C.

See Pitch nomenclature.

Caamano, Roberto

(b Buenos Aires, 7 July 1923; d Buenos Aires, 8 June 1993). Argentine
pianist and composer. He studied the piano, harmony and composition at the
Buenos Aires National Conservatory with Amelia Cocq de Weingand, Fritz
Masbach and Athos Palma, and then embarked on a career as a pianist,
appearing throughout Latin America, Europe and the USA. In 1952 he went to
New York as the Argentine representative to the International Arts Program
and played at a Pan American Union concert in Washington, DC. The Inter-
American Music Council invited him back to Washington to give the first
performance of his Piano Concerto no.1 with the National SO under Howard
Mitchell as part of the first Festival of Latin American Music (April 1958). Also
in 1958 he was named best Argentine instrumentalist of the year by the
Association of Argentine Music Critics. He taught at the Litoral University
(1949-52), the Buenos Aires Institute of Sacred Music (from 1955) and the
Buenos Aires Conservatory, where he was director of advanced piano studies
(from 1956). He was artistic director of the Teatro Colén (1960-63) and chief
editor of La historia del Teatro Colon, 1908-1968 (Buenos Aires, 1969). From
1966 until his death he was dean of the music faculty at the Catholic
University of Argentina. A member of the National Academy of Fine Arts, he
was appointed president of the Argentine Council of Music in 1969.

Caamano's compositions are quite conventional and, without trace either of
nationalism or of novel techniques, can be described as neo-classical. His
numerous religious works aim at a certain sobriety, but on the other hand he
has been much attracted by Spanish culture, an interest perhaps inherited
from his Galician ancestors. He has received commissions from the Louisville
Philharmonic Society (Magnificat), the Coolidge Foundation (Piano Quintet)
and the Wagnerian Association of Buenos Aires (Cantata para la paz). He
has won are four prizes from the National Commission for Culture and three
from the city of Buenos Aires.

WORKS

(selective list)

Orch: Suite, str, 1949; Preludio, adagio y fuga, 1951; Variaciones americanas,
1953; Bandoneon Conc., 1954; Musica para orquesta de cuerdas, 1957; Pf Conc.,
1957, Tripartita, band, 1967; Pf Conc., 1971

Chbr: 2 str gts, 1945, 1946; 5 piezas breves, str gt, 1955; Pf Qnt, 1957




Pf. 6 preludios, 1947; Variaciones gregorianas, 1953
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SUSANA SALGADO

Cabaca

[afoxé, afuxé, cabasa, cabaza, sekere, shekere].

A natural or synthetic round or pear-shaped gourd covered with a network of
beads and finishing in a single handle (see illustration); it is classified as a
shaken idiophone: vessel rattle. In some instances there are rattling pieces
inside the gourd (see Rattle). The cabaca is an important instrument in the
Latin American dance band and similar rhythmic ensembles, and in the late
20th century it was increasingly being used in contemporary orchestral music.
The sound is usually produced by moving the network of beads rhythmically
back and forth on the bowl. The cabaca originated in West Africa, where it is
known by a variety of names, including skere or shekere in Nigeria (whence
the Cuban chéqueres) and axatse in Ghana.

The ‘LP’ cabaca consists of metal beads strung around a metal-covered
handle.

JAMES BLADES/JAMES HOLLAND

Cabaletta

(It.).

A term probably of Spanish derivation, first encountered during the second
decade of the 19th century, and defined in Pietro Lichtenthal’s Dizionario
(1826): it denotes the second, usually fast movement of a double aria in an
Italian opera, consisting of a melodic period of two stanzas which is repeated
with decorations added by the singer after an orchestral ritornello, often
accompanied by choral or solo pertichini and followed by a matching coda
designed to stimulate applause (e.g. ‘Non piu mesta’: La Cenerentola,
Rossini, 1817). Only rarely does a cabaletta occur in isolation, without a
preceding ‘cantabile’. In early examples only the second half of the period is
repeated, a procedure found as late as ‘No, non udrai rimproveri’ (La traviata,
Verdi, 1853), and certain cases have a brilliant coda for the voice, as in ‘Vien
diletto, € in ciel la luna’ (/I puritani, Bellini, 1835). In Romantic opera,
cabalettas in moderate time with no element of display become increasingly
frequent, and the term thus came to designate the piece's form rather than its
character. After 1860 the solo cabaletta rapidly declined, becoming virtually



extinct about 1870. As the practice of embellishment died out, it became
customary in revivals of repertory works to omit the cabaletta repeat, a habit
that modern scholarship tends to deplore on structural grounds. Verdi,
however, sanctioned it for a late revival of his own | masnadieri (1847).

The term is also used to describe the final movement of a duet. Here the
same formula is elaborated, the melody being sung successively by each
singer and a third time, after an orchestral ritornello, by both voices in unison,
harmony or more rarely in dialogue; a classic instance is ‘Verranno a te
sull’aure’ (Lucia di Lammermoor, Donizetti, 1835). Where the voice-types are
unequal the singers may enter in different keys or even be assigned different
melodies, as in ‘Ah te bade, a te stesso pon mente’ (Lucrezia Borgia,
Donizetti, 1833), before joining in the initial one. The duet cabaletta outlived
its solo counterpart for more than a decade. A late instance of the form is ‘Si
pel ciel marmoreo giuro!’ (Otello, Verdi, 1887).

See also Aria.
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JULIAN BUDDEN

Caballé, Montserrat

(b Barcelona, 12 April 1933). Spanish soprano. She studied for 12 years at
the Barcelona Conservatory, with (among others) Eugenia Kemmeny and
Napoleone Annovazzi, winning the 1954 Liceo gold medal. She joined the
Basle Opera in 1956; in three years she built up an impressive repertory,
including Pamina, Tosca, Aida, Marta in d’Albert’s Tiefland, and Strauss’s
Arabella, Chrysothemis and Salome. In 1959 she sang her first Violetta and
Tatyana, at Bremen, and the heroines of Dvorak’s Armida and Rusalka. At La
Scala the next year she first appeared as one of Klingsor’s flowermaidens
(Parsifal); a gradually widening international career took her to Vienna, back
to Barcelona, to Lisbon and, in 1964, Mexico City (as Massenet’s Manon). In
1965 she replaced Horne at short notice in a New York concert Lucrezia
Borgia, and achieved overnight stardom. After that many Donizetti operas
were mounted for her (notably Roberto Devereux, Maria Stuarda, Parisina
and Gemma di Vergy). In 1965 she also made débuts at Glyndebourne
(Marschallin and Mozart’'s Countess) and the Metropolitan (Marguerite). At La
Scala she played Lucrezia Borgia, Mary Stuart, Norma and Amelia (Ballo in
maschera) and at Covent Garden Violetta (début, 1972), Norma, Leonora (//
trovatore), Amelia and Aida. In 1987 she sang Saffo (Pacini) and, in 1989,
Isolde, at the Liceo, Barcelona. Other roles include Spontini’'s Agnes,
Rossini’s Ermione and Madama Cortese (/l viaggio a Reims), which she sang
at Covent Garden in 1992, the year of her final operatic appearances.



Regarded by many as Callas’s successor, Caballé was for a time the leading
Verdi and Donizetti soprano of the day, able to spin effortless long legato
phrases and noted for her floated pianissimo high notes. She was an actress
of refinement and dignity, but no great dramatic intensity. Her numerous
recordings include Verdi’'s Requiem and Brahms’s German Requiem, Strauss
and Granados songs and many operatic roles, among them some (in Puccini
and Strauss operas) which she sang more frequently in earlier years, and
others, such as Lucia and Fiordiligi, which she never sang on stage. In the
1980s and early 90s she became a notable recitalist, especially successful in
Spanish song. She married the tenor Bernabé Marti in 1964.
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ALAN BLYTH

Caballero, Manuel Fernandez
[Fernandez Caballero, Manuel]

(b Murcia, 14 March 1835; d Madrid, 26 Feb 1906). Spanish composer and
conductor. He received tuition in piano, violin and flute from the age of five,
notably from his violinist brother-in-law Julian Gil. In addition he studied with
the composer José Calvo and with Indalecio Soriano Fuertes. In 1850 he
entered the Madrid Conservatory, where he was a pupil of Hilarion Eslava
and others, and in 1856 he obtained first prize in composition. After playing
the violin in the orchestra of the Teatro Real he became conductor at the
Variedades, Lope de Vega, Circo and Espafiol theatres in succession,
composing large numbers of songs, choruses and dances and, in 1854, his
first zarzuelas, La vergonzosa en palacio (not performed until 1855) and
(under the pseudonym of ‘Florentino Burillo’) Tres madres para una hija. In
1853 he had been prevented on account of his youth from taking up a
position as conductor in Santiago, Cuba, which he had won in a competition,
but in 1864 he went to Cuba as conductor of a zarzuela troupe, and he also
organized and conducted concerts there. Returning to Madrid in 1871, he
devoted himself successfully to the prolific composition of zarzuelas. A
habanera from the now forgotten La gallina ciega (1873) was used by Pablo
de Sarasate for the second of his Spanische Tédnze (op.21 no.2), but it was
La Marsellesa (1874), set in revolutionary Paris, that firmly established his
melodic style, with the dance rhythms and lyric patterns of continental
operetta intermingled with more specifically Spanish touches. In 1884
Caballero went to Lisbon and in 1885 to South America, conducting his works
with great success. He was elected to the Real Academia de Bellas Artes de
S Fernando in 1891, though pressure of work and failing eyesight delayed
presentation of the necessary written discourse until 1902. After the
composition of El duo de la africana (1893) his eyesight forced him to use as
amanuenses Mariano Hermoso and his own son Mario, until he was operated
on for cataracts in 1899 and 1902. The scores written during these blind
years include two of his greatest successes, La viejecita (1897) and Gigantes



y cabezudos (1898). These and his other enduring successes display his rich
gift of melody, rhythmic élan and good humour.

WORKS

Zars (in order of first production; pubd in Madrid in vs at about the time of
production; for more detailed list see GroveO): Tres madres para una hija, 1854; La
vergonzosa en palacio, 1855; Mentir a tiempo, 1856; Cuando ahorcaron a
Quevedo, 1856; Juan Lanas, 1856; La jardinera, 1857; El vizconde de Letoriére,
1858; Un cocinero, 1858; Frasquito, 1859; La guerra de los sombreros, 1859; Una
emocion, 1859; Un zapatero, 1859; El gran bandido, 1860, collab. C. Oudrid; Los
dos primos, 1860

El hijo de Lavapiés, 1864; Tres para dos, 1865; Luz y sombre, 1867; El criado de
mi suegro, ¢1868, collab. Rogel and I. Hernandez; El primer dia feliz, 1872; El
atrevido en la corte, 1872; La gallina ciega, 1873; El sargento Bailén, 1873; Las
hijas de Fulano, 1874; El velo de encaje, 1874; El afio del diablo, 1875, collab. M.
Nieto; Este jéoven me conviene, 1875, collab. J. Casares; El trono de Escocia, 1875,
collab. R. Aceves; La clave, 1875; Las nueve de la noche, 1875, collab. Casares;
Entre el alcalde y el rey, 1875, collab. P.E. Arrieta

Las hazanas de Hércules, 1880; Al polo, 1880, collab. F. Espino; El asesino de
Arganda, 1880, collab. Espino; Los feos, 1880; Mata moros, 1880; El sacristan de
San Justo, 1880, collab. Nieto; Mantos y capas, 1881, collab. Nieto; La nifia bonita,
1881; De verano, 1881, collab. Rubio; Contaduria, 1881; Los bonitos, 1881; Las mil
y una noches, 1882, collab. Rubio; Dar la castana, 1882; El gran Tamorlan de
Persia, 1882, collab. Nieto

Las mujeres que matan, 1887; La doctora; El merendero del tuerto; La vifia del
Sefior; Lorita real; La revolucién; ;Vamos a ver eso?; El bazar H, 1887; Por sacar
la cara; Lista de compania; Chateau Margaux, 1887; Cubra libre, 1887; La
chiclanera; Aguas azotados, 1888; La noche del 31; Don Manuel Ruiz; La riojana,
1888; El golpe de gracia, 1888; De Madrid a Siberia; El alcalde de Amurrio;
Septiembre, Eslava y Compaifiia; EI pasmo de Cecilia; El lavadero del Mico; Las
manias; La hija de la mascota




Los aparecidos, 1892; La casa encantada; De Herodes a Pilatos; La revista; La
venta del hambre; Los extranjeros; Triple Alianza, 1893; El duo de la africana,
1893; La vispera de la fiesta; Un punto filipino; Los dineros del sacristan, 1894; Los
africanistas, 1894; Campanero y sacristan, 1894; El cabo primero, 1895; El
domador de leones; La rueda de la fortuna, 1896; Tortilla al ron, 1896; El saboyano,
1896, collab. Chalons; La expulsion de los judios 1493, 1896; El padrino del Nene
[Todo por el arte], 1896

La tribu salvaje, 1901; La diligencia, 1901; Los figurines; El trapera, 1902; El
favorito del duque, 1902; La manta zamorana, 1902; La seia Justa, 1902; Mundo,
demonio y carne; El Dios grande, 1903; La guerrilla del fraile; La mariposa negra;
Tolete; La inclusera, 1903, collab. Valverde hijo; El picaro mundo, collab. Lleo; La
faena; Las belles artes; El dia de San Eugenio; El aouelito; Rusia y Japan, 1905;
Los huertanos, 1905; La silla de manos, 1905, collab. T. Barrera; Maria Luisa; La

cacharrera; El Ieio de San Pablo, 1906
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ANDREW LAMB

Caballone, Gaspare.

See Gabellone, Gaspare.

Caballone [Cabalone, Gabbalone,
Gabellone], Michele

(b Naples, 1692; d Naples, 19 Jan 1740). Italian composer and teacher. He
was the son of Vito Cesare and Antonia Ricca Caballone. He studied with
Veneziano and Perugino at the Neapolitan Conservatorio di S Maria di
Loreto. In 1716 he married Teresa Muscettola whose sister Antonia was
married to the violinist Francesco Barbella and was the mother of the violin



virtuoso Emanuele Barbella; according to Burney, the famous violinist first
learnt counterpoint from Caballone. The only one of Caballone's sons to
follow him as a musician was Gaspare, who later spelt his name ‘Gabellone’.
Michele's life and works are sometimes confused with those of his son; in
addition some sources mistakenly claim that he was the teacher of Faustina
Bordoni Hasse, who in fact studied with Michelangelo Gasparini.

