History of the Repertoire from the Point of View of the Performer

What is this module about?
Which approach do we use in order to look at the history of music and the repertoire? 
Before discussing this, let’s reflect a little on the relationship between music and history, and at how music history is written…
MUSIC
What else is there in music apart from the actual notes? 
What else does music need in order to exist and survive in time?
	







Music is very much
· Made by and for its particular time(s) and place(s), for some reason, whether or not it is done so ‘consciously,’ ‘intentionally’ or ‘deliberately’ 
· We learn a lot from studying it with reference to that time, place and purpose 
· And yet it also travels through times and places, and resonates differently with different audiences for different reasons
Music is also about loads of different people involved….
Who is involved in music creation, production, performance, dissemination and transmission?
	








In the West classical tradition, we tend to think of music as if it were an artwork, like an object made for a museum 
•…an object created by someone with extraordinary abilities, special but not really directly functional 
•This way of thinking doesn’t apply in all cultures
•In fact, not all cultures have a concept of ‘music’ itself that would be typically recognisable in the West

The study of music in its history is highly interdisciplinary: methodologies, approaches and criteria are constantly borrowed by other ‘older’ disciplines.
This is also linked to the particular status of music and its output
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Music is profoundly different across history and across the world 
Music is understood differently in different times and by different people
The study of music is a discussion (discourse), not a list of things to learn
Writing music history always requires choosing a point of view/approach

This said, in this module we are taking a particular approach, that of surveying the history of music from the point of view of the vocal performer. What does this approach entail?
	Figure of the singer
Professional profile and skills
Training and education
Position in society
Relationship with other figures involved in music making
Production systems and the place of singers within
Issues of fame and celebrity 
Effect of the repertoire on the singers, effects of the singers on the repertoire
Singers as creators: where the notes end



Vocal performers have been needed as long as vocal music as existed; vocal music holds an extremely long tradition and is common to almost all musical cultures (with or without words), generating an astonishing variety of techniques over time and place. Here are some examples:
1) Inuit throat singing
2) Hindustani classical vocal music
3) Chinese Kunqu opera
4) Cantare a concordu, Sardinia
5) [image: ]Mongolian so-called ‘diphonic’ Tuvan singing
Different techniques go with different audiences and culturally defined listening practices: what we find ‘musical’ or pleasurable to listen to varies from culture to culture. Our ear is culturally trained and recognizes the majority of deviations from its usual practice as ‘non-musical’ sounds, noises, nuisances, etc.

For the Western tradition, we start in the Middle Ages (roughly IX-X centuries)
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‘National’ identity not really strong: religious identity a lot stronger, with the (Roman) Catholic church unifying almost all the European lands; its role in the development of the Western identity and music is paramount.
Churches, monasteries, abbeys and the music within
Servants of God and professional musicians: the monks
Sacred music: seen as functional rather than a matter of entertainment or aesthetical beauty, and connected to specific practices and occasions.
Training through practice
[image: ]Abundance of local variations, need for systematization.

Plainchant: monophonic, consisting of a single, unaccompanied melodic line and performed in unison. Its rhythm is generally freer than the metered rhythm and goes with the words.
[image: ]

A brief history of musical notation and how it served the performers.
From words to neumatic notation
The neumatic notation becomes more precise and complex; still, just a mnemonic support
The drawing of the line(s)
Guido d’Arezzo, the naming of the pitches and the four-line staff (tetragramma)  
[image: ]
Secular (non-religious) music existed, but had a much lower status
Itinerant, travelling musicians/entertainers called troubadours (N) or trouvères (S), later spreading around Europe and getting different names in different languages. More and more recorded starting from late XII-early XIII century.
[image: ]Almost no information on their training, but surely orally transmitted and without dedicated institutions.
Often all-round entertainers rather than just musicians
Paid to entertain per performance/event or on a regular basis (usually not much)
Vocal + instrumental music, in vernacular language (the first ones in old French dialects). Very strongly connected to poetry.
Varied themes, mostly courtly love, chivalry, satire, praise
Huge influence from the Middle East and the Muslim world (Spain) in terms of instruments, sound world, improvisational techniques, etc.
Ex. ‘Chanterai por mon coraige’, a ‘Crusade song’.

	Chanterai por mon corage
Que je vueil reconforter,
Car avec mon grant damage
Ne quier morir ne foler,
Quant de la terre sauvage
Ne voi mes nul retorner
Ou cil est qui rassoage
Mes maus quant g’en oi parler.
	I will sing to keep my courage up
since I must comfort my heart
for in my great distress
I not to wish to die or go mad
when from the savage land
I see anybody return,
where he has gone who soothes
my heart when I hear him mentioned.





Ex. 2: Instrumental dance
The troubadours are the first musicians/performers who use the combination of voice + accompaniment, far away from the a cappella unison or the complicated polyphony of church music. Their legacy would greatly inform the music of the Renaissance (madrigals, ballads) and any  future form of accompanied monody.

So, recapping on the music and singers of the Middle Ages:

	Sacred music
(monks or members of the clergy)















	Secular music
(troubadours and trouvères)


[bookmark: _GoBack]
image5.png




image6.png
o

_— - .

Pa-ter no-ster, qui es in cee-lis: Sancti- fi-cé-tur nomen tu- um:

3 -

] 2 "t a

Ad-vé-ni- at reg-num tu- um: Fi- at vo- lun-tas tu-a,  sic-ut

-

e B S

incee-lo, etinter-ra. Pa-nemnostrum quo-ti-di- a-num

da no-bis ho-di- e: Et di-mit-te no-bis dé-bi- ta no-stra, sic-

5
I R - ] "—n "n

[
ut et nos di-mit-ti-mus de-bi- to-ri-bus nostris.  Etne nos in-

h
a )

D S e

du-cas in ten-ta- ti - 6- nem. R. Sed li-be-ra nos a ma- lo.




image7.png
Ut Queant Laxis (Hymn to St. John the Baptist)
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Translation:

So that your servants may, with loosened voices, resound the wonders
of your deeds, clean the guilt from our stained lips, O Saint John.
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