlesskies  above us, But
= b o

W
i
i
]
il
Wil

{ -3 'S
¢ o’ 3 . 4 | ; A
e o s r
b
3

296




/ Rt
. a tempo 53 o rall.
57C R P N
= rall. i & ng\ £\ o éf-\!}/
Py T o ey = 5_?...”"&.,_ > AT oY
7 s e g b
ng“ = y ¢ % =g

1 S -
. P
&:&riﬂﬂ‘"—'—.f““““‘.‘ﬁ}-rg;- f
sax :
—r

—-— z ;
= S S PN N [ e
. S + P P e R T T

297




113

Lo

K

T
o1

W

Bl

4%

298




N

=
B
©
& =
v 2
3 E
O
X
=
o
Bt

54Meno mosso.
172

s

T 2 ¢
e | e = ] m ﬂ
x i 1
i i . . K 5 P A1
MO R & [ =) = <aT.; ; Z
h. a4 g A hi¢ 4y ‘FJ h hid A‘.. Mg M \n‘ A e A\'. uny " ot e g8
MY o A (4j M g (e | N Qs | g o . o e RE - » g
MY A e r“ P_MJ ._b\ P .\m ..“ h ”ﬂﬂ .. m 1” w .1”.m.. W m 0t m. ﬁ \ .1” ﬁ u m..
\ P y " % 111“ *J
W . e M. i & A 1 "y
! o IE S E s I ! Hn i
i — ~ i |1S e t TRV H
il ».. m 1 N gy e [l g bl T A ‘.L
aid e -9 “IF\R N¢ N4 N N s )mm.wu Lhig .
Lm,,. g 1 3 b eels M H .u“v & n“ il & H & | nm
i e I 6 2 g Mie §
\ /& W \
] reay
~¥ N L 9 ..u. & N g
/ Ast
{~ e ALt o L 1
i
1 _..i il } s <l .m _,.}
b IR Y :
L8 8 L w ¥ g o
|
L& M L m.
HH . & Li al g
|/ 2 8 &
b P & T = el AR SsuE Vi ¢ -
: Yo %«
18 ©
ihwd
1
]
| E
J N
B A E &
-nm.. peas .w_muy Lmuw Lm“v ”mv .mmu
-8 ~£i4 \ B L . -4 Mm N i
NGl <ot Nl MEU St a s NG
N ik B N> e N Nl B
e i N —————

299



92

rall

24

S

a tempo

=R
=g

-
r

\xpp
- —
-0
pp
\ppp

\pEp

AR .

bR

o

g

R

op

> s
'
5

-

ey

2

mp

LASH

~

3
5

H

o

SATLE

g;&_._ﬂ
=

Fal

&

4

3 _(mt

P
arco

»rp

== lprp

1

p—

rr
rall.

™,

- 2

LS

= f = PP
By S
— = PP

— g PP

300

sf

24

nf

II‘Af

i

B
- v

o+

T

ed!”

0

e .

2yt
a tempo

arc

dov -
arco

rp
74

R — > CO—

Iy

-

%.f



93

P

Flauto piccolo. }

Flauti LIL (

Oboi LI.

LI
Corni in F
Io. IV.

Trombe LII.
in F.

Tromboni LI

Tromk: Jii g - =, 4
€ Tuba. Py Rl
i
Timpani.
.
Gran Cassa 3 = =
e Piauti. e
Triangola. =T w R o =
U T v
o rprp
. : ¥
Violino 1. e e s - P
¥
il g
Violino IL o o
—— 5
Viola. Sty
—— e i —_— e e .4
3 — — : } x raus o
Soprano. — L e I I e
Chr - bi a-bos__ ;
Alto. BESE : e ATy
% = T e A
. 14 e
Thus the izentle Chi-bi 4 a- bo
Bt / a4 e i i : ; =
Tenor. B R Mg Y %
. CEEELE Sy i RS S S i :
Thus  |the gentle Chi-bi! a-bos_ {Sang his ve andllonging; .
it ‘st
7—% o P &
; ot ——
Bass. 2 T R = B R
bos— Sang his songof  love and long’ing;i i
Violoncello. = STrTane
S T
i
Basso. = - z
=

301



&4 G15
Poco pmi mosso. 70 o ] w5 % 7
. Animato. g ’ Piu mosso.

. wf

pat J.2
L

A .3 nf

L T
* z
gta
it
) B
wf
R = = I = R, .
% :
et = e = ===
crese. | S = ¥ 77
s I - | lk?_—__:.—-:—'ﬂ —— e
: e i : |
s=cerEnr e 2
T e | | F_ LA __ T _1Z I .7
'é = =~ > i A
= + 8 -
5 e P = Z
a v ; . _ e m—
=
el
g2
: S

5 1
-3 m o -

e = = ‘ ==

./ s
55 Poco pit mosso. X
bop 25 Animato. - " g’ccel. > 5 S - Pia mosso.
fom o x z = s p— T =
LRSSt Er mErE =T e i T T e e ST SR S e
¥ af enza Sordini | 7€ ¥ & k o | T———— e —— —l

F R4 . | > > i > B > nh N ' 4 A

o X i : Bty - =+ — -
ot ———x o B e U e S A i > o e bty =

: mfSenza sordini | erese. _; = - et S ; s = e

4 > > = = T — e . O
E{_ﬂ#«m - o Y e i B e P B . s e o
& s &7 V] s o 1 P R a0y f f

3 > T i = 1 A ——t - . ! T

mfsenza sordini - erese. —_— mf  ————— —

LBY " -
:&' = s - o
Fe z 5

55 8 2K

5.5 - = —
© .

R . e R D) O o b

¥ a e g g e
o % { P

2 o
v And l>-, a-goo,the

- N A B
s = e e
And | - a-goo,the great boaster,—
- I~ T > Vol e 4 A
3 . > 9 : P E o - p m ” v Q =
‘@‘zkgﬁ‘., f > A 1= o o —F Bt sl _gm p e
o } et
(e E S, = e sm e S e S =
; ETese, e 71 - e =
3080 .| S > = {. > o e s pizz. —"T’_
e e At = f — STy T
o —— 7 Pz e e e S g
: ? T =
N SAnimato. accel. il mosso.