Caballone is not known to have held any regular teaching position, and he
died in poverty. Towards the end of his life he became a novice in the
confraternity of the Congregazione dei Musici in Naples, and at his death the
brothers there voted to bear the expenses of his funeral and burial. These
were on the scale due to a full member, presumably a mark of the
professional regard in which he was held.

Between 1716 and 1717 Caballone was engaged for the Teatro dei Fiorentini,
Naples, by the impresario Salvatore Toro, and during his late thirties
Caballone wrote a number of comic operas for the theatre. The production of
Ammore vo speranza there in 1729 gave rise to a notorious scandal: the two
leading ladies, Rosa Albertini and Francesca Grieco, quarrelled so violently
because of rivalry both on the stage and in love that Grieco had to retire with
injuries, and the Viceroy of Naples felt obliged to intervene. Shortly afterwards
Albertini was assassinated by a youth named Giulio Lerro. The lady had no
relatives whereas those of Lerro were in high positions, and the court
dismissed Lerro with only a fine. In addition to a quantity of church music
Caballone wrote a manual of counterpoint that was much admired for its
clarity of exposition; it achieved wide circulation in manuscript, as late as
1760 (copies in D-Bsb, I-Bc, Fc, Nc).

WORKS

operas
opere buffe unless otherwise stated

La Cantarina [Act 1], Naples, Fiorentini, 1728; Acts 2 and 3 by C. Roberto

La fenta schiava, Naples, Fiorentini, 1728, I-Rn

Adone re di Cipro (F. Vanstryp), Rome, Capranica, 28 Dec 1730

Doubtful: Cecilia, Naples, Fiorentini, 1728; Adriano in Siria (os, P. Metastasio),
Naples, 1740, F-Pn; Alessandro nell'Indie (os, Metastasio), Naples, ¢1740, Pn
other works

2 Salve regina, GB-Lb/

Arias, A-Whn, B-Bc

Arias, Dmb, I-Mc [listed in Eitner]
BIBLIOGRAPHY
BurneyH



EitnerQ

FlorimoN

Sartoril

M. Scherillo: L'opera buffa napoletana durante il Settecento: storia letteraria
(Naples, 1883, 2/1916/R), 175-6

B. Croce: | teatri di Napoli, secolo XV-XVIII (Naples, 1891/R), i, 253-4

U. Prota-Giurleo: Nicola Logroscino, ‘il dio dell'opera buffa’ (la vita e le
opere) (Naples, 1927), 54ff

F. Cotticelli and P. Maione: Onesto divertimento, ed allegria de' popoli:
materiali per una storia dello spettacolo a Napoli nel primo Settecento
(Milan, 1996)

JAMES L. JACKMAN/PAOLOGIOVANNI MAIONE

Cabaner, Ernest

(b Perpignan, 12 Oct 1833; d Paris, 3 Aug 1881). French composer. He
frequented the salon of Nina de Callias, where he met and became friends
with Chabrier (in 1868), Charles de Sivry and, later, Cézanne. His tastes were
eclectic — his favourite composers included Wagner and Hervé — and his
interest in synaesthesia led him to the concept of ‘painting’ with notes well
before Skryabin. A sonnet dedicated to Rimbaud in answer to the latter’s
famous sonnet Voyelles (and their colours) reflects this by incorporating
coloured vowels to be sung. A genuine eccentric, he made a living as an
accompanist in a café-concert, and discovered and trained the young tenor
Henri Prévost, who found instant fame in I/ trovatore (1881).

Cabaner set lyrics by his friends Théodore de Banville, Jean Richepin and
Charles Cros, and also set a number of his own poems, the most popular
being La paté. His music is harmonically simple, and his melodies are
influenced by folksong, an interest exemplified by his excellent setting of
Cros’ L’archet; rhythmically he showed more variety and humour, for example
in Le hareng saur. A friend of the Impressionists, he figures with Pissarro in a
group portrait by Renoir and appears, thinly disguised, as a character in
several novels.
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MICHAEL PAKENHAM

Cabanilles [Cavanilles, Cabanillas,
Cavanillas], Juan Bautista Joseé
[Juan Bautista Josep; Joan]

(b Algemesi, nr Valencia, bap. 6 Sept 1644; d Valencia, 29 April 1712).
Spanish composer and organist. The ‘José Cabanillas’ formerly thought to be
a different musician is now known to be identifiable with him. It may be



assumed that he was a choirboy first at Algemesi and later at Valencia
Cathedral. On 15 May 1665 he was unanimously appointed second organist,
though he was not yet a priest as was required by the cathedral chapter. The
following month, however, he received the clerical tonsure and he was
ordained on 22 September 1668. Meanwhile in about April 1666 he had
become first organist and he remained in that post until his death (after 1703
he was in poor health and frequently required a substitute); from 1675 to 1677
he was also in charge of the welfare and musical education of the choirboys.
His pupil José Elias left a manuscript account, now missing, indicating that
Cabanilles was often invited to play in various French churches on high feast
days.

The high regard in which Cabanilles's music was held by his contemporaries
is indicated by its wide distribution in manuscripts. The Iberian tradition of
organ music from Cabezdn through Aguilera de Heredia, Correa de Arauxo
and Rodrigues Coelho culminates in him: in wealth of ideas, mastery of
counterpoint, command of form and the nobility of his conceptions, he was
the greatest 17th-century Spanish organ master. The fact that he lived in
cosmopolitan Valencia enabled him to maintain contact with international
musical currents, notably with southern Italy (Mayone, Trabaci, Salvatore)
and perhaps also with the Netherlands and Germany. Nevertheless, his
music is typically Spanish in that it represents a development of Renaissance
style rather than the characteristically Baroque style found in other countries.

Most of Cabanilles's voluminous output consists of organ music, within which
tientos form the largest category. Despite their similarity to those of earlier
composers they are more substantial contrapuntally, more cohesive in broad
design and less prone to routine figurative writing. The majority of them
consist of a series of imitative sections on different themes, though subtle
derivation of material from the opening subject is common; toccata-like
figurations and homophonic sections are also found. A common feature is the
restatement of a phrase four or five times in succession, each modulating to
the dominant, a procedure used by Aguilera de Heredia and Pablo Bruna
among others, but more skilfully and effectively by Cabanilles. Many of the
tientos employ the broken keyboard (medio registro, i.e. upper and lower
parts of the organ manual registered independently) to give a solo character
to one hand, which may be provided with virtuoso passage-work. Cabanilles
excelled at tientos de falsas, relatively short monothematic works almost
devoid of ornamental figuration and featuring sharp dissonances, unusual
melodic intervals and affective and unexpected harmonic progressions. Three
tientos use a plainsong hymn tune, each phrase serving as the subject of an
imitative fugal section in the manner of the chorale motet. Several are called
‘batalla’ and represent the hubbub of a battle; a well-known one ascribed to
Cabanilles (Opera omnia, ii, 102) is, however, actually by J.K. Kerll.

One group of works — passacalles, paseos, gallardas and xacara — are in the
form of continuous variations over a bass pattern. Only the passacalles and
two of the paseos are in the traditional triple metre — even the five gallardas
are duple. Probably these works had nothing to do with dance music (as
might in some cases be thought) but were intended for liturgical use. Eight
recently discovered sacred choral works probably represent only a remnant of
the repertory that once existed. In them Cabanilles was chiefly concerned
with varied rhythmic and harmonic effects and massed choral sound resulting



from the opposition, interplay and combination of two or three choirs; the
elaborate counterpoint of the tientos is missing in most cases.

WORKS
principal sources: E-AS, Bc, Boc, E, G, J, Mn, MO, VAc

Editions:H. Anglés and J. Climent, eds.: Musici organici lohannis Cabanilles (1644—-1712)
opera omnia, PBC, iv, viii, xiii, xvii, xxvii, xxxiv, xxxvi (1927-92) [A i—iv, vii]J.B. Cabanilles:
Obras vocales, ed. J. Climent (Valencia, 1971) [ClJuan Bautista Cabanilles: Musica de
tecla valenciana Il, ed. J. Sagasta Galdés (Valencia, 1987)

(selective list)

sacred vocal
Mass, 6vv, bc [lacks Bs, Ag]; C

Beatus vir, 12vv; C

El galan que ronda las calles, 2vv, bc; C

Mortales que amais a un Dios inmortal, 4vv, bc; C

organ
2 batallas (1 by J.K. Kerll); A ii

Gaitilla; A ii

4 paseos; A i

Pedazo de musica; A i
6 tocatas; A i

55 versos; A vii
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la catedral’, ibid., 179-208

G. Frotscher: ‘Der “Klassiker” Cabanilles’, ibid., 63-71

S. Kastner: ‘Randbemerkungen zu Juan Cabanilles' Claviersatz’, ibid., 73-97

M. Querol Gavalda: ‘La musica vocal de J. Cabanilles’, ibid., 113-20

K. Speer: ‘Tonus Designations in the Tientos of Juan Cabanilles’, ibid., 31-6

M.J. Corry: The Keyboard Music of Juan Cabanilles: a Stylistic Analysis of
the Published Works (diss., Stanford U., 1965)

M.C. Bradshaw: ‘Juan Cabanilles: the Toccatas and Tientos’, MQ, lix (1973),
285-301

A. Garcia Ferreras: Juan Bautista Cabanilles: sein Leben und sein Werk
(Regensburg, 1973)
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BARTON HUDSON

Cabaret.

A term loosely applied to places of entertainment like night clubs that offer a
wide variety of showmanship, food and drink, and often dancing both on
stage and on the floor; naturally there is a great demand for music. In this
context, cabaret has also become a descriptive term for a show designed to
promote the talents of a single well-known performer, usually a singer.
Renowned for this style of show are such diverse performers as Frank Sinatra
and Noél Coward, while Las Vegas — in which both regularly appeared — is
identified in particular with the form. Indeed, a solo cabaret act is considered
an essential part of the personal repertory of many performers, particularly
those from musical theatre. American singer-pianists such as Bobby Short
and Blossom Dearie are primarily noted for their solo work in this format.

In the strictest sense, cabaret is a form of artistic and social activity of a kind
that flourished for about half a century between the opening on 18 November
1881 of the famous ‘Chat Noir’ in Paris, and the political crises in Europe in
the 1930s that put an end to the freedom of thought, experiment and
expression that characterizes cabaret in its most vigorous form. The
extensive account of the history of cabaret in La grande encyclopédie (1889)
emphasizes, in unambiguous terms, the traditional association of the cabaret
with vice and illegal activities of all kinds throughout the centuries. By the end
of the 18th century there were several establishments, frequented by men of
letters, that have a place in literary history. The cabaret of the 18th century
was a musical affair in the sense that street musicians made the rounds of the
establishments, with a repertory made up of songs in praise of wine and
debauchery. There are parallels with the coffee-house and catch-club
traditions in England, particularly as regards the café-chantant and Café-



concert. Of the café, La grande encyclopédie says: ‘it had something of a
salon originally, in those days when one did not smoke in a café’; it reports
that the beer-hall made its appearance during the Empire and that one of
them, ‘La Brasserie de Martyrs’, merited mention in literary history side by
side with the ‘Chat Noir'. The modern cabaret of 1881 inherited the literary
clientele of its predecessors.

The founders of the ‘Chat Noir’ intended cabaret to be a place where painters,
poets, composers and performing musicians could not only meet each other
but confront the public, the bourgeoisie; an element of provocative artistic
statement was the essence of cabaret during its heyday. In the 1880s the
opportunity of meeting famous artists of the day in the relaxed, intimate
atmosphere of cabaret was irresistible to contemporary society, and the
artists themselves understood cabaret in those terms. The ‘Chat Noir’ was
imitated by hundreds of other enterprises of a similar kind, catering for
variations on the same theme: they toured the provinces and went beyond the
borders of France, especially to French-speaking regions, including north
Africa, but also visited other countries, and the German cabaret movement
probably owed its birth to such visits.

When the famous diseuse Yvette Guilbert (1865-1944) undertook a concert
tour through Germany in 1902 it was not so much French wit and humour that
moved her German colleagues in the world of amusement but the realization
that there was a desperate need for an entertainment form that pandered
neither to the philistine taste in concert song nor to the inanities of tingel-
tangel airs and music. German artists wanted to ennoble both. Julius
Bierbaum, in his preface to Deutsche Chansons (‘Brettllieder’; 1900),
explained the serious purpose that inspired German cabaret. But he was also
in earnest when he said: ‘We want to write poetry that is not merely read
between the four walls of a lonely room but can be sung by a public ready for
lusty entertainment’. There always was an aspiration towards high standards
as understood by the artists who supported the cabaret idea. There was also
the element of laughter. The cabaret relied on the intimacy of the locale, the
economy of a small, often ad hoc, musical ensemble, and the directness and
warmth of contact between floor and platform. Artists read their own poetry
and composers performed their own music; at least, that was the idea.

The leading German cabaret, the ‘Uberbrettl’ (founded in Berlin by Ernst von
Wolzogen in 1901), sparked off many other smaller ventures, in Berlin
especially, that preserved the intimate atmosphere. Furthermore, cabaret in
Germany developed satire of other literature. In Munich ‘the coincidence of
creative talent with the native experience of carnival produced one of the
most fertile and interesting European cabarets’ (Appignanesi). The style that
evolved from such conditions was that of the diseuse. It relied equally on the
word and the simple ballad-like tune, and on the significant movement of limb
or body and facial expression. Yvette Guilbert developed this to a fine art. It
involved Sprechgesang, but not in the sense that Schoenberg conceived of it
in Pierrot lunaire; there the singer was never to derive the character of his
rendering of the music from the mood of the words, but for Guilbert the exact
opposite was true.

