Mus 219 Choral Literature
Lesson Plan #4

1. Choral literature: Music for the Protestant Church, 1525-1625
a. Martin Luther (Wittenberg 1517).  Regarding music, emphasized:
i. Retention of some Latin was fine, but wanted some parts in German so that the audience could both sing and understand (Catholic church always in Latin, with no audience participation)
ii. Flexibility for churches:
1. substitute German songs for Latin
2. spoken texts for sung (especially smaller churches)
3. freedom to vary liturgical form from church to church (unlike Catholic Church)
iii. Chorale
1. Similar to chant in one important way: served as the musical basis for much liturgical music
2. Melody sources: secular tunes, newly composed, adapted from other sources
3. But, metrical, with rhyme scheme
4. 12-16 measures in length, with text of several four-line stanzas
5. At first, sung in unison, but soon was harmonized (typical form was four part with melody in top voice)
iv. Chorale motet
1. For choir only, the chorale melody was often employed as a cantus firmus in a motet-like composition in which freely composed sections, melodic elaboration, and imitative counterpoint were mingled.  Important composers of the early chorale motet: Johann Eccard (Berlin, and studied with Orlando di Lasso in Munich); Hans Leo Hassler (studied with Gabrieli in Venice and settled in Nuremberg and Dresden).
b. Calvinist Psalm settings
i. Jean Calvin differed significantly from Luther
1. Opposed to the Catholic liturgy
2. Opposed to Latin
3. Opposed to elaborate counterpoint and musical instruments
4. Opposed the singing of any non-Biblical texts
ii. Church music consisted primarily of unison metrical settings of the psalms, but more elaborate settings of these psalms for devotional services in the home
iii. Two composers of note: Claude Goudimel and Louis Bourgeois (Doxology)
c. Anthem
i. A product of the time period when church musicians were distinguishing English church music liturgy from that of the Roman Catholic Church.
ii. Emphasized chordal passages, but often also contains long melismas in the contrapuntal parts
iii. Emphasized sonority more than complex polyphony
iv. Always in English
v. Early anthems sometimes borrowed from Latin motet and translated and possibly modified
vi. Two primary forms developed, both with instrumental accompaniment:
1. Full anthem: scored for choir throughout, and usually had several sections (not really movements, just partial or complete pauses to separate textual ideas)
2. Verse anthem: alternated choir and solo sections
vii. Several important composers
1. Christopher Tye: primarily chordal writing with alternation of imitative passages, quite accessible
2. William Byrd: master of compositional art, his anthems distinguished from his contemporaries by:
a. Wider range of colors achieved in his writing
b. More subjective and thus more expressive approach to textual settings (most of his textual expression ideas would never appear in a Palestrina motet)
3. [bookmark: _GoBack]Orlando Gibbons: imitation important, but much more use of chordal writing, emphasizing color rather and contrapuntal complexity (RCD 380 1:11 Hosanna to the Son of David)  Orlando Gibbons Hosanna to the Son of David 
2. Student presentation/report: The Conductor’s dream—score-based imagination, improvisation, and inspiration—Blackstone.  TMP vol 2 p.84-92  (Ashlynn)

Next week:
February 6
Ch. 5: Secular Music, 1450-1600
*Performance practice in the African American Slave Song—Armstrong. TMP vol 1 p.24-35 (Ben)
*Iowa Department of Education court decision regarding use of sacred music in New Hampton Community School District, 2015  PDF p.609-622 (Erica)