Poco piu mosso.

302



A >+- s Al —< +r s HU w oy 4 ..M i !
wll A ! s :9% w ﬁ bk & "
AL 0
) | —5 i | § e
g | gl A A =
g s | bt g
\ I \ | M Qe i B «
: .w v Mt N o : N hig n¢ MG
It | N ¥ . { g 3 N N
Nd Hhig W fﬁvf _w\l. Y W. =) h-g I3 » 3 | N... Mm. TN
"— _y N b ) y..r..m>f. £ m g M
! Ha il Klakis AW S -l [Hids,
... ' 4
1 X i e e ‘;. d Ww .| rVo. N Ny
s, [lHws, ERIE
| *ed hd ] M... k3 iy R e
| Nl ! Ll 2
B va aS Aall m? m ees
, r. [NY hew LT m 3 -..r.m M .m
: ALY B, RN T AL AR S
\ A \ ta : W
" P.#f Al Aaixd _:?.w _ NiL | i (A i i
g N AmlisAglinisAul. Imils 5 Wanid
: 3 Hh 1N rﬁ....‘\.ju, 59 -
<l i | A ,‘T.\ At .V H{I T .“. 3 s .-j
i i [ .
i i W e
_ . _ Afie e AN S Ml 2
. § § lilf § ghpsidis §
it lefite  Ritie NS Eaatll] &
i I ER U ER
%3 ¥
m >.. _v m >., He oy le_f cIU
s gl i B G g
) 0 . :
s 3 NIy

303



“f '4;_/ 3 >
= == T
Sy == = =
£ 12 Wk gL S
s i3 S Pt -
+ 7 T 7
x
T s
¢ = % Tt
w e 82
: e -
x v
T
— % - 5 "
o v, o= o
& o : t ==en
T ! —
P | _—
7 . L] be. "‘\“‘ it
£ : o7 >
e s Sl
2 e
¥ T I T &
! e =
-5
13
i | | —de
F = Iy
~ - o - G4 ke 4
oo - ==
B o
— :
+
|4 L4 S—
5L o
s
(€
5 a tempo
A oy
{i s sl T )
= 2 - 1
y: 1 ;= 7 f
5 = —
J i lrlf
4
&3 -
T2 P — : ¥ £ ey T *
v 7 A N e g
e e Vi
ves ¥ T 3— > 20, x : e
= ¥ =
T > L >
- o 7 e
P - -
= 7 g v T 3
= A e o s B I 3 g p—
: o, T e 03 e 2 T Tl I O =
e ey oL LR
Jeal -ousiof  che weet mu = si-eian, Heal-ous | of (h‘ap-’plausethy gave him,
Fl F i i
e 5 T ot 3
> T i e - = L T T
» = t T 3 x s gt 7
* —— 7 e e  — Comes
2 s ¥ i d T
Jeal-ous|[of the sweet wou - si-cian, i Naw in all the jeyes a - found him
P > \ N o S il o
e 2 3 = : t o
e o ™ e e § o O i~ Sl L Koo I 2
o i : ; : s X i s s
Jeal-ousiof the weel mu - si-cian, Heal-ous | of thip-planse they{gave him,
rrG L I = 4 v s
f o %= - - et
2 e D0 v T +
e Y= 1 ¥ +
N t ¥ S :
» Jeal-ony—  of the sweet nni - si-cian, Saw in
agen — B o : 2
— * e o e gt 3 3.2 =
[L====: = Ere—=c
jz £ e nf 3 1 s ».
' arco pize.
NEE: ...
Y e % s - - 3
: S £
I

JSa tempo

304



P 4 2 g ¥
2] - < e = PR
< /‘- ] D e : - 8
( 2 s |28 £igs E 1{ =
i — : -
: ¥ = - e +
g TS poco @ poro
crese.poco a poce | P
b ; e
&u
~-4- - Y AR eria]
125 e yoe - et
crose: puen @ poco ¥
£ i‘ |
E"”R - = e 7 A =
CITNE plot 44 T - O ————
Ro_Fe |+
{ ws :r T = ——
B
? A ervse pocn @ poco
4 . e
W . : L . . | :
% — = = 7 e b —
iy = 3 z = v k-4 i z e
P i, U S S~ = P e A
. —ee T P S
RS == :
o i
Yo s
S5
eAT 3
il
A
va
LE
i
{ | G T L
LEmeeecae =
© CIISE. POCh
o,
£
i
Bt - = =
&: 2
DS~ — K
crese. poco o
il
= e ig
e 72 T ]
T eresepoen a poco J
N 1 ,, : o
%R - Wy ; . > s w
< iy kv . 3 T < : g 7 - =
£ 1 7 ¥ pe B X
That the lwed-ding - fnests as . {sem-blod Longd to | hear his plea-sant sto-ries,
il 5 5 N > 7 1 I
m— — i Foo AT : e e e et
Eg,__\ = e : = T s ) Z  — N .T L 2
all 4 their (looks, That the juests as - |sem-bled {Longd to | hear his plea-sant sto-ries,
B ST e 2 > '___‘:=_ r-,:z- e @ ! = L xS
e S == = > = ¥, e e e W ka3 o
N o e = T et
> 2 ) p ! - TR ST P A e
all theicflooks and | ges.tures, | Saw___! . that the fguests as - | sem-bled Long'd to lhear  his| sto-ries,
s | ]
7 S e > Taw g2 2 = dale g li= >
e f2—ix o 4" Moy ey sty T et o e Soprmac:s Sl o o ]
2 R ¥ - et — > — PRI t
all theirlooks  ond ges-tures, Saw thatthe  guests as - sem-bled Longd to hear his  sto-ries,
; & 3 x
T
- - -
12z, 1
S — e S
% — o e

305



5 2

rato energice. (s = 100.)

bd

iy 2¢

Moderato _encrgico. (J - 100)

rall.