Guilbert was by common consent the greatest of diseuses; her consummate
art, which combined oral and visual presentation, had a lasting influence over



her many successors, including Marie Dubas, Marianne Oswald and Agnes
Capri. Musically a genre emerged that was sentimental and at the same time
satirical. It found perhaps its most successful and typical representative in
Kurt Weill. Although he never composed any music specifically for cabaret,
singers took the arias from his operas (especially Die Dreigroschenoper and
Happy End) for their repertories. In Berlin in the 1920s, at such cabarets as
‘Schall und Rauch’ and the ‘Wilderblhne’, the composers Friedrich
Hollaender, Mischa Spoliansky and Rudolf Nelson mixed political, sentimental
and comic themes. The literature on cabaret names many other active
composers and performing musicians: Hannes Rauch (originally Hans
Richard Weinhoppel); Elsa Laura Seemann, who accompanied herself on the
lute (this was more characteristic of France than of Germany — Ewers, who
was in the centre of the German cabaret movement, complained that at the
‘Uberbrettl’ cabaret not a single composer could sing his own songs, unlike
their French counterparts, Legay, Delmet, Fragerolles etc.); Adolphe
Stanislas; Clement Georges, famous for his so-called Parisian Bluettes;
Lehner; and Bogumil Zepler. The ideal remained the componiste-
chansonnier, but the cabaret also produced famous conductors. There was
Frau Kate Hyan, who accompanied her husband, composed the songs that
he sang, and was herself known for her beautiful voice which she used in her
own compositions, accompanying them on the lute. The repertory was not
only sentimental and satirical at the same time; it also included folksy
elements — there were Spanish items performed with castanets, Italian music,
the characteristic songs of Berlin and parodies of black American song.

Cabaret provided an atmosphere in which innovation could flourish and the
opportunity for it to do so; it is not surprising that avant-garde experimentation
often dominated the performances. Much that went on was improvised. The
role of the conférencier, or master of ceremonies, especially demanded
presence of mind. Many composers of considerable fame joined in. Debussy
once conducted a chorus, and Milhaud, Satie, Jean Wiener and Schoenberg
played active roles. Satie is credited with having composed more than 50
pieces when he was pianist at the ‘Chat Noir’ and at the ‘Auberge du Clou’.
Schoenberg conducted the orchestra at the ‘Uberbrettl’ and composed seven
Brettllieder (not published until 1975).

After World War | the Parisian cabaret reached a new peak, with many
American jazz musicians arriving and influencing the local style as well as
taking on a more European texture to their music. Clubs that featured the
dance-orientated songs included ‘Le grand duc’, ‘L’oasis’, ‘Chez Joséphine’
(where Josephine Baker was the commeére) and ‘Le boeuf sur le toit’, with
resident pianists Jean Wiener and Clément Doucet, while such venues as
‘Les deux anes’, ‘La lune rousse’ and ‘La pie qui chante’ had a more literary
repertory. The most influential French songwriter of the 1930s and 40s,
Charles Trenet, began his career in partnership with the Swiss composer and
pianist Johnny Hess at the Montparnasse cabaret, ‘College Inn’. During the
occupation, the most celebrated cabaret was ‘La vie parisienne’, run by the
singer Suzy Solidor; the clientele was dominated by German officers and
high-ranking officials, but Solidor later claimed that the club had been a cover
for the Résistance. In the late 1940s there was an explosion of activity in tiny
clubs in Paris, the songs of Joseph Kosma, Leo Ferré, Jacques Brel, Barbara
and many others giving France a new and distinctive popular song, with the
chanteuse Juliette Greco as its leading interpreter.



There is no distinctive musical form that can be called ‘cabaret’: all the
composers who have worked in cabaret have drawn on existing folksong,
popular song or operatic parodies for their inspiration. Traditions have
evolved, so that in particular the slow waltz as used by Satie (Je te veux,
Tendrement) is recognized as a cabaret style, so is a dramatic tango such as
the one composed by Lehar for the cabaret scene in his last stage work,
Giuditta (1933). (Several operas of the mid-20th century have cabaret scenes
in them, for instance in Korngold’s Die Kathrin, 1937.)

Besides Paris and Berlin, always the two most important centres of cabaret,
and Munich, Vienna had an active cabaret life during the 1920s and 30s.
Cabaret found its way to English-speaking countries in a somewhat diluted
form, not only in restaurants and night clubs but also in the theatrical ‘intimate
revue’. After World War |l the influence of pre-war cabaret on American
singers such as Tom Lehrer and composers such as Bart Howard and Alec
Wilder is unmistakable. The British wave of satire of the 1960s (at the
Establishment Club and on television) led to the foundation of the strongest
cabaret tradition in England — the wave of ‘alternative’ comedy. Although most
of this was without music, groups such as Fascinating Aida, Kit and the
Widow and the composer Richard Vranch, who was the regular accompanist
for the Comedy Store Players, forged a new style, drawing on pop music and
calypso. The composer Martyn Jacques and his trio the Tiger Lillies pursued
a more anarchic style, using themes from central European folksong in the
‘junk opera’ Shockheaded Peter.

Appignanesi’'s masterly book pursues the story of the cabaret up to its final
dissolution; her bibliography shows the dearth of information on this
fascinating and crucial European institution, but for anyone in search of an
eye-witness story from a person who was himself an actor in the cabaret in
the early days, Ewers’s book (1904) conveys the very feel of this exciting
venture.
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KLAUS WACHSMANN/PATRICK O'CONNOR

Cabbilai.

See Cabilliau.

Cabdueill, Pons de.

See Pons de Capdoill.

Cabel [née Dreulette], Marie(-
Josephe)

(b Liége, 31 Jan 1827; d Maisons-Laffitte, 23 May 1885). Belgian soprano.
She studied in Liége with Bouillon and in Brussels with Ferdinand Cabel and
with L.J. Cabel, whom she married in 1847. She continued her studies at the
Paris Conservatoire (1848-9) and made her début at the Opéra-Comique
(1849) in Halévy’s Val d’Andorre, but failing to stir the Parisian critics or
public, she accepted a three-year engagement in Brussels (1850). In 1853,
after great successes in Brussels, Lyons and Strasbourg, she appeared in
Paris at the Théatre-Lyrique as Toinon in Adam’s Le bijou perdu. She
repeated the role with the company the next year in London, where she was
also acclaimed as Marie in La fille du régiment, among other roles. In 1856
she returned to the Opéra-Comique in Auber’s Manon Lescaut; she also
created there the title role in Meyerbeer’s Dinorah (1859) and Philine in
Thomas’ Mignon (1866). With her supple, silvery voice she became one of
the leading sopranos of her day, and the bravura parts written for her by
Auber, Meyerbeer, and Thomas attest to the virtuosity which secured her
international fame. She sang in London in 1871 and 1872 and in the French
provinces until 1877.

ALEXIS CHITTY/HAROLD ROSENTHAL

Cabeliau [Cabeliamo, Peter].

See Cabilliau.

Cabellone, Gaspare.

See Gabellone, Gaspare.

Cabezén [Cabrecon].

Spanish family of musicians.

(1) Antonio de Cabezon
(2) Juan de Cabezon

(3) Agustin de Cabezon
(4) Hernando de Cabezén



LOUIS JAMBOU
Cabezoén

(1) Antonio de Cabezén

(b Castrillo de Matajudios, nr Burgos, ¢1510; d Madrid, 26 March 1566).
Composer and organist. Blind from childhood, he was probably educated at
Palencia Cathedral under the care of the organist Garcia de Baeza. In 1526
he entered the service of Queen Isabella and on 12 February 1538 he was
appointed musico de la camara to Charles V. On Isabella’s death in 1539 he
was entrusted with the musical education of Prince Felipe and his sisters.
Between 1548 and 1551 he accompanied Felipe on his travels to Milan,
Naples, Germany and the Netherlands, and between July 1554 and August
1555 to London on the occasion of Felipe’s marriage to Mary Tudor. Cabezén
married Luisa Nuiez de Mocos of Avila and they had five children. In his will,
dated 14 October 1564, Cabezén described himself as ‘musico de camara del
rey don Felipe nuestro senor’.

Cabezdn is ranked among the foremost keyboard performers and composers
of his time. His music is rooted in the instrumental tradition of Spain and was
composed for keyboard, plucked string instruments and ensembles (curiosos
minestriles, ‘skilful minstrels’) that probably included string as well as wind
players. Some of Cabezon’s compositions appeared in Venegas de
Henestrosa’s Libro de cifra nueva (Alcala de Henares, 1557). However, the
greater part of his works were printed posthumously by his son (4) Hernando
de Cabezon in Obras de musica para tecla, arpa y vihuela (Madrid, 1578; ed.
in MME, xxvii—xxix, 1966). Together, these two volumes transmit some 275
works (migajas, ‘scraps’ or ‘crumbs’) by Cabezén. (His collected works are
edited by C. Jacobs, Brooklyn, NY, 1967-86.)

His compositions fall into four distinct groups and contribute to all the principal
musical genres of the period. They include: (i) functional liturgical works
including hymns, Kyrie verses, psalm settings, Magnificat settings and
fabordones; (i) free works (tientos); (iii) intabulations (canciones glosadas y
motetes); and (iv) variations (discantes). In general the compositions display
a variety of styles, influenced by variation techniques, by the glosa or
diminution. In the hymns and Kyrie verses, the cantus firmus is the principal
structural framework, sometimes abandoned in favour of imitative polyphony.
The fabordones comprise variations, organized according to mode, following
a homophonic exposition (/lano). Cabezdn’s tientos form a significant
contribution to the development of instrumental music between 1535 and
1540. In these works, the improvisatory style characteristic of the free works
written at the beginning of the century is no longer seen; Cabezdn used his
knowledge of imitative counterpoint and an unusual sense of formal
organization to create masterpieces with strong internal coherence. The
tientos are linked thematically to plainchant formulas, in keeping with the
form’s liturgical function. The intabulations are ordered according to
polyphonic density, progressing from works with four parts to works with six.
They are based on sacred and secular models by composers such as
Josquin and Lassus, and are exuberant witnesses to a practice
recommended by theorists such as Bermudo, who demanded that all
instrumentalists study Franco-Flemish musical models. Finally the variations,
called discantes, diferencias or sometimes glosas, form a high point in the



history of the genre. His models include popular Spanish songs, such as E/
canto llano del caballero, dance forms and melodic-harmonic frameworks (as
in the melody Guardame las vacas, paired with a romanesca bass pattern). A
wide range of variation techniques are seen, including migrating cantus firmus
themes altered beyond recognition, and profuse ornamentation. During his
journeys with the royal chapel Cabezon must have influenced musicians
throughout Europe, in particular in England where composers such as Tallis
and Byrd took up the art of variation.

A vocal work by Cabezodn, Invocacion a la letania, is transmitted in the
Cancionero de la Casa de Medinaceli (E-Mmc 13230; ed. in MME, viii, 1949).
It also appears, under the title letanias, in an inventory of music from Cuenca
Cathedral in 1611 together with ‘una misa de Cabecgon’.

Cabezon
(2) Juan de Cabezén

(b Castrillo de Matajudios, nr Burgos, 1510-19; d Madrid, 18 May 1566).
Organist and composer, brother of (1) Antonio de Cabezon. On 12 July 1546
he was elected organist of Siglenza Cathedral. However, he gave up this
post on 19 July because on 15 July he was appointed mdsico in the royal
chapel of Prince Felipe. Together with his brother he accompanied Felipe on
his European travels. A composition by him, Pues a mi desconsolado, is
included in the collected Obras published by his nephew (4) Hernando de
Cabezén.

Cabezén
(3) Agustin de Cabezén

(d before 1564). Chorister, son of (1) Antonio de Cabezén. He was a cantor in
the royal chapel and accompanied Prince Felipe on his journeys abroad.

Cabezoén
(4) Hernando de Cabezon

(b Madrid, bap. 7 Sept 1541; d Valladolid, 1 Oct 1602). Organist and
composer, son of (1) Antonio de Cabezdn. From January to December 1559
he was substitute organist at the royal chapel. He was appointed organist at
Siguenza Cathedral on 15 November 1563, a position he held until 15 July
1566. In 1566 he succeeded his father as organist to the king. He
accompanied the court on its numerous trips and stayed in Portugal in 1580—
81. The Obras, published in 1578, contain five compositions by him. In his
will, dated 1598, he indicated that he was leaving two books of music in
tablature (‘dos libros de musica puestos en cifra’), containing music by his
father and himself.
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Cabilliau [Cabilau, Cabbilai,
Cabeliau, Cabeliamo].

This South Netherlandish name appears in various 16th-century sources and
refers to one of three or more musicians: Georges Cabillau (b Oudenaarde),
Peter Cabeliamo, or Joachim de Tollenaere, called Cabillau (b ¢1518).
Joachim de Tollenaere was a choirboy in the chapel of Charles V in 1528 and
subsequently a chorister and adult singer in the chapel of Margaret of Austria,
Regent of the Low Countries.

Printed works ascribed to ‘Cabilliau’ (or a variant of the name) include three
chansons (RISM 1552'", 1552"° 1556'°) and a five-part motet (1554°). A
four-voice chanson, En espérant de parvenir, is in F-CA (ed. in
Coussemaker).
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Cabinet organ

(Fr. cabinet d'orgue).



A term applied to various types of Reed organ, also a brand of self-playing
reed organ (see Organette). See also Chamber organ.

Cabo, Francisco Javier

(b Naquera, Valencia, 24 May 1768; d Naquera, 21 Dec 1832). Spanish
organist and composer. As a boy he was a chorister at Valencia Cathedral,
and he later became organist in the parish of S Catalina in the same city. For
three months in 1790 he was second organist at Valencia Cathedral before
being appointed principal organist of the cathedral at Orihuela. In 1793 he
unsuccessfully sought the position of maestro de capilla at Valencia
Cathedral and in 1796 at Granada Cathedral. That year he was appointed
assistant organist to Rafael Anglés at Valencia Cathedral, and soon became
second organist. In 1816 he was made principal organist, a post he held until
his death, and from 1830 also maestro de capilla.

Cabo enjoyed a high reputation, which lasted until Pedrell’s time and even
later. His works, of which nearly 100 survive, achieved considerable
circulation (sources: E-MA, ORI, PAL, SC, SEG, VAc; some ed. J. Climent in
Versos, pasos y sonatas, Madrid, 1990). Their reputation is not without
foundation, although they suffer from a certain pomposity.
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JOSE LOPEZ-CALO

Cabus, Peter

(b Mechelen, 27 July 1923). Belgian composer. He began his musical studies
at the Mechelen Conservatory with Godfried Devreese (1933), studied the
organ with Peeters and the piano and counterpoint with de Jong at the
Lemmensinstitute in Mechelen. He completed his musical education at the
Brussels Conservatory (1946), where he obtained first prize in the piano (with
Charles Scharres) and chamber music and fugue (both with Absil). Later he
took composition classes with Absil and Léon Jongen. He started his musical
career as a solo performer, chamber musician and conductor. Besides
holding several teaching positions he taught the piano at the Mechelen
Conservatory (1946-59), becoming its director from 1959 to 1988, when he
retired. He taught harmony, counterpoint and composition at the Brussels
Conservatory (1968-88) and harmony, counterpoint and fugue at the
Chapelle Musicale Reine Elisabeth (1980-89). In 1983 he became a member
of the Belgian Royal Academy of Science, Letters and Fine Arts.

His first important work was the Orkestvariaties, which was first performed in
1938 by the Mechelen Conservatory Orchestra conducted by Godfried
Devreese. Since then he has produced an abundant output in which



orchestral music predominates. He has cultivated an eclectic kind of neo-
classicism with frequent use of 12-note and serial techniques and easily
discernible structures and themes, without completely abandoning tonality.

WORKS

(selective list)

Orch: Orkestvariaties, 1938; Pf Conc., 1939; Sym. no.1, 1947; VVn Conc., 1950;
Sinfonietta, 1951; Concertino, pf, orch, 1953; Concertino in variatievorm, pf, orch,
1954; Chbr Conc., org, str, 1955; Variazioni, 1956; Sym. no.2, 1957; Sym. no.3,
1961; 5 dansen, 1962; Sinfonia, chbr orch, 1964; Conc., 2 tpt, str, 1965; Concerto
grosso, 4 cl, chbr orch, 1965; Conc., tpt, trbn, orch, 1969; 3 rondos, 1970;
Ouverture in oude stijl, str, 1972; Sinfonia concertante, hpd, pf, str, 1973; Facetten,
a sax, str, 1974; Inventies, 4 cl, str, 1975; Genealogies, str, 1980; Suite, wind band,
1981; Concertino, pf 4 hands, str, 1984; Sym. no.4, 1986; Divertimento concertante,
fl, vn, vc, str, 1987; Sym. no.5, 1987; Variaties, wind band, 1989

Vocal: De geestelijke Bruiloft (chbr cant., P. Buckinckx), 1954; EIf grafgedichten (C.
D'Haen), Mez, Bar, nar, mixed chorus, chbr orch, 1971; Lieder, choral works

Principal publisher: CeBeDeM, Maurer
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DIANA VON VOLBORTH-DANYS
Caca
(Sp.).

A three-voice canon. See Chace.

Caccavella
(It.).

See Friction drum. See also Drum, §l, 4.

Caccia.

Poetic and musical genre, in use in Italy during the 14th and 15th centuries.
1. Form.

The earliest reference to the caccia in theoretical writings is found in an early
14th-century Venetian treatise (see Debenedetti, 19067, 1922). In this a



genre called cacie sive incalci is discussed, whose text consists entirely of
five- or seven-syllable lines, and which can be performed by several (up to
five) singers in the manner of a voice-exchange canon (see Voice-exchange).
Although there were indeed attempts to increase the number of canonic
voices beyond the normal two in certain cacce (see Toguchi, 1970), there is
no evidence of voice-exchange (whose structural principle is common in the
rondellus) among Trecento cacce. It appears from this that the cacie sive
incalci belonged to a type no longer used at the time when the caccia was
fully developed.

Both literary and musical elements contribute to the definition of a caccia.
Textually, Italian cacce are often descriptive pieces in dialogue, sometimes
involving hunting scenes. They may be linked with the pastime of hunting
cultivated by the nobility at that time, as literature and paintings also show.
The hunting scenes are often replaced by allegorical amatory texts or by
market or fishing scenes. 11 of the 25 surviving texts are in the form of a
madrigal and one is in that of a ballata: their texts consist of eleven- or seven-
syllable lines of verse. When not in the form of a madrigal the texts consist of
a random number of syllables, as is also the case in the contemporary genres
of the frottola and motto confetto (but see Brasolin, 1975). As in the madrigal,
a ritornello may occur as the final section. A work by Gherardello da Firenze
(see illustration) will serve as an example of a caccia text with a two-line
ritornello (text from F-Pn it.568, ff. 25v-26):

Tosto che II'alba del bel giorno appare
isveglia gli cacciator: — Su su su su ch’egli & 'l tenpo.
Alletta gli can: — Te te te te, Viola.

— Te, primerante. —

Sus’alto al monte con buon cani a mano
e gli brachett’ al piano.

E nella piaggia ad ordine ciascuno. —

— lo vegio sentir uno

de’ nostri miglior brachi: star avisato! —

— Bussate d’ogni lato

ciascun le machie, che Quaglina suona. —
— Ayo, ayo, a tte le cerbia vene. —

— Carbon la prese, in bocca la tene. —

Del monte que’ che Vv'era su gridava:

— All’altra, all’altra! — suo corno sonava.

Among the authors renowned for their caccia texts were Niccolo Soldanieri
and Franco Sacchetti (and also Giannozzo Sacchetti).

Musically the caccia, in the strict sense of the word, may be defined as a
texted canon for upper voices to which is added an untexted tenor. Its
development presumably ran parallel to that of the madrigal in that the canon
between the upper voices provides the essential framework, while the
untexted tenor part is an accessory. However, a small number of cacce were
constructed around the relationship of each of the canonic voices to the tenor.
Stylistic links with the madrigal are evident in the alternating melismatic and
parlando phrases (see Madrigal, §l, ex.1), in the hocket-like passages and in
the frequently encountered ritornello, itself usually canonic. Ex.1 shows two
sections from the above-mentioned caccia by Gherardello.



18 of the 26 cacce have a canon between the upper voices with an untexted
tenor part. Four of these should be designated as canonic madrigals because
of their textual structure (one has a text which can be traced back to a



trouvére song). Four further cacce are texted in all three parts. One of these
is constructed as a three-voice canon in the manner of the French chace
(Lorenzo da Firenze’s A poste messe); two others of these three-voice pieces
are canonic madrigals (one of them, Landini’s De, dimmi tu, having its two
lower voices in canon). Three more pieces are two-voice canonic madrigals.
Andreas de Florentia’s Dal traditor shows the ballata adopting the technique
of the caccia. In addition, two madrigals by Ciconia survive which can be
designated as cacce only because of their textual content (Cagando un giorno
and / cani sono fuora).

2. History.

The earliest known caccia, Or qua compagni, perhaps by Magister Piero, is
found in the northern Italian manuscript I-Rvat 215. As well as by Piero, the
caccia was especially cultivated by Giovanni da Cascia and Jacopo da
Bologna in Milan and Verona between 1340 and 1360. Cacce from the
following composers are transmitted in Florentine manuscripts: Gherardello
da Firenze, Donato da Cascia, Lorenzo da Firenze, Vincenzo da Rimini,
Niccold da Perugia, Landini and Zacharias (whose multi-textual caccia
Cacciando per gustar shows linguistic traits suggesting a provenance in
central-southern ltaly). The canonic Trecento caccia seems to have
disappeared shortly after 1400. Yet in non-canonic form it survived into the
15th and early 16th centuries in the shape of the strambotti and even the
canti carnascialeschi (see Ghisi, 1942). Until now the only evidence of the
dissemination of the 14th-century caccia outside its country of origin is to be
found in the Salve mater Jesu Christi contrafactum of Cacciando per gustar in
the southern German manuscript F-Sm 222 and in mention of the
katschetum, presumably referring to caccia, in the mensural manuscript PL-
WRu 1 4° 466 (ed. J. Wolf, AMw, i, 336).

See also Chace.
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Caccini.

Italian family of musicians.

(1) Giulio Romolo Caccini [Giulio Romano]

(2) Francesca Caccini [Francesca Signorini; Francesca Signorini-Malaspina;
Francesca Raffaelli; ‘La Cecchina’]

(3) Settimia Caccini

TIM CARTER (1, §1, work-list, bibliography), H. WILEY HITCHCOCK (1,§2),
SUZANNE G. CUSICK (2), SUSAN PARISI (3)

Caccini
(1) Giulio Romolo Caccini [Giulio Romano]

(b Rome, 8 Oct 1551; d Florence, bur. 10 Dec 1618). Italian composer,
singer, singing teacher and instrumentalist. He is especially important for Le
nuove musiche, an epoch-making volume of solo songs with basso continuo,
and for his essay prefacing it.

1. Life.

2. Works.

Giulio Romano

WORKS

BIBLIOGRAPHY

Caccini: (1) Giulio Romolo Caccini

1. Life.

He was one of three sons of Michelangelo Caccini, a carpenter from
Montopoli, near Pisa: his elder brother, Orazio, was a musician in Rome, and
his younger brother, Giovanni, a sculptor in Florence. From mid-October 1564
Caccini was a treble singer in the Cappella Giulia in Rome, studying with its
maestro di cappella Giovanni Animuccia. He was then recruited by the
Florentine ambassador, Averardo Serristori, to perform in the festivities for the
wedding of Prince Francesco de' Medici and Johanna of Austria in Florence
in December 1565; he took the part of Psyche in the fifth intermedio of
Francesco d'Ambra's La cofanaria, singing the lament ‘Fuggi, speme mia’ by
Alessandro Striggio (i). By 29 April 1566 Caccini was lodging in Florence with
a court musician, Simone Ponte, and he studied with the famed virtuoso
Scipione delle Palle, from whom, he claimed, he learnt ‘the noble manner of
singing’. From June 1568 at the latest he was receiving a living allowance
from the court, and also occasional payments for clothing; by 1 May 1573 he
was renting a house on the Via Chiara in Florence. His unsavoury role as
informer led to the murder of Eleonora di Garzia da Toledo in July 1576 by
her husband, Pietro de' Medici, on the grounds of her infidelity with Bernardo
Antinori. Caccini became a member of the Compagnia dell’Arcangelo
Raffaello in 1575-6 and sang at its meetings on numerous occasions
thereafter; by then he was also training younger singers for court service. In
1579 he performed on a ‘carro della Notte’ during the tournament celebrating
the wedding of Duke Francesco | and Bianca Capello, and he had also
entered the list of court musicians with a monthly salary of 13 scudi (soon
raised to 16).



Caccini attracted the patronage of Giovanni de' Bardi, who addressed to him
a ‘Discourse ... on ancient music and singing well’ in 1578-9 and from whose
Camerata Caccini later claimed to have learnt more than from 30 years of
counterpoint. Bardi and his associates, Girolamo Mei and Vincenzo Galilei,
inspired Caccini's development of new styles of solo song in Florence. With
Bardi, Caccini visited Ferrara in February 1583, hearing the famous concerto
di donne and impressing Duke Alfonso Il d'Este with his singing; he learnt
enough of Ferrarese practice for Alessandro Striggio (i) to be confident
enough to send from Ferrara madrigals in the Ferrarese style for which
Caccini, in Florence, could improvise an accompaniment for lute or
harpsichord. In 1584 Caccini married the singer Lucia di Filippo Gagnolanti (d
1593), by whom he had two daughters, (2) Francesca and (3) Settimia, who
also became singer-composers: the story that Caccini's betrothed was thus
rewarded for having been the unfortunate woman used by the Florentines to
test the sexual potency of Duke Vincenzo Gonzaga of Mantua prior to his
marriage to Eleonora de' Medici in the same year is almost certainly untrue.
In 1586 Caccini sang in a machine in the church of S Spirito for the wedding
of Virginia de' Medici and Cesare d'Este: he and his colleagues, playing
angels, were to perform the motet O benedetto giorno as they descended
from the cupola, but the others dried up out of terror and Caccini was left to
sing alone, earning himself the nickname ‘Benedetto giorno’. He also wrote a
solo song, /o che dal ciel farei cader la luna, sung by his wife in the fourth
intermedio for the festivities celebrating the marriage of Grand Duke
Ferdinando | de' Medici and Christine of Lorraine in June 1589.

Grand Duke Ferdinando's succession created difficulties for those artists and
other figures favoured by his elder brother, Grand Duke Francesco: Lucia was
dismissed, and even in 1588 the suggestion was made that Caccini might be
lured to Ferrara; the Ferrarese ambassador in Florence noted his skills as a
singer and player of the harp and lira da braccio (he also played the theorbo
and chitarrone), and also as a remarkable gardener. However, Caccini had
other protectors in Florence, including Bardi's ‘successor’ as the city's leading
music patron, Jacopo Corsi. In 1592 Caccini was acting as a secretary to
Bardi in Rome, although towards the end of that year he was singing and
teaching in Ferrara, returning then to Florence, where, in December 1592, he
was involved in a brawl with Antonio Salviati, the lover of one of his pupils.
This led to Caccini's being removed from the court payroll in July 1593; again
the Ferrarese ambassador suggested that Ferrara might make him an offer
(and Caccini attended the wedding of Carlo Gesualdo and Leonora d'Este in
February 1594), although Caccini himself contemplated moving to Rome.
Three Florentine noblemen offered him a salary of 300 scudi a year to stay in
Florence, and in summer 1595 Caccini was considering a similar offer from a
group of Genoese nobles (Piero Strozzi dissuaded him from accepting).
However, he remained based in Florence, sending occasional compositions
to patrons elsewhere (including Virginio Orsini in 1596) and attempting to
earn a living from teaching private pupils (including Francesco Rasi) and
nuns, as well as those sent to him from outside the city (e.g. by Cardinal
Federico Borromeo of Milan in 1598-9).

Caccini took advantage of the festivities for the wedding of Maria de' Medici
and Henri IV of France to re-enter the court payroll on 1 October 1600 with
his former salary of 16 scudi a month. He provided the bulk of the music for
the main entertainment, Gabriello Chiabrera's Il rapimento di Cefalo (some of



which was later included in Le nuove musiche), and also forcibly inserted his
own music into Ottavio Rinuccini's Euridice set by Jacopo Peri, on the
grounds that singers dependent on him should not sing Peri's music. Caccini
then rushed his complete setting of Rinuccini's libretto into print in December
1600, beating Peri by some two months (for illustration seeMarescotti,
Giorgio). The 1600 festivities were not a success, and Caccini seems to have
alienated Emilio de' Cavalieri, whose fortunes at the Medici court were on the
wane. Indeed, Caccini, Peri and Cavalieri (as well as Rinuccini) issued a
barrage of claims and counter-claims concerning their precedence in the
invention of new styles of lyrical and dramatic solo song.