Moderato energico. (4 -100)

306

¥ 3
2 o o -
=7 :
75 1 x ;
- crese. -
o =
r 27 ) 4 oo 4 i $ -
ET s T SrRrPIs e R
nf = erese. -
142, areo
= P_ > - ! = - > 2 al
3 % ¥ i : =
3 3 T i T 1 ¥ ot ; et
£ ¥ = et 1 1 Pt § e
- + v =i }'9- wf == emwe. -
—
5 3 s st g
3
%
2
- T D e
oy 2 -
A
3 -
7
3
oy
= 2. 1
T T ¢ 3
asur-a- 1s2-hoods. ;
measur-a-ble false-hoods piza. s = y
arco. A 2 1 Fisz. -
¢ D e s e 1 £ 0 S
: : Wi o
¥ -3 L S L2 o
arco A A pizz. arco > > i crese. -
? i — S —— — i i e
s £ : == = : : o e T e T
, Na mf crese. -



& b b 9] | x;
* 1 b H._._v — __v A _ hig
= Adatbs IS HHIEA
% » 13
, v —.—._.. 4 A @
b oy HHe
Kis E
st 1=t m R1L
«n‘z By
Wi 4TRSS HRS il 3
P v 4 < - el - =
. A¥ Mifeh  AHS Afetm A CATR | AR At At
AW Arlde Al Aot A w>t.. »>. >,..7_>
i . i 3 u | _
D \ o o | h _L_ i 1 Am
g M *ﬂu“ .. f mJ, ﬂ ﬂ -x‘rﬁ >~ Wﬂ> hi |
i Hy il
i i _ — H-..:H i
Nd i e N
5 LIEIREVE h Altl ]| Alel
i Ui " L AL Al
o W) i ;J.. R
: J. 8 ; {31, [ e
. _m.. iy m_:._ !
n _ 18 i i
win AUl b, -.i*f ..wf z ﬁfm T
ad sb
x A
~ A
1
A
- ] <3 nl “

307



i
A -—
e ————————ere——p R—— e — e e e e
{2y
r——% ? e o ¢
— 7 Sy S
¥ = s e
wuf
- et
%
—— s
: i Z
g
i o TS
o o b
2 X
B
s— -
s =
e £
i
rrese. - - 2 s «
—
— | S S - bW ) c
b 2 Y 3 &
=t i
¥
an add o sen ture,
o et U= = == : = %
e s o = P e g o 3 x Z :
o 2 28 : e S i = - x
> ¥ % O 14 Y t T 14 3
Nev-er hewrd he an ad 3 ven-tore Buthim?seif had met & Nov - Lo w ideed, [
s s
2 . T vl 2
3 T 2 o v
3 ~+ ¢ ¥
Sy -fen nev - er an ad-fven - tare.
» iy Crest. { o =
Z __—"'—'1:8:?.— s ¢ o o D ) Yo o
+ e P St i S
—— 1 vt 2 > s prs————g
- - er, nev-cr  a-ny deed of dar.ing  But him-self haddone a
ot
- > o o
r s s 3 2 S v 5 £ 3 e o it 4 b =
A 3 ™ T e R = :
5 i - Cresc, - - -
pizz. W - - ==
s > » L
2 > > = 3 7 :
=3 % — £ %
: T

308




P

"
o P gy
it o, 3
! i £ 4
= A
- ; >
3 = =2
=
- A —
! e =
= Pt iz ; am d
———— K
4 —_—F
f > o=
e
x = P e ——
B S =
= =
e 1.

B

uld vou lis.

u;lzrstingWo:dd you

L,_-——-z::

Sk f =
C e = i o
p Vould  you

bx

!

o =
r s §

Nev-cr :\-nymurv? Rut him-lselfcould tell o

¥

dYonld  you

2. =
2Tt
;o
. -
Ry
self could tell a strang-er.
areo .
> pixz.
Z >
F ) oo T ra
3 ; 25 &
f 3 -
arco : :
. pizz, i
s T ra {
s 1 ;g e
+

309



ey |

—_—
3 = & } s 2

\ Sl
-y elei iy “RiRY

s

s 5 ’ 3
e
" o 2
ra T
e x
=

>

Ty

ar-

o~
caught so ma-ny

waught so ma -n'y)

At

> o~ A
T

¥ o

7 T 1<
7 ¥
No one ev-er shot an

e e
s

ot b
ATCO

Ev-er
Ev - er

M

bH

310




103

7% 7
z s = 7 ¥z
2 s
~~ Ses— .
I - 2 5 \. > o |-
i@;  — > ¢ — " o — 3 ¥ — w5, ‘2
e — 7 3 o S— % >
o g —T TR
4 - I TS
T £ P o S = ;
= : imatio cree, | OF
-_— e -
£ P —— 4 aecfol -G >
- ne e : = 7 a2 o = #
a3 ¥ 3 oty FeA 7 &3 '
ey ik F — - 3 F—% e ; = .
(7 ¥ Ve La 3 L LA
= ~—i NCLF S |pesante  lmadto creve, | AT i
: . T > e PSRN S &
75 - - i 5
S — P L
-~ EA
s

Ko ?’@z

3
arco
> > > > > >61
2L R rr. p a2 3
e EE EELE EE E o -
+ TF o 7 s Tt ket ——e Ty L 2.
; M & = = 73
) = Yarco | Pesantz \mollo creso.
> > > >> u iy o
> 3 1 > v 3 . x. >
2 P2 St T Lot o (S e
~ ? S § = T R i T o S o 5
= i — i s
bx - pesante bmollo eree, | IF =
i e Y o 8 Jrl WS
3 T = e £ I £
= . o - T § = o8 AR e =
o g X-
- > ;* L d LR 'I(' i w £
. esante  Molla cresé.
D : » Vil
5 ; o e 5 :
= ‘ = s e » e P T T
s S T = PR
wa-ny, {eetnderr,  Eveer trappd so ma-uy {beaver! one vould run so fast as
- > > (s, I
P v — e
e ¥ A et 3 S — 2 ! e -‘3'-’-
™ T e LT T s 1 g = ne—t
et KA ’ x| *
ma-ny freindeer, Ev-er trappd so waay | beaver! None could run so fast as
e 5 : — " ,
‘ o e e e X:
e T A a & el e T = e a0y Lt RSO ST v 8
- { : e T ¥ b 7 cory A
T 18 T 7 T T T T — -
caught, so ma-ay fish-es, Ev-er fepp'd so ma.ny ibes -ver! B None conld run so fast ax
e B A ; > = ' ;
o a— S e = = T2
-~ Y o o o s ™3 = % e e
T B T & I Y
S =
caught, or killd, or trapp'd 50 ma -y beaver! None could run so fast as
o 2 L > > T
=%
£ & o s
.n.,..'}.‘.‘_. T
esante ol
B A L A
s AT