Le nuove musiche was clearly part of this barrage. It was to have appeared
early in 1602 (the dedication to Lorenzo Salviati, ghosted by Michelangelo
Buonarroti il giovane, is dated 1 February 1601 stile fiorentino), but the death
of the printer, Giorgio Marescotti, delayed publication until July, by which time
Domenico Melli had brought out what became the first collection of monodies.
In the important preface to Le nuove musiche Caccini noted that his songs
had been composed at various times from the mid-1580s onwards, and had
been circulating in manuscript at the hands of unscrupulous performers who
knew nothing about graceful singing. He claimed the aesthetic high ground for
a style of song in which ‘one could almost speak in tones [‘favellare in
armonia’], employing in it a certain noble negligence of song [‘una certa nobile
sprezzatura di canto’]’ — the important term ‘sprezzatura’ derives from
Castiglione — and he also referred to new styles of canzonetta writing inspired
by the poetry of Chiabrera. He further commented on his use of the new style
in ‘the favolas which have been performed in song [‘rappresentate cantando’]
in Florence’. This is clearly misleading: his own Euridice was performed
complete only on 5 December 1602, and, for all his claims in the preface to
Nuove musiche e nuova maniera di scriverle, Caccini seems never to have
set to music Rinuccini's Dafne (the ‘first’ opera, of 1598, with music by Jacopo
Corsi and Peri).

In a report on the court musical establishment of 1603 the majordomo Enea
Vaini noted that Caccini was ‘most useful in the service of the music’, in part
because of his composing abilities but still more because of his concerto. This
was made up of his second wife (by 1604), Margherita di Agostino Benevoli
della Scala (probably a pupil of Vittoria Archilei), his daughters Francesca and
Settimia and his illegitimate son Pompeo; the group was something of a
counterpart to the earlier concerto di donne of Ferrara. In late 1604 the family
(together with a pupil) were invited to Paris by Maria de' Medici; they travelled
by way of Modena, Milan, Turin and Lyons and arrived early in 1605. The
queen requested a staging of Dafne (it is not known with whose music) which
never materialized, but Caccini's concerto, and especially Francesca Caccini,
met with great success. Plans to extend the trip to England did not come to
fruition, and the family returned to Florence in mid-1605.

Courtly service involved providing music for court entertainment (e.g. for a
comedy to be performed on 10 May 1604) and sacred festivities (Easter
music in Pisa in 1602, 1606, 1610 and 1614), composing songs (some were
sent to the Duke of Mantua on 1 May 1606 and in October 1609), teaching
both native and foreign pupils, dealing with other musicians, singing on
command and other services. Caccini was extensively involved in the
festivities for the wedding of Prince Cosimo de' Medici and Maria Magdalena



of Austria, teaching the music to the singers and probably writing the music
for at least the final ballo of the intermedi that accompanied the play // giudizio
di Paride by Buonarroti il giovane. He was also anxious to find husbands for
both his daughters — at one point Frescobaldi was proposed for Settimia, but
the negotiations fell through — and a position for his son. His house was a
focus for great singers: Sigismondo d'India (according to the preface of his
Musiche of 1609) had his songs performed there during rehearsals for the
1608 festivities, and in June 1610 the Neapolitan singer Adriana Basile, en
route to Mantua, stayed with him.

In 1614 Caccini published his second collection of songs, Nuove musiche d
nuova maniera di scriverle; the 1613 Fuggilotio musicale, once thought to be
by Caccini, is probably by giulio Romano (ii). The 1614 collection is dedicated
to Piero Falconieri, son of Paolo Falconieri who seems to have supported
Caccini in Rome (it is unclear when). Again there is a preface, which
elaborates on the concept of sprezzatura, further discussed in a letter of 6
September 1614 to Virginio Orsini enclosing a copy of the print (see Boyer,
1934). His personal disputes continued in 1615 with a quarrel with Ottavio
Archilei (son of the court singers Vittoria and Antonio Archilei) which led to
Caccini's house arrest (in via Gino Capponi). A stroke also damaged his
health: he was bedridden when he signed his will on 27 September 1617. By
this time Caccini had increasingly turned to gardening (a new fashion in
Florence) as a source of income, a subject of several letters from the last
months of his life. He signed a codicil to his will on 6 December 1618 and
died very soon after.

Caccini's widow, Margherita, lived until 1636, and his daughters Francesca
and Settimia continued to have distinguished careers. His son Pompeo was a
rake, a singer and a painter, who studied with Ludovico Cigoli: he combined
both arts in his involvement in the Rome premiére of Filippo Vitali's Aretusa
(1620), for which he painted the scenery and took the role of Alfeo. There
were at least five other children by both marriages: Dianora (a cripple),
Giovanni Battista, Giulio (who became a monk in 1615), Michelangelo and
Scipione (who sang at court in the early 1620s).

Caccini seems to have been a difficult, proud man, which is perhaps not
surprising given his efforts to climb through the social ranks by way of his art.
Like most of his contemporaries, he used his connections with the upper
classes to his advantage: Bardi and Corsi were genuinely supportive, and he
seems to have made a friend of the Benedictine abbot and poet Angelo Grillo.
Many supported Caccini's claims of having invented a ‘new music’, and of
having made a significant contribution to the Florentine recitative, including
Grillo (before 1602) and Caccini's likely pupils Severo Bonini (in the
dedication of his Madrigali, e canzonette spirituali of 1607 and the much later
Prima parte de' Discorsi e regole sovra la musica) and Antonio Brunelli (in the
dedication of his Canoni (1612), which also contains important biographical
details; see Hitchcock, 1973). Other musicians to mention him with praise
include Ottavio Durante, Filippo Vitali, Alessandro Piccinini, Vincenzo
Giustiniani, Pietro de' Bardi and G.B. Doni, and the poet Gabriello Chiabrera
wrote a moving epitaph. Only Pietro della Valle adopted a more critical tone.

Caccini: (1) Giulio Romolo Caccini
2. Works.



Although Caccini’'s name is inextricably linked with that of Peri in the creation
of the first Florentine operas and although his setting of Euridice was the first
such opera ever to be published, Caccini should primarily be viewed as a
composer of songs. His was above all a lyric gift, and it was through the
medium of song that he developed his novel style and laid claim to being the
inventor of musica recitativa. As such he occupies an important place in the
history of music, for he was not only in the vanguard of the development of
monody but preserved in it at the same time elements of improvisatory
embellishment and vocal virtuosity, without which Baroque music is
unthinkable.

Limiting himself for the most part to ‘music for a solo voice, to a simple string
instrument’, Caccini shaped the vocal part so as to ‘almost speak in tones’,
partly through a somewhat declamatory setting of the words, partly through a
very sensitive reflection of the poem's structure, and partly through a very
flexible approach to rhythm and tempo (one of the two aspects of his
Sprezzatura). The accompanying instrumental part he indicated as a bass
line but one conceived more as an underpinning of the voice than as a
melodic counterpart: in all three of his publications he explained this indirectly
(as the other aspect of sprezzatura) in terms of allowing ‘false’ intervals (i.e.
dissonances) between the voice part and the bass to go unresolved. The
bass was to be harmonized in an improvisatory manner on ‘the chitarrone or
another string instrument’. Caccini indicated the harmonies with the shorthand
method of figures that organists had developed earlier as a means of
doubling accurately the vocal parts of motets and other choral works (see
illustration). But in Caccini's songs there is only one vocal part, and the bass
is largely independent of it; thus he was one of the first to write a true basso
continuo, and in his songs the ‘pseudo-monody’ of the much earlier frottolists
and of composers nearer his own day (e.g. Luzzaschi) gave way to true
monody, with the vocal line largely sprung from its contrapuntal framework.

One of Caccini's proudest boasts was that his new style had more power to
‘move the affect of the soul’ (‘muovere I'affetto dell'animo’) than others — to
achieve, that is, the highest aim of music according to the thought of the
Camerata (and thereafter of the whole Baroque era). Another aim, however,
was to ‘delight the senses’, and in late 16th-century vocal music this was
often sought through various kinds of improvised ornamentation. Caccini
incorporated the most spectacular of these — passaggi (divisions, diminutions)
— into his monody but limited them mostly to accented syllables of the verse
and to cadences at the ends of lines of text. He thus brought the virtuoso's art
of embellishment into line with the Camerata's ideals of a speech-dominated
song, ‘speech’ in this case being equated with the accentual and structural
integrity of the poem.

In his preface to Le nuove musiche Caccini complained that other singers had
not followed his precepts for improvised ornamentation and that his songs
had been ‘tattered and torn’ by them. Accordingly, although his essay is full of
enlightening advice on how gracefully to elaborate a song, he actually wrote
out in the music of Le nuove musiche most of the embellishments formerly
improvised (seeSinging,fig.1), including not only passaggi but ribattute di
gola, cascate, gruppi, notes inégales and short decorative graces (if not trilli,
esclamazioni and decorated beginnings of phrases, which he left to the
judgment of the singer). This incorporation of much vocal ornamentation into



printed music was one of his great innovations, although he emphasized it
only in his 1614 collection, the ‘new way of writing it’ of the title meaning
‘exactly as it is sung’.

Caccini's two collections of monodic songs are based on two types of poetry,
madrigals and ‘arias’ (strophic canzonettas). Le nuove musiche contains 12
madrigals and ten arias, Nuove musiche e nuova maniera di scriverle 16
madrigals (one in four partes) and 13 arias (one in four and another in two
partes). Caccini cited specifically the madrigals Perfidissimo volto, Vedro 'l
mio sol and Dovro dunque morire as being among the first songs composed
in his new style (?mid-1580s). He remarked that later, after his return from
Rome (?71592), he applied the same style to settings of lighter canzonettas,
especially by Chiabrera (and he might have mentioned Rinuccini, many of
whose poems are found in the two collections). Not surprisingly, his poetic
preferences reflect the humanistic bent of the Camerata; more ‘modern’ poets
(such as Tasso and Marino) are represented hardly at all in his songs.

Caccini's madrigals are through-composed, with very little repetition of words
or phrases, although, as earlier madrigal composers had done, he often offers
a varied reprise of the final couplet. Not many are as free of passage-work as
the universally known Amarilli, mia bella; nor is its chromaticism (modest as it
is) specially typical of Caccini's style, which tends to be sweetly diatonic
throughout. Ironically but logically, so-called ‘madrigalisms’ are virtually non-
existent: Caccini was concerned with ‘il concetto, & il verso’ (the basic affect
and the poetic structure), not with imitative or symbolic devices. Naked
recitative — a declamatory vocal style, narrow in compass, over a static bass —
is limited to the beginnings of phrases and is not often found even there.

The majority of the arias differ very little stylistically from the madrigals. Only
three or four in the first collection, double that number in the second, are truly
‘airy’ — light, tuneful and rooted in dance rhythms. A few are among the
earliest examples of strophic variations, with different vocal music for the
several stanzas appearing over a repeated bass. The title-page of the 1614
collection singles out two ‘arie particolari’ for tenor voice with an extended
range going far down into the bass (g'-C), a technique not uncommon for the
period, and one which may be associated with the music ‘of unusual notes’
(‘di corde non ordinarie’) which Caccini sent to Mantua in 1606.

Caccini's mastery of intimate chamber monody was not matched by gifts as a
dramatic composer. Had his music for Il rapimento di Cefalo been more
successful it would surely have been printed (as was the drama itself, which
in fact was also published in French, the first ‘libretto’ to be issued in
translation). The only portion not lost is Chiabrera's final chorus, which
Caccini set as three florid solos flanked by two brief choruses; an assessment
of the entire work is impossible from this excerpt. On the other hand,
Caccini's Euridice can easily be compared with Peri's: though graceful
enough it lacks the variety, urgency and range of dramatic expression of
Peri's.

It is unclear to what extent Caccini composed for multiple voices. One of his
contemporaries mentioned songs by him ‘for one and more voices’, and
Amarilli was first published (in Antwerp) in a six-voice version (three-voice
arrangements also survive); other songs survive in three-voice contrafacta.
But Caccini himself, though claiming in 1602 more than 30 years of



contrapuntal study, nowhere mentioned having composed polyphonic music
apart from opera choruses. One unusual source for ten songs by Caccini
(four of them unica) is P.M. Marsolo's Secondo libro de' madrigali a quattro
voci (Venice, 1614; ed. in MRS, iv, 1973); besides polyphonic reworkings of
the songs, a monodic version of each is in the continuo partitura.

Thanks partly to his own self-serving propaganda from a position of influence
at the Medici court, but thanks also to his inventiveness as a singer and his
gifts as a teacher, Caccini was celebrated in his own day and well into the
17th century. His songs circulated widely even before they were published:
early manuscript versions (mostly without the ornamentation written out in the
published collections) are found today in several libraries; a manuscript in
Belgium (B-Bc 704), of Florentine provenance, includes many realizations of
the bass in lute tablature. As early as 1603 Amarilli was transcribed for
virginals by Peter Philips (after the six-voice version, not the 1602 print), and
in 1610 Robert Dowland included the same song, along with Dovro dunque
morire, in his Musicall Banquet, with realizations of the bass for lute. An
abridged English translation of the preface to Le nuove musiche was regularly
included in Playford's Introduction to the Skill of Music from 1664 to 1694. Le
nuove musiche was followed by a large number of similar collections of
monodic songs by other composers, and to this day few historical anthologies
of music are without at least one piece by Caccini.

Caccini: (1) Giulio Romolo Caccini
WORKS

stage

Title Libretti First Remarks
st Performanc

4th intermedio for La
pellegrina, for the marriage
of Ferdinando | and
Christine of Lorraine, B-Bc
704, I-Fn Magl.X1X.66; ed.
D.P. Walker, Les fétes du
mariage de Ferdinand de
Meédicis et de Christine de
Lorraine, Florence 1589, i
Paris, 1963/R

Serenissima donna, il cui gran nome Florence,

1590

opera, music mainly by J.
Peri; Euridice’s arias, some
of the shepherd’s and the
nymph'’s, 3 choruses (Al
canto, al ballo, Poi che gli
eterni imperi and



Sospirate, aure celesti) by

Florence,
Gran sala
delle

commedie,

Il rapimento di Cefalo

Rinucci opera: pubd (Florence,
ni 1600/R); ed. A. Coan
(Florence, 1980)

Florence,
Uffizi, 25
Oct 1608

songs

for 1 voice, continuo unless otherwise stated

Le nuove musiche (Florence, 1601/2/R); ed. in RRMBE, ix (1970) [1602]

Ahi, dispietato amor, come consenti (B. Tasso), 1602

Al fonte, al prato (F. Cini), 1614, A-KR L.64, B-Bc 704 (with bc realization in lute
tablature), I-Fc Barbera, Fn Magl.X1X.66

Amarilli, mia bella (A. Guarini), 1601° (ed. in Carter, 1988), 1602, 1610°" (with bc
realization in lute tablature), 16443 (as Amarilli mijn schoone); in J. Nauwach: Libro
primo di arie passeggiate (Dresden, 1623); arr. rec. in J.J. van Eyck: Der fluyten
lust-hof, i (Amsterdam, 1646); B-Bc 704 (with bc realization in lute tablature), GB-
Cfm 32.9.29 (arr, P. Philips, kbd; ed. in The Fitzwilliam Virginal Book (Leipzig,
1899/R), Lbl Add.15117 (as Miserere my maker, with bc realization in lute
tablature), Lbl EQ.3665 (arr. 3vv), I-Bu 177/IV (arr. ?3vv); for other sources and arrs.
see Carter (1988

A me che tanto v’amo (O. Rinuccini), in P.M. Marsolo: Secondo libro de' madrigali,
4vv (Venice, 1614), B-Bc 704, I-Fn Magl.XIX.66, MOe Mus.F.152-7 (inc.); ed. in
MRS, iv (1973)

Amor, io parto, e sento nel partire (G.B. Guarini), 1602

A quei sospir'ardenti (?Rinuccini), 1614

Ard'il mio petto misero (Chiabrera), 1602, B-Bc 704

Belle rose porporine (Chiabrera), 1602, B-Bc 704




Chi mi confort'ahimé, chi piu consolami, in |l rapimento di Cefalo, 1602, /-Fc
Barbera; see Stage

Con le luci d'un bel ciglio, 1614, B-Bc 704, I-Fc Barbera

Deh, chi d'alloro (Rinuccini), 1614

Deh, dove son fuggiti (Chiabrera), 1602

Dolcissimo sospiro (Rinuccini), 1602, B-Bc 704, GB-Lbl EQ.2971, Ob Tenb.1018, /-
Fn Magl.XIX.66

Dovrd dunque morire (Rinuccini), 1602, 1610~ (with bc realization in lute tablature),
B-Bc 704, GB-Ob Tenb.1018, /I-Bc Q140

Fere selvaggie (Cini), 1602, B-Bc 704 (with bc realization in lute tablature); I-Fn
Magl.X1X.66; MOe Mus.C.311 (inc.), ed. C. MacClintock, The Bottegari Lutebook
(Wellesley, MA, 1965)

Filli, mirando il cielo (?Rinuccini), 1602, I-MOe Mus. F.1527 (v only), GB-Ob
Tenb.1018

Hor che lungi da voi (Chiabrera), 1614, GB-Ob Tenb.1018

Ineffabile ardore, in Il rapimento di Cefalo, 6vv, 1602; see Stage

lo che I'eta solea viver nel fango (G. della Casa), 1614

La bella man vi stringo (G.B. Guarini), 1614

Movetevi a pieta del mio tormento, 1602, A-KR L.76 (as O Domine Jesu), B-Bc 704,
I-Fn Magl.XIX.66, different setting in /-Fc Barbera

Non ha 'l ciel cotanti lumi (Rinuccini), 1614, B-Bc 704 (with bc realization in lute
tablature), GB-Lbl Add.36877 (text and gui tablature), /-Fc Barbera, Fn Magl.X1X.30,
Fn Magl.X1X.66

Occhi armati di splendore (Chiabrera), B-Bc 704, |-Fc Barbera

Occhi nido d'amore, GB-Ob Tenb.1019

O che felice giorno (F. Rasi), 1614, B-Bc 704 (with bc realization in lute tablature), /-
Fn Magl.X1X.66



Odi, Euterpe, il dolce canto, 1602

Ohimé, begli occhi, e quando, 1614, Fc Barbera

Parlo, misero, o taccio? (G.B. Guarini), in P.M. Marsolo: Secondo libro de'
madrigali, 4vv (Venice, 1614), B-Bc 704, GB-Lbl Add.31440, Ob Tenb.1018, I-MOe
Mus.F.1527 (inc.); ed. in MRS, iv (1973

Perfidissimo volto (G.B. Guarini), 1602, B-Bc 704

Qual trascorrendo per gli eterei campi (pt of Ineffabile ardore, in Il rapimento di
Cefalo), 1602; see Stage

Quando vuol sentir mia voce (Chiabrera), /I-Fc Barbera, MOe Mus.F.1527

Se in questo scolorito (Rinuccini or Chiabrera), 1614

(

Se ridete gioiose (Chiabrera), 1614, 1614

Sfogava con le stelle (?Rinuccini), 1602, P.M. Marsolo: Secondo libro de' madrigali,
4vv (Venice, 1614), B-Bc 704, GB-Ob Tenb.1019, /-Fn Magl.XIX.66 (in index but no
music incl.), MOe Mus.F. 1526-7 (inc.); ed. in MRS, iv (1973

S'io vivo, anima mia, 1614

T'amo, mia vita, la mia care vita (G.B. Guarini), B-Bc 704 (with bc realization in lute
tablature), GB-Ob Tenb.1018, I-Fn Magl.X1X.66

Tua chioma oro (Chiabrera), 1614

Tutto 'l di piango e poi la notte quando (Petrarch), 1614

Vaga su spin'ascosa (Chiabrera), 1614, B-Bc 704

Vezzosissima Filli, in P.M. Marsolo: Secondo libro de' madrigali, 4vv (Venice, 1614);
ed. in MRS, iv (1973

Fuggilotio musicale (Venice, 1613), formerly thought to be by Caccini, is probably bygiulio Romano



(ii) (see Hitchcock, 1972)

Caccini: (1) Giulio Romolo Caccini
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Caccini

(2) Francesca Caccini [Francesca Signorini; Francesca
Signorini-Malaspina; Francesca Raffaelli; ‘La Cecchina’]

(b Florence, 18 Sept 1587; d after June 1641). Italian composer and singer,
elder daughter of (1) Giulio Caccini. She was the first woman known to have
composed opera and probably the most prolific woman composer of her time.

As the daughter, sister, wife and mother of singers, Francesca Caccini was
immersed in the musical culture of her time from earliest childhood. In
addition to training in singing, guitar, harp and keyboard playing, and
composition, she must have received a literary education, for she is known to
have written poetry in Italian and Latin. Along with her sister (3) Settimia and
her stepmother Margherita della Scala, she is assumed to have been one of
the ‘donne di Giulio Romano’ (Giulio Caccini) who performed in Jacopo Peri’s
L’Euridice and her father’s Il rapimento di Cefalo in 1600 and who dominated
the official chamber music of the Medici court in the first decade of the 17th
century. After 1611 this ensemble was replaced by a group described in court
diaries as ‘la sig.a Francesca e le sue figliuole’ (Francesca and her pupils),
who regularly performed chamber music for women’s voices until the late
1620s.

Francesca received her first independent job offer from Queen Maria de
Medici of France during her family’s sojourn at the French court in 1604-5.
Letters from her father Giulio Caccini suggest that Grand Duke Ferdinando |
of Tuscany refused him permission to accept on her behalf the offer of a
salaried position and a dowry of 1000 scudi. By late 1606 Giulio had
negotiated a position for Francesca with Princess Margherita della Somaglia-
Peretti, sister-in-law of Cardinal Montalto; this position, too, would have
included a salary, a dowry and the promise that a suitable husband would be
found. But in March 1607, after Francesca’s music for the carnival
entertainment La stiava had been described as ‘una musica stupenda’, Giulio
broke the contract. In November, at the order of Grand Duchess Christine of
Lorraine, Francesca entered the Medici’s service and married an
impoverished court singer, Giovanni Battista Signorini (on 15 November 1607
in S Maria Maggiore, Florence). With her dowry of 1000 scudi Signorini
bought in 1610 two adjoining houses in the via Valfonda near S Maria
Novella, where they lived until his death; their only child, Margherita (b 9 Feb
1622), became a singer and a nun.

From 1607 to 1627 Francesca served the Medici as a singer, teacher and
composer, becoming in the 1620s the highest-paid musician on the Medici
payroll. After her compositional début with La stiava, she contributed some or
all of the music to at least 13 more court entertainments. The most substantial
of these were Rinuccini’'s La mascherata delle ninfe di Senna (1611),
Buonarroti’s comedies La Tancia (1611), Il passatempo (1614) and La fiera
(1619), Ferdinando Saracinelli’s Il ballo delle Zingane (1615) and Jacopo
Cicognini’s Il martiro di S Agata (1622). Her one surviving opera, La
liberazione di Ruggiero dall’isola d’Alcina, was performed on 3 February 1625
at the Villa Poggio Imperiale in honour of the Polish Prince Wiadistaw’s visit
for carnival. In addition to her work as a composer, her court duties included



singing the Office for Holy Week services; singing at receptions given by the
grand duchess and archduchess; instructing the princesses, ladies-in-waiting
and at least one nun in singing; and teaching younger serving women singing,
instrumental performance and composition. In spring 1616 she travelled to
Rome in the retinue of Cardinal Carlo de’ Medici; in 1617 she and Signorini
toured Genoa, Savona and Milan, her virtuosity winning the praise of
Gabriello Chiabrera. During the 1623—4 winter season Francesca again
travelled to Rome in the entourage of Carlo de’ Medici, where he and the poet
G.B. Marino involved her in an improvising contest with singer-composer
Andreana Basile. Marino declared Caccini to have the deeper musical
knowledge, Basile to have the better voice and agility with passaggi.

In August 1618 Caccini published 32 solo songs and four soprano and bass
duets as Il primo libro delle musiche. One of the largest and most varied
collections of early monody, it seems to have been intended as a pedagogical
collection, as the table of contents reflects a common order for introducing
student singers to the genres of their art: sonnets, madrigals, arias,
romanescas, motets, hymns and canzonettas. A typically, 19 of the 36 works
set sacred texts, seven of them in Latin. Virtually all the songs are
constructed as strophic variations, even the sonnets and madrigals. Like her
father, Caccini had a gift for creating tuneful melodies; hers scrupulously
reflect both the underlying conceits and the surface technical details of the
poems. She rarely used such second-practice devices as unprepared
dissonances, chromaticism or difficult melodic leaps for expressive effect.
Instead, she relied on subtleties of phrasing and ornamentation and on
remarkably careful tonal planning to create highly nuanced close readings in
song. Her romanescas are especially noteworthy for their internal
transpositions of the familiar theme for expressive purposes. Her meticulous
notation renders the variety of Italian speech rhythms with rare precision and
grace, as well as representing fleeting shifts in intensity.

Caccini’s score for La liberazione di Ruggiero was published in 1625 under
the protection of Florence’s Regent Archduchess Maria Magdalena of Austria,
who had commissioned the work. La liberazione allegorically explores
women’s relationship to the wielding of power through a plot that pits a good,
androgynous sorceress in competition with an evil, sexually alluring sorceress
for control over a young knight, Ruggiero. Caccini’'s music uses both style and
tonal organization to distinguish between the women. Through-composed
stile recitativo sung in the ‘natural’ hexachord (though notated in the ‘mollis’)
characterizes the good sorceress, while ever looser variations on her opening
recitative and astonishing tonal excursions to the farthest points of both
‘mollis’ and ‘durus’ systems characterize the evil one. Further, the score
shows Caccini’s mastery of genre reference: canzonettas for three sopranos
(evoking the sound of the concerto delle donne tradition in which Francesca
had long worked) and elaborately ornamented strophic arias frame the lovers’
original happiness; unornamented stile recitativo marks serious exchanges
among principal characters, especially after the ‘liberation’; and five-part
madrigal style is used for the choruses of enchanted plants. The work has
been revived in Cologne (1983), Ferrara (1987), Stockholm (1990) and
Minneapolis (1991).

Soon after Signorini’s death, in December 1626, Francesca arranged to
remarry and leave Florence. On 4 October 1627 she married a Lucchese



aristocrat and patron, Tomaso Raffaelli; according to Banchieri she
simultaneously entered the service of a Lucchese banking heir, Vincenzo
Buonvisi. During the three years of her marriage Francesca may have
composed intermedii sponsored by Raffaelli’'s Accademia degli Oscuri. His
death in April 1630 left Francesca a wealthy landowner and the mother of a
son, Tomaso, born in autumn 1628. After nearly three years of quarantine in
Lucca during the plague, Caccini returned to Medici service in spring 1633;
her name appears regularly in the records of the grand duchess’s court until
late 1637. Contemporary letters indicate that she and her daughter
Margherita performed as chamber singers, that she taught singing to nuns
and that she composed and directed entertainments for the young Grand
Duchess Vittoria della Rovere. In January 1637 she refused to allow
Margherita to sing on stage in a commedia, arguing that such an appearance
might compromise the 15-year-old’s chances of an honourable convent
placement or marriage, and that by tarnishing the social position of her son it
would break the terms of Raffaelli’'s will. On 8 May 1641 Francesca left the
Medici’s service for the second time, armed with letters patent promising her
the lifelong protection of the Medici in reward for her long service and her
‘remarkable and fruitful virtuosity’. She may have died (or remarried) by
February 1645, when guardianship of her son passed to his uncle Girolamo
Raffaelli.

In her own time Francesca Caccini evoked mixed reactions. One
contemporary remembered her as ‘fiera e irrequeta’ (fierce and restless),
involved in a years-long feud with court poet Andrea Salvadori over his
alleged seduction of young singers. Yet correspondents of Michelangelo
Buonarroti described her as ‘always gracious and generous’ and as a woman
of rare wit. Her abilities as a singer, teacher and composer are universally
remembered as remarkable.