S st et e

311



704 253
e > = >
» »- » B
= —
> = i~
3 x- i i:
3 3 EE
I 5
= T
> > > o = >
> . SO SR » o
o - T »= » S
: t = =
> > > = > >
2 R
I T x5 e
" = _—
{ | N
] z == P
= gy > :- >
[
> S > > = =
> x »
== 5 == T e
i : T T i
> {3 % = > b i - =
& o : o ¥ S z az
e = = & a—
= = -3 =~ > 7 > > - 3 >
= | i v k. ] —
| - 2 y 3 '3 v & r " % " z 5 T
=) & 5‘. 3 >
> Ed = P =>
1 = b T oy e >
2 > — ¥ e 53
° 12 - ¥ 3 7 ~
¥ Br
T = x t 5
+ 7 5
e (F |
S > I > =
>
: 5
- e
= * el
3 i 333
f
> > = __=
: £ " I T =
: ' 3
= = T 2 »
x e >
¥ +
n e
1
.. . o= * »
> o x ¥
: 3
®
= % ¥ &
x e
- L% 3
< s K4
£ > L P
3 ! = . x
,_ll Ty ‘e‘ oI ‘J‘ ‘l - > -7 & I.
g e e 7 = 5
ione could dive so deep as | he could, None couldjwim so far as he could; None had made as ma-ny
= : ¢ £
e e e e D —
Sl = S T e e ey e : = =T
< 2 3 r % LT G P — ¥ i
he could, None could dive 5o deep as | he could, None couldbwim so far as | he  could; None hadmade as ma-ny
fol = 1 A 2 o 1 o) A = 4
|3 7 : = fecre— sy t ) y
™ 2t o o i T = ""J'?'—‘—‘:th;- . = 5
% — > » | T T H
he could, RNone could dive so decp as | he conld, None couldswim so far as | he conld;
= > ¥ = PRI ) P -
F——"* 2 “fms_gt oAy & V.. & " o o e
: : I X :L&_‘.. ] i " . 2 | T ..
¥
N ke  could, Nope could dive 50 deep as he could, None couldswim so far as  he  could;
- S > = T > T = > >
(=P T i = Ty
T - K4 o . e, T v
o o i o i T
- ~
= = = jgﬁ* = >
- ¥ T T 5. x . 5
. = g 2
™ r= "t
T =

312




¢
E " oY e

Axy

W A 4
b M £ 2 3
o = 18l 2 = |# |t
§ RN &l T i
- -~ - -
¥ | S T AR T AT A
LS 5 & 2
1 i “— T '
[1se el 52 U T 1T
) 3 Ui é &
i 7 T ORIN % "
3 z 5 3
b= TS e sl e
T z b oRHIE
4l &
m g M1 g J28 g
=2 & - 48
S (ERE (NE &b =
s 1 ) s i g
s 1Ml < 1] & iR &
r@ L n.n ..u:m. L1st mu
< INH = ML e Ll
T v T .
e A= |kt @i~
i = = =
& it RERR ]
> UGS 0
MY 5 T3 £
-l & i = !
g W:| S ] O_. 9 £
R it z x
& = .z -2
L2 | MNLE S ]
EARE A < il 4
~ i s I . e
z Nl g el g
v & Ei4 T & Sl
3 B 5T
' \ \ ;
© 2 H 2
CSAMLL S mil ZAe i g
“-.“..m. Anrn.v. .n,rnw L S2¢ W
fCi S v 3 <
| 2 Mi 2 TTR| E el E
oS el S s P | 2
€ |l € Qi E
[ "% (1'% Tt %
B e e
Z = Myl E
£ 2 e
H & mWE
Z ||z Z
At £ -
2 LS &
b = _ o
ZA Z A g
B S =N

313



Allegro molto.

7

o

N4

2

L

19

Ni\ el

i vl At 14 M
"( (] A TH gk =
o o M B Il
B (0 QW NI
S _ it &
< g 8 U S J,ﬂA
§
4 Ailig s sl 1 4
W 0 N ok o ey
q ;
(34 GG G |
ol ol Il S < ol Il I <t e
g i A i3y ¢ Kt A G ik, 41
-rTa 4 4 - Ny g AAO P o . + AA...ML. v
ol b | 1
P | S _ _ Il A AT
® ki o * A | ATHN
L ; Aglid. Al e AT
, i
9 3 {1
B H
' Aylin
..
i _ 3 .
S s O
3 CIETES &
ns Af_ R &
1R s

[&

)

314



]
1l

>N

] 1 > S ESE kg
5 = 2
: : o %
s x 3
= Ao '
s 1z
sf ~—A ———
res '+ {5 z
; i —
T e A —
T Lt T s T =
f oo f
] N~—"T+#
.4 s 2 . e
Y. v T e e : >
: T —
AR s
7 4 Semprelft — T
> T s
I T . .
— - L5 T i 5 = .
= o = el £ S e e S o
F Sempre £ s ST
= 5 - PO o
v 04 : e —
: e e e e s o TS e T e e S &
Y L -t b T ™
Thus his name be-feame a | by -word_. Anda [jest a-mong the|peo - plell _
e 4 63t 3 P!
£ T, 37 S Mt = - T et TR
& T L e e
1] " o t l—w. e PN DO AS L a2
. ey . -
it Thus iy name be'came a { by - word... Anda |jest a.mong thef peo - 17, Andwhen|
2.4 P3 o4 J
e e bon iy
v : -
o
<
3 S
et " i ” e e, > > | > >
i e $:37 . > » o
e ¥R = = : - I- -
% = it = X . . 1 5 b
3 Thus his nmeba-came 8 by-word And a jest a - mong the peo-ple!__ And when-

v\
o

315

+f

pees ; ' . 2 == £

i - -4 » ‘;.\__.." 7. o v

s == % =t 5 :
{ 7 : ¢ ¢ - 3
N 2 T 27" = (24 o Ldl



_..,..£.»_
LA
g7 g o
v
Lu’
.
Foosats >
©
27
= > 52 o x >
r=: T
. R = 3 ;
4 Se Py 5 =S
% >
T : =
b
K ¥ =
% ¥
a
G z 1
=3 f#
7 m; .
-3 - =
453 —
35T (1 %
3 ¥ ?
[ T > =
x
| :
= = =
£ i s
Eu -
Ci
z = “ z
o . £ 2 = = =
#. F = e —" =¥ £
B —3
z Ed k Z d 3 a o
= = o a 3 : 2
= X = >
T = £ z = [ J—
Arco:
=
s
<
-’ngx ; N — _—_) N
o e 2 R S 2 il o e e S, 2 A S
i i e 7 3 7 ; :
= -e'er a  boastéul {hunt - er Prais’dhis | own ad - jdress o thighly, ¢
P >
s — . 7 bl Ewr— 7 Foc y
o= : ?
5 . i =
L2 °, . ¥
! > — — r a| war . rior,homere-turn -
+ 2 lie o £ LT . P : e
40 (ot gt .
TR v g £ ¥ ===t 4
t
N -eer a  boastful hunt - er Prais’dhis own ad - dresstoo high-ly,
¢ o P arco
% ¥ v =
= S =5
g . . ==
I ; z F
pizz arco ‘.f
: > s
; ‘3 = o
e e

316



EXE pus o 109
e i e accel w9 aro
Jas = - ; = H poeo aceel. B oW 1 2
= % -2 — v =
o 17
l‘ 4s . : ﬁJ&as*!- e
v ¥ e s
%_ SIS X o
Dj S0
43 £ liz
o T e =
Ly >
484 5
Lo s
& :
o
s
v,
> > > >
= ros - 2
- y s
- 5 2z
&
.
= > >
: : : = x
i -c_galldﬁ
z re %
;£ e
Il
e =
B v
W
= e
2
¥
4 o, o :
- ¥
g = s =
N
% P
Yoy £ E..= 5 P
LT = . & TN =
—
Af..h i o line®®l
e e - # o o, -8
(G = = iz = LE
[y 5 =] e
i 2 W
le = : : L= N g e
>3 = = £ |
U e
== O
‘pk O[OS, wm > VS e,
Gir—= o 2 2! T T
@ s o el S e L 3 2 e b AL o e S | 05
I S . -7 L AL S A T
Talk'd too {much of ] his a-chieve-ments, Al hiy hearerscried,“} -| a-goo! | Here's ! . 1§00, rome a-mong us!.
orese.q | - = =
X =N x
o) S !
e e 5 Pttt
o Allhiis hearers cried, T - lcome a-mongr
T - .- L > o0
e : e n o e g et Sl 3 5 B o o e + . o T
' Talkd ) of | his a-chieve-ments, Alll-}sheu'rersc:ied,"l K] a-goo! | Here's T agooome a-t nong us!
ﬁ.& =
! > pe: £33 cresel s>l 3 @Me e
X 2 et ,_,A,_..w:}ﬁi', e t . =Rl
: s o o d >
Allhis hearerseried I - n-goo!  Heves [ - agoo,come a-mong us!z
4 3 e .
3 :
SE{ = ¢ = e T oo e
L4 = LA ane =
o kA r3
. #15 o>
|2 —F e s  ——— St
¥
I 4 poco accel. Jf

317



5.

142}
65:\ lcmpo 867 M g
%2 2,/-\_ —— /—w/-\ § et i

p=4 &> b S s
e 3 = i
"»;;; s =% Jpremne:
- P =1
*
: ————
R A
£
ey = =
;5 -
T
T
o ¢
= -
A A
—a—e——13
= = =
k-
R e e -2l

€. 3
. P =€ 2 653 temypo
P £ = == = A e .
= > z 1
Tl e
P
rEE )
4 == |= R 1
- o =
o e = = :
o MNP |
. -
b AT i Es g
s . f
P ¥e Z = t : -
Sl T S F e T e S N
4 B e e ey B —— 7
L T T, N T e i S T € O o o3
I e gy e
w - {He it fwas who carwd the jera Tdle [Of the llit - tie
4 = | e § = | o= | ——— | =2
. : » T T 34 T
T T ™ o P T et
g_ _,_':;,._. He it was who c:knr:’dlhe cfa-dTe 0!" the !iv..- tle
3 £ - 4 7
T -3 3
£ 58 He. it was
—— —
2
= —— i e——
¢ £2P2 B £ Fﬁ = 2om o EE\
4 = = = = = F =5k
=5 Y3 : T =
\; [oaesr: T 2 e = ! =
- Ao = Fmea=n e
i T e 1F = B ”Ill;< o T
oA sEAL pizz £ £ £
TS et 7
S T s B

Pesante.