WORKS

dramatic
music lost unless otherwise stated

La stiava (torneo, M. Buonarroti il giovane), Pisa, 26 Feb 1607

La Tancia (incid music to commedia rusticale, Buonarroti), Florence, Palazzo Pitti,
25 May 1611, revived, Monasterio di S Miniato, May 1619; La pastorella mia from
Act 2.v in Il primo libro delle musiche, p.58

Il ballo delle Ziniane iballetto, F. Saracinellii, Florence, Palazzo Pitti, 24 Feb 1615

Canzonette in lode della Befana (A. Salvadori and Buonarotti), Florence, residence
of Cosimo Il, 6 Jan 1620




Pastoralina, Florence, 22 July 1620

Festina (Salvadori or Tadei), Florence, loggia of Lorenzo de’ Medici, 14 Sept 1623

La liberazione di Ruggiero dall’isola d’Alcina (commedia in musica, prol, 4 scenes,
Saracinelli), Florence, Villa Poggio Imperiale, 3 Feb 1625, revived, Warsaw, 1628
Florence, 1625), ed. in SCMA, vii (1945

Il martirio di S Caterina (Cicognini), Florence, Compagnia di S Antonio, carn. 1627

other vocal

Il primo libro delle musiche, 1-2vv, bc (Florence, 1618/R; 7 songs transcr. in Raney
1971
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(3) Settimia Caccini

(b Florence, 6 Oct 1591; d Florence, ¢1660). Soprano and composer,
younger daughter of (1) Giulio Caccini. According to Severo Bonini, she
established ‘an immortal reputation’, having ‘mastered to perfection the art of
singing’. She was taught to sing and compose by her father, and by 1600 was
performing at the Florentine court. Although not mentioned by name, she and
her elder sister (2) Francesca are undoubtedly the ‘figliuole’ of Giulio Caccini
who sang in Il rapimento di Cefalo in October 1600 for the marriage of Maria
de’ Medici and Henri IV of France. Four years later, at the invitation of Maria
de’ Medici, the Caccini family spent six months in Paris, performing at the
courts of Modena and Turin en route. It was once thought that Settimia went
to Mantua in 1608 to sing in Monteverdi’s L’Arianna but it is now known that
the singer was another Florentine woman. In 1609 she married Alessandro
Ghivizzani; both remained in Medici service until the following year. In
October 1611 they left Florence without permission for Lucca, where in 1613
they were recruited by Duke Ferdinando Gonzaga, and Settimia soon
became one of the highest-paid musicians at the Mantuan court. The couple
returned to Lucca in 1620 after her dismissal from Mantua, and in 1622 they
settled in Parma, where Settimia sang Dido in an infermedio and Aurora in
Mercurio e Marte (1628), both by Monteverdi. After the death of her husband
she returned to Florence. She is listed on the Medici payroll in December
1636, and a few months later sang in Giovanni Carlo Coppola’s Le nozze
degli dei. Of her own compositions only eight songs are extant (in /-Bc Q49
and CZ-Pnm ll-La.3) of which three appear also anonymously, or attributed to
‘Parma’ or ‘Ghivizzani’.
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Caccini, Orazio

(b 1548; f1 1577-85). Italian composer. The brother of Giulio Caccini, he
seems to have spent his career as a musician in Rome. According to Fétis he
was maestro di cappella of S Maria Maggiore, Rome, from 1577 to 1581 as
successor to G.M. Nanino; according to Kirkendale he served in the post for
just over a year. Alfieri named him as a member of the Roman



Congregazione dei Musici. He published Madrigali et canzonette (Venice,
1585), for five voices, which, as is clear from the dedication, was his first
publication.
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IAIN FENLON

Caceres, German

(b San Salvador, 9 July 1954). Salvadorian composer, conductor and oboist.
He studied with lon Cubicec and Esteban Servellon in El Salvador. He
received undergraduate (1973) and graduate (1978) degrees at the Juilliard
School of Music, where he studied oboe with Ronald Roseman and
composition with Stanley Wolfe. He also studied in New York with Julian
Orbon (composition) and José Serebrier (conducting). He received the
degree of Doctor of Musical Arts in composition from the University of
Cincinnatti (1989). He was principal conductor of the San Salvador Chamber
Orchestra (1979-84) and of the El Salvador SO (from 1985). Since his New
York début as oboist and composer at Carnegie Hall (1978) his works have
been performed in Ecuador, El Salvador, France, Germany, Guatemala, the
Netherlands, Honduras, Switzerland, the US and Venezuela. He received
fellowships and grants from the Guggenheim Foundation (1981), ‘Meet the
Composer, Inc.’ (1986, 1987 and 1990) and the Rockefeller Foundation
(1991). He has been commissioned to compose for the North and South
Consonance Ensemble (New York), the Cleveland Museum of Art, the
Organization of American States, the Guanajuato SO (Mexico) and the
Foundation of Contemporary Music (Puerto Rico).

WORKS

(selective list)

Orch: Yulcuicat, suite, 1973; Hp Conc., 1977; Pf Conc., 1981; Sym, 1983;
Diferencias, 1988; Vn Conc., 1989

Chbr: pf music; songs; music for solo insts
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LEONARDO MANZINO

Cachemaille, Gilles

(b Orbe, 25 Nov 1951). Swiss bass-baritone. He studied at the Lausanne
Conservatoire and in 1982 won three awards, including first prize in the



international competition held in Paris for the performance of French song.
That was also the year of his stage début in Rameau’s Les Boréades at Aix-
en-Provence, where over the following years he became a favourite. Among
his roles there have been Mozart’s Figaro and Leporello, which he sang on
the opening night of the festival’s 50th anniversary in 1998. He was a member
of the Lyons Opéra from 1982 to 1985, the year of his début at Salzburg. He
has subsequently sung in Vienna, Prague, Berlin and Frankfurt, as well as
most of the important centres in France and Switzerland. He sang in the world
premiére of Rolf Liebermann’s La forét in Geneva in 1987. In 1993 he made
his début with the Glyndebourne company in Berlioz’s Béatrice et Bénédict,
enjoying a more marked success as Leporello the following year. His other
roles include Papageno, Don Alfonso and Golaud, all of which he has
recorded. Throughout his career Cachemaille has maintained and developed
an active concert repertory, ranging from Bach’s Passions to Martin’s
Golgotha and Jedermann settings. He was also the bass soloist in the first
performance of Berlioz’s rediscovered Messe solennelle under Gardiner in
1993. A large number of recordings testify to his artistry as well as to the
pleasing quality of his voice.

J.B. STEANE

Cachino, Giulio.

See Zacchino, Giulio.

Cachua [kashwa, kjaswa, kaswa,
kachura, kashua, quoshwal.

A courtship circle-dance of the Bolivian and Peruvian Aymara Indians in
which fur- and feather-clad dancers imitate movements of animals (a totemic
vestige probably of Inca origin). Danced exclusively by adolescents, either
male or female may pursue a prospective object of his or her affections. Men
often sing amorous verses to which women may respond in kind, while the
bombo (bass drum), sicuri ensemble, guitar, charango and harp provide
instrumental accompaniment.

WILLIAM GRADANTE

Cadéac, Pierre

(b ?Cadéac; fl 1538-56). French composer and choirmaster. He was master
of the choirboys in Auch, Gascony, according to the title-page of his Missa
‘Alma Redemptoris’ printed by Du Chemin in 1556. He must have been in
Auch before this, however, for Bernard du Poey (Toulouse, 1551) mentioned
him in a poem about the collegium there. In fact Cadéac may have spent his
entire early life in Gascony, for he was probably born in the little seaport
whose name he bears. The publication of his masses and motets may be
viewed as part of a major attempt by the Parisian printer Du Chemin to
disseminate the sacred music of provincial masters, in competition, no doubt,
with the rival firm of Le Roy & Ballard, who in 1555 had brought out the most



important surviving source of Cadéac’s music, Petri Cadeac musici
excellentissima moteta, a book of 18 motets for four to six voices.

Cadéac’s secular music was already known in Paris and Lyons, where most
of his 11 surviving chansons were printed by Attaingnant and Moderne
between 1538 and 1541. The most famous composition attributed to him is
the celebrated chanson Je suis deshéritée, which served as the model for a
large corpus of parody pieces, including masses by Maillard, Lassus and
Palestrina, and chansons by Certon and Jacotin as well as a number of
anonymous chanson duos and trios. The chanson also appears as a
contrafactum Oure Father God Celestiall in an English manuscript (in GB-
Cfm). (It should be noted, however, that Je suis deshéritée is ascribed to
‘Lupus’ in its two earliest printed sources, but the numerous later books are
unanimous in assigning the piece to Cadéac.) His most widely disseminated
motet is the five-voice In trinitatis.

Cadéac’s fame seems to have travelled far. Several of his motets were
printed in Nuremberg, Strasbourg and Venice. Near the end of 1591, his
Missa ad placitum was copied in Madrid, where the Missa ‘Les hault bois’ was
also known. The inventory of the music sung in the Capella Rorantistarum in
Krakéw, compiled in 1572, shows that his music was sung there as well. The
considerable number of his masses and motets surviving in manuscript
scores in Fortunato Santini’s collection (in D-MUs) shows that interest in
Cadéac was revived during the 18th century.

In Neuber’s Cantiones selectissimae (RISM 1568), the 12-voice motet Regi
seculorum invisibili is attributed to Paulus Cadeac; it is impossible to
determine whether the ascription is a mistake or a careful reference to
another composer who is otherwise unknown.

Cadéac’s surviving music consists of 11 chansons, eight masses, one Credo,
four Magnificat settings and some 23 motets. The secular pieces (all for four
voices) reflect the conciseness, melodic stereotypes and chordal texture
associated with the Parisian chanson. Most are of a gentle character owing to
their slow, even rhythm, uncomplicated harmony, abundance of parallel 3rds
and 6ths, short phrases and unsophisticated contrapuntal gestures. The
masses and motets, in their use of imitation, short phrases, homorhythmic
groupings and concise harmonic bass lines, bespeak Cadéac’s predilection
for French rather than Flemish counterpoint.

WORKS

masses, mass movements and magnificat settings
Missa ad imitationem moduli Alma Redemptoris, 4vv (Paris, 1556)

4 other masses, 4vv; 1553, Missae duodecim cum quatuor vocibus (Paris, 1554);
1558"; Missa, I-Bc Q25

Magnificat, 4vv, 1557%; 3 Magnificat, 4vv, A-Wn 16245
motets

[18] Moteta, 4—6vv, liber primus iParis, 1555i



Doubtful: Regi seculorum, 12vv, attrib. ‘Paulus Cadeac’ in 1568
chansons

11 chansons, 4vv, 1538', 1538'°, 1538'°, 1539'7, 1540"" (also attrib. ‘Lupus’ in
1534, 1540"" (attrib. Le Heurteur in 1535°), 1541%%; 9 ed. in PAMw, xxiii
(1899/R), GMB, Cw, xv (1931/R), Ixi (1957), SCC ix (1994), xxiv (1992), xxv (1993),

XXVi i1993i
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LAWRENCE F. BERNSTEIN

Cadence

(Fr. cadence; Ger. Kadenz, Schluss; It. cadenza).

The conclusion to a phrase, movement or piece based on a recognizable
melodic formula, harmonic progression or dissonance resolution; the formula
on which such a conclusion is based. The cadence is the most effective way
of establishing or affirming the tonality — or, in its broadest sense, modality —
of an entire work or the smallest section thereof; it may be said to contain the
essence of the melodic (including rhythmic) and harmonic movement, hence
of the musical language, that characterizes the style to which it belongs. The
term was also used in France to denote various types of trill (also known as
tremblement) or turn (double cadence); see Ornaments, §8.

1. Types.
2. History.

W.S. ROCKSTRO, GEORGE DYSON/WILLIAM DRABKIN, HAROLD S.
POWERS/JULIAN RUSHTON

Cadence



1. Types.

In music of the tonal periods (Baroque, Classical and Romantic), it is useful to
distinguish between cadences on the basis of their varying degrees of
finality’, for example between those whose final chord is on the tonic and
those whose final chord is on some other degree of the scale, between those
whose chords are all in root position and those which contain at least one
inverted chord, and so on. A number of terms have been borrowed from
medieval modal theory (authentic, plagal, Phrygian), not always on a strictly
logical basis; there are also some cadences to which a number of names
have been applied as a result of the persistence of terms introduced by
theorists from the 18th century or earlier, and the translation of foreign-
language equivalents. The following discussion is intended to clarify the
meaning of the most important of these names as they are now used.

A cadence is said to be ‘perfect’ if it consists of a tonic chord preceded by a
dominant chord (V—I, normally both in root position); it is occasionally
stipulated that the final chord must have the tonic in the highest part. This is
also called an ‘authentic’, ‘final’ or ‘full’ cadence, or a ‘full close’ (Fr. cadence
parfaite, cadence authentique; Ger. Ganzschluss, vollkommene Kadenz; It.
cadenza perfetta, cadenza intera). The term ‘perfect cadence’ is extended in
some theoretical writings (chiefly American) to include what is more
commonly called a ‘plagal cadence’, one in which the tonic is preceded by the
subdominant (IV-I) or a subdominant with added sixth (Fr. cadence plagale;
Ger. plagale Kadenz, sometimes unvollkommene Kadenz; It. cadenza
plagale). A cadence whose final chord is prepared by subdominant and
dominant harmonies, as in ex.1, is sometimes called a ‘mixed’ cadence.

xl

An ‘imperfect’ or ‘half cadence, ‘semi-cadence’ or ‘half close’ (Fr. cadence
suspendue; Ger. Halbschluss; It. cadenza sospesa) ends on the dominant
and may be preceded by any chord. The simple succession |-V (ex.2) is
common; so are lIb-V and IV-V. The expressive qualities of the imperfect
cadence are illustrated in ex.3; within the space of seven bars of an aria there
are three imperfect cadences, each of which is approached by a different
chord. In American usage, ‘imperfect’ is sometimes applied to cadences
ending on the tonic whose chords are not in root position (also known as



‘medial’ or ‘inverted’ cadences), or whose upper parts do not end on the tonic;
only the terms ‘half cadence’ and ‘semi-cadence’ have the restricted meaning
of an ending on the dominant.

xl

Related to the imperfect cadence is the Phrygian cadence, which is
characterized by a diatonic approach to the final chord from an ‘upper leading



note’ (i.e. the second degree of the scale when it lies only a semitone above
the tonic). The more complicated — and more customary — use of this
cadence in 16th-century polyphony is illustrated by the ending of Palestrina’s
Jubilate Deo omnis terra (no.13 of the Offertoria of 1593). Ex.4a shows the
cadential parts alone, with the ‘upper leading note’ in the tenor and the
required suspension in the highest part. In ex.4b the other parts are also
shown; as the two cadential voices approach the octave e—e' the bass must
move down to A (or c¢) to avoid consecutive octaves with the highest part. In
the final resolution on e, the motion of the bass, if described in tonal terms,
resembles that of the plagal cadence (see above). In its simpler, more direct
form, the Phrygian cadence has the upper leading note and its resolution in
the lowest part. The chord progression shown in ex.5, which takes the place
of a slow movement in Bach’s Brandenburg Concerto no.3 in G, is one of the
many features of Renaissance compositional technique that survived in the
Baroque era; but in this context it is better to interpret it as an imperfect
cadence in E minor (the relative key of G major).

xl

In an ‘interrupted’ cadence, also known as a ‘deceptive’ cadence or ‘false
close’ (Fr. cadence rompue, cadence évitée, cadence trompeuse; Ger.
Trugschluss; It. inganno), the penultimate chord, a dominant or dominant 7th,
resolves irregularly, to some other chord than the tonic. This is most often the
submediant, but sometimes the flattened submediant, the subdominant
(usually in first inversion), the mediant (often with raised 3rd) or occasionally
the tonic with an added flat 7th (i.e. a dominant 7th of the subdominant key).
In Handel's Fugue in B minor for organ, the final cadence, shown in ex.6, is
‘interrupted’ by a subdominant chord with an added 6th. In later music,
particularly Wagner’s, the most common interrupting chord is the first
inversion of sharp subdominant (which may imply the dominant of the
dominant); this also occurs in Haydn.