318



.18

P 2oy

T
v s 7
4 t
t
5 = -
13 512 5
) o R—
1
o S s
e
=
4 F 3
f
= ot
g
L2
»
5
>
—
Ry
2 1.
- St o
¥ e
% 2D
T
3 7
T —— S
3 c = e — o 35 3 T ey o S
oo o . ¥ i e s e Wil ! =
5 = o 2 Sep) o f =y t
Hi - a.iwastha,Garvd its fraoeworklout of | tin-den, Bound it strongr with reindeer’s! sinews; H
3 — ——-ﬁl—‘_ o Do e | 4 . 13
E —— ~ — ¥ —t
ﬁi' T e I e 2% ‘ 2 e =
x e o —a 7 e T
'3 T = — — = e T,
Hi-a-fwatha, | Carvd . it Jout of Jin-den, with reindeer’s | sinews;
ol 4 e 1 f> F Y
T i 2 % et > +
= ™ s = s : T :
] = i i e —2

T > : —
T ¥ %L “ < o
——bwho Carvd its tin-dens, Bownl it strong with remduer’slmuews;

f{ﬁ @ E‘ls

— > B — ! s
— = = = ey
- B P = - 1 ol =
N g out of lin-den.  Bound with reindeer’s sinews;
Y & s areo. . . gizz.
(g’; = 7 Y. 3. ¥ == —
3 s i 53 e
) L4 l< " 1 1 it
2 pizz. areo_ 1 _ piza.
Eogam £ et 3 = = e
= t = e
™ =
P

319



-

N~

—

T

1%
*

it

i
i4]

i

N

Dhe

»t)

o |

f>

Y

ash-tree,

niake the [bows of

¥

|

ash-tree,

il

v

@

ash-tree,
-

o e

N3z

How to make the bowsand to makethe bows of

ash-tree,

P

il

P

%o




e
%
Ty
iy
Ry
IS
h >

T
sy
4N

Al

o e T

N o b s P

L )

T -

ALy in A
Dot

.j_
Ty

4 Ll
2
= T
\% 67 i
= =
= > .
0 W8 = ] 4 £ £
[ | v 0/ e e e et
folses : TEEEL
2 ¥ ¥
- >
~ 5 & . -
Syl W - I S e L
et i e i £ mee LRE &=
sfF —rrp gl LA = e
S > hig
e ) - > A
e 3 R
s =S "1 ;; .
N s 14
/A 2 | e o ~
e Y Sy 4 e 2T o ¢
5 ) 8% = = o o & X — A 3 = S a
» TR S ¥ } + t -
e Andthe | arrows { of the |oaktree. So  a-mong theguests as-sembled | At my
B " o= o A 2
e e e e = e 2 =t EEE =
Andthe } arrows {of the {oaktree. “ So - mong the guests as-embled | At my
Aty T PR L) ¢ & Zl
TR = s e e e SR R RS e S e e
s f i S i o e % =
o Andthe | arrows jof the | vaktice. ll So a-mong the guests as-rembled | A+ wy
gt TRt i i-ﬁ ra a2 p et o
S e Syt G o & Yol TR = & L S ey e o 3
B oy ? i e s e e S
> Andthe arrows of the onktree. So c-mong the guests as-sembled At my
V. ; pizz. £, > LA 2N
: |37 e e srpbdier s 3¢ ez = I 3 S e 3| e : ™ e 4
| | RS Rl e = $34 = e ._».{X)“Li""“‘ s v ol ut 3 i
S = i oL = = -
! z zr
- = i A, > A =
b1 St e v e > s > —t
EEH = £ re —te = 1
§ L = o= - e

321



ks i« G4
Jog it 24 stretto
s a —oE
= e =
/ = :
L b
s 3 i
o :
e ¥
458 > = 12
pms F o igeig—tE—g
= T AR AR
!.E' J
A = = > X F 2.
G o e s v !
e = e = :
3 » ' v L — J—
o i v R s
> -
ARt
- v 1
= >
: s :
T [
g 4 T =1= L
e = %
E ¥ s
3] L AN k3 T vy
A > i > > | ~
2 2
= - = 7
; - x> e -
= =3 . 2 v £
] A ¥ 53 T
o
1 =
>
2
.
¥
e B
Lo e e i ==
i B K4 »
: 5
+ e
- > 3 v
oA
i 2 s
J o~ -
j 3 ——T
:‘ -~ . A >'". -
et . vy 2 s ~ s o —‘--' &g
05 B 2 B g =
Hi- a { wn-tha's{wedding sat the mary'llous] sto-ry -§ tel.ler.
2 e i ol = S g s
g 5 X =—p
T 5 x 1 E e 3
%b e = = o
Hi - a -} wa-tha's|wedding {Sat the jmarv'lleu -| tel-ler.
F el ) o> = —— >
T s i Ry o B w5 — — = T o
e o ‘s e e e TR R S S : =7
. o H > T i
=4 Hi-a o wa-tha's|wedding ! Sat ! -| a-goo,| old nd| ug- Y, marv’llous} sto-ry -|tel-ler.
= l.> Gt
. ;e T o v~
- T, o e S e o e
e o ¥ T e 3 et
wa-tha's wedding  Sat 1 - a-goo, old and ug-ly, tel-ler.
pizz. e pizz.
— == ° areo > —
— s e B T —
fom— 2 E o > > t=t ‘4 : - &
- T | S-—-—ag,_——-:" =3
5 arco &~
ia -~ pizz. = 5 ge L
; — < > ¥ —i 3 N
v o = ; =
=SS '
—————
stretto

322



A
nE
rl "
e
Yo
o
o
¢
&
3
B
2
S
o
=
L~
=
&
-

e

L

A

é/n 3

A< ﬂ < f
<SR <"Q
xJL H he¢ H he y
_ el sl NRL
P : M -
)|l |
M
1] s s ol 5
R x el
o N ~
#.W & $ILL
- H
WnA % 8 & < £ % LIRS
R il !
L S %l i L]
‘KA ..m._MHA WT.. i s
<
H <IN 3 M. <) ! 1 S M [ ._.“
3 LL“ el m 1 ‘-
> @
LR . | =<d * o Mgt A i o
3 L m m
14 ; : L. 19N N e LY1] [} L L IEY =
g Aitls s < 08 ¢ s $ o 2 I Py
. .m,\oz. Ui Mn.. m i e, .m g.mm 1. ‘3, $HIY B c
5\ sUIMss s AW Milts \iis N e = . IS
S < i k€ S IS & 5t S S » ! 2 =
.m%: .m.r 2 Hénm 4 .WA S ;,w S CRH w. L] SIS
Al $11 . w il
! .r<> ”WV< Anraliif A ™ M__
L
‘“m L .Nﬂ.r #.w o
Aspligil A Ay
o n? B E £ £ 5
S e e e o ek e By Hedeide .
< — —~———

323



Gy 4

116

¥y £y s e ik i
73 +7: i ;
s Gr gy YD Mo rall. 70}Iolto moderato. Come al pronu
A PG alct IR 2 , = .
&
W N
-
. vante
55 e -T2 I
S & i) X
: 5
] y ” L -
L 2 r 3 e
Lrh = i == el
% === - -
v L,
= o "
R i a= - =
- e e
a ~—ta " -
= 2 =

%:: QH:&

4
+
s i’
¥ | ==
i X A mf  pesante 2

557

>(Nl

W
§

P
WL> T
AN
23
l

S
EE
\
'l
I
THS e
-]
R
18
Sh
£

THs
M
>N
&

i x A
o : £ £ £22
o= —_— : S
= =3 - R4 T, X
Wi—1? m
b Vgl o R B
o == ST =
b4l Jry
Tes =% ke 3 :
£ o
v'a PR R
s s = = rall. 70Mollo moderato. Come al prima.
¥ 1% S ) gy >
pets r 4 - =z g e o
= ) = okt
e -
. Yia »f pesante
# : s S
= ‘ e St
-\.;{7’ mf pusante
' 1.2 £
#+ fab = z
= T e == z
£ T e
KVid ,,J'ﬁ:-mnm &
S>> > = o o = pesanie
o =T b= - > g
— e e e e e L e
And they 'a'aid,l SRR (N 0 |good 1 -i\ goo, Tell ms wow tale of
1> = | = n O e > pesante X —
iz — Z T ; = Yo
Les—F t 7 e e = Z ? = —
Y and they | said, ...} Q |good I | a .} goo, Tell  us now  a tale  of
Ll > = S = —
= e E =
3 f T +
" Andthey| said)_ ) P
=g > L
eE | 2 e i
o ! : : : :
N And they said,—______ [}
s r
1% r ==
| 5| :
4 & K
i Pizé.
(o === 5
W = o ;
N W rall. Molio moderato. Come al privna.

324



~
u. > hid a 4 % ~ P Ak, Y & M4 - e < A". u‘
= 61 r & 11 o L LIRS T v (] K
b | Al \y'. ! %) id] ] fla i 2 S « S W N
A i sl <sli s silll1] NI R L dls s s TRtk [
, Awalll |11 18 1n! alll Kl o g Mg iule £
“ ﬁ.n_. A TR ] A fisy ok]( 19LM £ ([eg e g
/4:. 2.\_0 | nd #| N 1ES B nd N
o Aoflil [ A i gl He i 4P o |6 ol SR Ml |RH.S 9 2 S84 e - He
T = AN 5
TS T
% : Y M B B T Bl B &
= ihis : ) N S
.... .» m “ LBl N - s < i 3 e t4
| pl il b , 4&. SIS USIIE T
t i HELH R z.mf‘.m
| 1 ) 15
) i b P e UMz Bl Uil
=i T 1B ME TRE W E LS
7 | M4 My N N4 N - v
A <@l <omiild <HLM.<dllNiied |l « r Ik X \ 4
S <)) #ﬂ&: LRy < rwmz 4. mﬂ._ : &, ; & b
i J. 1
; | ]
Ay ! : i M 5 g & <
AgiiMilf ! | - ."__ \ m INERRGIERRHE
L 9. ... ¥ I | ! |1 ;5,7 ; W L U e il m. = M
o W 1 0 [
_ . B il A e e Qi m.
) g |l e & &
B 3¢ o lLLE [ILE R S
\ - 3 Z @
Wpe e Nl 4l
L b R ER § s il NI &
B v SEN A RS (Mls |jHe dllis
b ,.v.s 7 &S ‘lx 13
. Al el
1S s fws fie UHIE THIE THIE Mg
N h [ e M \,
<] \ $ M) slRL il ( 3
3 EN ¥ Rt rad i E
> b : UL sl 2 Ll s H
5 N N ghi) & g i g
A 433 e an S o
N va /m.k#o A.KT, N [

325



i s L 267 e
7R ©orall.

.
"\n <
s T ~—
s =
< = R X
Fhg s
L P o | " | ]
-
7
‘L e P
e
- 2y -
=N T —
£ £
o
- A 7 3
i = 37 p - o
e o & ey e =
. ¥ 2 Yeresc.molto S “dira. ’
po= = s A .
i —7 T
= o T T o o I R
= —G- e A
9 L =y - 7 o - {2
i 5% S IS _ | Swmottd B, V~tdim. | Z77 | F T
() s e i‘ﬁ ) 7
i < < o
: = =5 = 3
r G, e ] e
i M el P
= 43 = . 2
I8 -
7 asin, & mbetsuaetss bes % 2 2 e
e i
P il b8 =
= =
S s = =
o V 7 g.—.
” dim. - P = = = B
E. i —————— —
— ) i

“dim. -

p — e dim,
A = oon g

pass more |gai - ly, jAnd our |guestsbe jmorc conftent- ed!

== . . —— _M
e o = E T
7 i £ % it
i — 7 e T o =
= That the |time may ipass mory | gai - ly, (And our jgucsts be fmore con- tent. ed!
G :_‘_.'—Q“T‘a-_.*;k_—, : e - o e |17, iy e
(o o iy 0 >3 Reft ; ) o U ™ e

% That the itime may }pass more | gai . by, |Aud our [zuests be Imor: con.{tent - ed!
.,?,:-a A — dim.
N BN ks

72,
1

WS - 2 i . o s v e -
¥ 1 2 Eie : R
puss more gai- ly, And our guests be more con-tent-ed!
g .. o =
3 = 5 - fiadte X% > g ek =
i = & et fos 5 e o
o I k] © dine. 3__,‘.' D= ———— | =
mollo crese. - - o
i v -~ "
| o R 3=
x £
molto crese. - B dim. ’ rall.

326



P P
L - 2 hehme TRy - 2 habe?
: 1 : 2 3 T L et
- e
Arpa. f6t 7 /_ G el
£ 425,
(ies 3 A.25

_~a tempo

y e ), e —
?1'? : : : : 3 L T
% ¢ ' ”! (a + :—E—
o 7
AR T ———
' 72 e
F e —=
o sm———
p 3 f J: i
s Z = S
» f ——————
S ety =
- -___. —E =
= ; = s &
. 2 L - L o 5y ‘ = p—
And 1. agoo answerd strajght . - way, i “Youshall heara tale of won- - .der,__
o
e

327



56

174
120 . Py s W vp fw 493 Wiyg o
; dim. & rall. poco a poctr 731"05‘.0 meno mosso.

the sm-;'gem—E

s
&
i H e a2 | %
i S i o -
=1 i -
— —¢-t T 5y

S,

H :
N e You shall hear of strangead - ven-ture
arcg_ 2
afs W Alba. o iw
= e e = o o 10 TS P — 7
—d” S /":\_” o
e = : £ 3
. e
dim. e rall. poco a poco Poco meno mosso.

328



= T z I M
R\ R 3 i
1l q
3 o i 4|
IR allf 1 1 I HIE
DR _ & M A3 g
E RIS . "% & ¥
IR ™ R 315
1 H ’VM »
I iR
bt S il
N i ! Jﬁ\ w ¥ m
. - : i "- & ‘luy_ “< .
T : RS
| s ﬁw e
i i ,T A Hei £
) f %.na
: i Jrngoni >
it - \n J\, k]
4R Gl = Rh R %
HI | i ! 1%1 AR N R
A " . / .,F w “ £
il W«_n“ | | Lu‘.”;m Sl A8 M% , - o
W A , ,..mn..." ,m Lk :r.ihﬁ : _
o \ l”.mex: r_%\w : m o
o LS e g il H ;
e | YR
! 1 | [IHhHE
M [ l_.m © ! 1 = g 1y n‘A‘
. ~£ o] m._ +
? Ald NH ! ! m
_ i 14 e
| ¢! (I peaGiai Wi
Wi Al A U, .1. w = : : e - i || ate "
— N = et

329



74 Meno mosso.

Vel

W

T st e
. &
::b'——-'_ ol
2. oslenuly
e >r‘ > i
B2 = e { gt 0
I = i >
s 7 B
o >>soxtenul e
iz : }
3 =

330

Meno i s0.

34 e
22 o
&
7

- ; S ' o

= P W
T - T e :
Froaf ¥ T G
> LS E SR e e




Iy ¢ 7 g (52 ¢ a0 ; 1796 123

.vilm/-——':“?

[
_ 1
i - 2y 4]d g 82 2
i ——— i o -
55 4 !
B = >
e e

= e
& monNG 2
et
L. 4 o -
4 o <y z —
& = S
——ollo f T
T e g
: ¥
b.
e &=
c—————e
33728 — :
= s —— e

53 pat = 7 molte ____a >
é e i 2 o e a el e S : Jary = o : :
e 7 y — : { : T
] wedding, Thus the lwidding banquet {end . ed, And the {wed - - ding. kuests  de -{part. . ed,
5 s > pha o . : 2 a
e = 1 5 = ———te e = z
B d ban - quet end - ed, And the {guests L do . fart. -ed,
e R R T,
= oL —— i = T
B Iy =
4 ban - quet ond - u(l,.; And the ‘fuests _________I_ de . jmart.  -ed,
e - ‘9_——{.‘7;;01(/) x
Sk =
And the wed - - dinz. guesls  de -j‘l;’r_t_-_\.:ed.
e » = =
1 ot o s
“motin [
- 8 guoy 4
O e
S

331



L
i
-

g R 24y 75 fg:y nj2 2

ndo

>ROTE
R,

 Leav - ing
. =

) a7 ez

¥ Leav - iog

> Leav- ing Bi.
2 2 e
Y03 e e e
i _ dim. morendo
oz il
tﬁ_:_‘_}' = >
N~ ~—

332



“ peno mosso. - ¥

P Pl

crese. Zim.

- (e =

e
O SN
¥

8l

&,
F
q

4D, TS

T

|

Meno moss

= o N - P grese. T don.
15w e = e s
= rA—
T N 3 m—————— ) Ly
" B it s 1.;3 ¢rese. %qum
: = 7 SR S ¢ = - —]
e ———— LIx — L B
TP 2 Trese. s i,

Meno mosso.

333



PR
e
= -
v -
L.
L -
e
G TR 7 P i e 2 27 o o 1 =
L2 4 —_ T 3
‘-" -
i
e
ey |
-
i
L - -~ =27
PP
Jiatti %y
- _,
e S - - - 3
e
S L
2 |
A v E«;‘—-.-
= o - - £
r
= == >
> & zz A
2 senza Sord. 25, & o EmE =
e 1 i :
s : sttt £
i 13 Gom—
senza Sord > o | > = e b 2 B
= = At
t = l =
= = S0 rd.
B—t-yt- 1§ e sensa Sord- v ..
= 3-8 T 1
;S f T
PR = 5P
& =5 ’ ==
€
B4
-4 .
@..“‘ p————— PR o e e st - -
=
TR e = = e -
aren  _ee—
o o e
; e
&
PR =asus z
-«ﬁ N ﬂpp
e -

334



' ol crése. F— mollo Crese. -
D2 >

had o
P mollo cresc.

— 5 >
¥ PRI wro=y. s
™~ p<mallo
S
g

M' Srlore
Tt - —
i ot
! = = =,
£2 3 = = =
f = ¥ ¥
= £ 2 3 2 £
= = £ = = LD
a = .5‘_ = =z = e
a0%o cresc. | : 5 ———
o Lo s 2 = 2 o
=% = 5 P
5 l; }J!* = H Z 54
pilto oresc. |y - - s - = 2N
h = .~
2 = : = sE== |
e 3 0 (o 3 A R e, — v
molo ¢rese. - i 5 - * T
it fanS
= A

g & Z.
: = s *
z O g 1 33 e— g
—=—=\ ©uresc.maollo?er ¥
; S ey o s e
e ¥ S T — Z — % S
= = e = = = = = =
————r
arco crese.maito ff ==

335