American usage distinguishes a medial cadence, whose penultimate chord is
inverted, from a radical cadence, whose chords are in root position. In the
medial cadences given in ex.7, (a) and (b) are derived from the perfect
(authentic) cadence in C major, (¢) and (d) from the plagal cadence. The term
‘medial cadence’ is also sometimes applied to endings in plainchant and
modal polyphony that are not on the final of the mode.

xl

Cadence
2. History.

Whereas the notion of cadence in tonal music almost invariably implies
harmonic resolution (either from the dominant or towards the tonic or
dominant), until the 16th century cadences in polyphony were governed
entirely by linear considerations, primarily the descent by step to the final of
the prevailing mode, and secondarily the ascent by step to the final or the
octave above the final; often motion by step was replaced by the leap of a
3rd. In Gregorian chant the ending most frequently used is descent by step to
the final; the downward leap of a 3rd and ascent by a whole tone are also
common. Ascent by a semitone, although possible in F-mode chants, is
almost never found (the 13th-century Kyrie firmator sancte is exceptional in
this respect), though ascent by a 3rd (d—f) occurs in rare instances (e.g. in the
antiphon Vobis datum est). In the earliest forms of organum (11th—12th
centuries) the primary cadences consisted of direct or indirect resolution of
one perfect interval into another, namely a 4th or 5th into a unison or octave
(ex.8). The secondary cadences consisted of the resolution of an imperfect
interval into a perfect interval (i.e. the 3rd into a unison and the 6th into an
octave); these became the principal endings in two-part polyphony in the 13th
century. From about 1300 practically all cadences were based on the descent
by step of the tenor, with the resolution of the other parts dependent on the
interval each made with the tenor: the minor 3rd below normally resolved to
the unison, the major 3rd above to the 5th, and the major 6th above to the
octave (at cadence points, any major 3rds below or minor 3rds and 6ths
above would be sharpened in performance; see Musica ficta). This produced
a number of possible cadences in three parts, including the Phrygian cadence
(ex.9a), the so-called ‘double leading note cadence’ (exx. 9b—c) and a
cadence that contained consecutive 5ths (ex.9d); from the mid-14th century
the Landini cadence (ex.9e), whose upper part characteristically falls to the



sixth degree before rising to the octave, became the most important variant of
the ‘double leading note cadence’.

xl

xl

The earliest apparent precedents for triadic harmony occur in certain types of
cadential formulation prevalent in the 15th century. The movement of the
principal parts, the cantus and tenor, was still governed by the linear
resolution of intervals (now usually preceded by a dissonant suspension), but
the contratenor moved by leap more often than before. The configurations in
ex.10, all commonly found in music from Du Fay to Josquin, seem to
anticipate the perfect candence when viewed ‘vertically’, that is, as
successions of chords (see Randel). However, in linear terms (see Bent) they
are essentially no different from the progressions in ex.9, since from a
theoretical point of view they were still based on the tenor part; as late as
1529 the progression in ex.11 was described by Aaron in Thoscanello de la
musica as a cadence on E. An important contribution to cadence formation in
the Renaissance was the addition of the 3rd in the final chord; until about
1750 it was normally sharpened in minor-mode compositions, so that almost
all pieces ended on a major triad (see Tierce de Picardie).

xl

Even in late Renaissance theory, cadences were still viewed as contrapuntal
or melodic occurrences; for Zarlino (Le istitutioni harmoniche, 1558) the
cadenza perfetta was the resolution of two parts to the octave, and the
cadenza imperfetta (sfuggita) the resolution to the 3rd (10th) or 5th (12th).
Early in the 18th century the distinction between cadences on the tonic and
on other degrees, as well as between perfect and plagal, was made on the
basis of harmonic progression; the notion of an interrupted cadence was also
introduced at this time. In France the perfect cadence was called a cadence
parfaite, the plagal a cadence imparfaite (Rameau used the term cadence
irreguliere); in Germany vollkommene Cadenz and Ganzschluss were used
for the perfect cadence, unvollkommene Cadenz, Halbschluss (or halbe
Cadenz) and Trugschluss for plagal, imperfect and interrupted cadences.
Rameau postulated that a cadence consisted in the resolution of a



‘characteristic dissonance’ present or implied in the penultimate chord. If the
characteristic dissonance lay a 7th above the real bass, its resolution was
called a cadence parfaite (ex.12a); if it lay a 6th above (‘sixte ajoutée’; see
Added sixth chord), its resolution was called a cadence irreguliére (ex.12b).
Thus the progression I-IV-I-V-I, according to Rameau, would be analysed
as a series of cadences parfaites (I-IV and V-I) and cadences irregulieres
(IV-1 and 1-V), that is, independently of a larger tonal function (the bracketed
pairs of notes in ex.12¢ are the imagined characteristic dissonances together
with their respective resolutions).

xl

In Classical music, which is built to a great extent on the principle of
antecedent and consequent phrases, cadences took on a structural
significance on all levels of composition. Moreover, cadence formations
became so standardized that they could be used, for rhetorical effect, even in
positions other than endings. In some of Haydn’s quartets, for instance, a
homophonic cadential progression is stated at the very beginning of the first
movement (ex.13). The trio section from the minuet of Mozart’s ‘Jupiter’
Symphony (ex.14) begins with a perfect cadence answered by a contrapuntal
passage, thus reversing the normal roles of ‘activity’ and ‘repose’ within a
phrase. In the opening of Beethoven’s Symphony no.1 (ex.15) the first two
chords could be heard initially as a perfect cadence in F, until the next two
chords are played; these, in turn, can be analysed as an interrupted cadence
whose ‘resolution’ takes the form of an imperfect cadence in the third pair of
chords.

xl




The expansion of the sonata in 19th-century instrumental music, and
especially the development of musical continuity in German Romantic opera
(Wagner’s ‘unendliche Melodie’), brought to the interrupted cadence a
structural significance that had hitherto been the exclusive property of the
perfect and imperfect cadences (ex.16). By contrast Richard Strauss, whose
opera acts and tone poems were through-composed but were nevertheless
subdivided by cadence-points, developed a kind of counterpart to the
interrupted cadence, in which the penultimate dominant 7th was replaced, or
separated from the tonic, by some other chord (ex.17). Resistence to the
clear V-l is common in this period, in the works of composers as diverse as
Elgar and Debussy. In a composition foreshadowing atonality, the final
movement of his String Quartet no.2, op.10, Schoenberg prolonged a

dominant (CD} harmony (bars 128—133) but resolved it obliquely on to C
major; the approach to the final tonic, 20 bars on, is similarly indirect (ex.18).

xl

The development of cadences in the 20th century was a matter of
embellishment rather than of inherent structural change; in the cadences of
post-tonal composers such as Stravinsky and Hindemith there was a return to
the principle of linear progression in all parts (ex.19). Stravinsky’s chorale-
endings similarly depend on a linear approach to the final resting-place, with
the last chord a clearly-voiced dissonance (Symphonies of Wind Instruments).
Music based on repetitive patterns may end by breaking the pattern, a
favourite device of Stravinsky (as in The Rite of Spring).



In rigorously non-tonal music the principles of suspension, resolution,
functional harmonic progression and even melodic formula may no longer
apply and the sense of an ending is instead achieved through rhythm,
dynamics and other variables such as instrumentation. Some 12-note
compositions nevertheless contrive to end on a triad (Schoenberg’s Ode to
Napoleon) or a clearly voiced harmony (Schoenberg’s Piano Concerto). Each
of these endings is an emphatic tutti, with ritardando; similar rhetorical means
are employed in Schoenberg’s Variations for Orchestra, op.31, whose last

chord contains eleven pitches (lacking only C[t which is sounded alone as a
penultimate). Quiet endings also provided ways of avoiding cadential
formulae. In Mahler’'s Ninth Symphony the etiolated plagal cadence
contributes less to finality than do harmonic immobility, texture and the
incursion of silence; with less orthodox harmony, the celebrated ending of
‘Neptune’ in Holst’'s The Planets employs an alternation of unconventionally
related chords fading into inaudibility (ex.20). An atonal example of similar
rhetorical character is Boulez’s Le marteau sans maitre.
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See Feminine ending.

Cadener, Johann.

See Cadner, Johann.

Cadent.

See Ornaments, §6.

Cadenza

(from It.: ‘cadence’).

A virtuoso passage inserted near the end of a concerto movement or aria,
usually indicated by the appearance of a fermata over an inconclusive chord
such as the tonic 6-4. Cadenzas may either be improvised by a performer or
written out by the composer; in the latter case the cadenza is often an
important structural part of the movement. In a broad sense the term
‘cadenza’ can refer to simple ornaments on the penultimate note of a
cadence, or to any accumulation of elaborate embellishments inserted near
the end of a section or at fermata points. (See also Improvisation, §IV.)
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Cadenza
1. Introduction and early history.

The term ‘cadenza’ first appeared shortly before 1500 as a synonym for the
Latin ‘clausula’, meaning conclusion (the Latin word ‘cadentia’ came into use
later). Both terms are derived from cadere (‘to fall’) and originally referred to a
descending melodic line before the final note of a section (ex.1). Unlike
modern English, none of the Romance languages or German offers a
phonetic distinction between the word for cadence and that for cadenza. As
early as the 16th century some Italian treatises tried to distinguish between
those cadenzethat corresponded to incisions in language and therefore
belonged to the Ars Libera Grammar (cadences), and those cadenze that
corresponded to the ornaments of speech and thus belonged to the Ars
Libera Rhetoric (cadenzas). Nonetheless, attempts to clarify the term’s
meaning are difficult on the basis of Renaissance and Baroque theoretical
writings. It was probably J.-J. Rousseau (Dictionnaire de musique, 1768) and
his English translator William Waring who first used the Italian word cadenza
for fermata embellishments and the French cadence for harmonic
progressions at the ends of phrases or sections. Although in France
Rousseau’s terminology was only rarely followed, 19th-century English writers



adopted the convenient distinction, and it has since become generally
accepted in English-speaking countries.

xl

Among the first theorists to use the term ‘cadenza’ for embellished endings
was Pietro Aaron (Thoscanello de la musica, 1523); 12 years later Sylvestro
di Ganassi included examples of such cadenzas in his Opera intitulata
Fontegara (1535; ex.2). Non-Italian authors of treatises on diminution and
ornamentation, such as Bermudo, Tomas de Santa Maria, Ortiz and Fink,
knew similar ornamented endings, but did not use the term ‘cadenza’ to
describe them. The tendency to elaborate or ‘colorate’ the penultimate note of
endings is apparently as old as the art of discant itself. As early as the 13th
century clear references may be found to a ‘point of organum’ (punctus
organicus) on the penultimate, which provides a florid, cadenza-like passage
at the end of a piece of discant. In his Ars cantus mensurabilis Franco of
Cologne wrote that ‘the equivalence in the perfections of longs, breves, and
semibreves ought always to be borne in mind, ... counting both actual sounds
and their omissions as far as the penultimate, where such measure is not
present, there being rather a point of organum here’ (Coussemakers, i, 133;
trans. in StrunkSR1, 156). Jacques de Liege also referred to ‘uncertain
measures’, such as those ‘in the floreation on the penultimate, where over a
single note in the tenor many are sounded in the discant’ (Coussemakers, ii,
385). In fact, an early designation for the fermata, that of Tinctoris, was
punctus organi or ‘point of organum’ (see Warren, 1974).

xl

The ‘ornamented cadence’ (cadenza fiorita) brought a certain brilliance to the
ending of a piece; further, the concentration of embellishments at the end
enabled composers to relieve the melodic line of excessive fioriture. Later
these reasons became more important, when, for example, composers had to
meet the increasing demands of famous singers eager to show their technical
prowess. The inclusion of specific opportunities for virtuoso display permitted
composers to avoid having the rest of their compositions spoilt by the liberties
taken by performers of questionable compositional talents. Many composers,
unsure of performers’ good taste and improvisational skill, wrote out their own
cadenzas. Caccini, as early as 1589, supplied an alternative version of the
cadenza on the penultimate note in /o che dal ciel cader (the fourth
intermedio for La pellegrina). He also wrote embellished endings for his own
melodies in his Euridice (ex.3); the penultimate note of this example may
have been sung with the addition of a trillo, gruppo, or some other ornament
chosen by the performer. Peri praised the singer Vittoria Archilei in the
preface to his Euridice because she embellished his music ‘with those
attractive and gracious ornaments which cannot be written down’. Until the



19th century embellishments were expected to be improvised by most
performers, and if not they were written out; Italian composers of the 17th and
18th centuries rarely ventured to specify all the embellishments they
considered appropriate. But they sometimes felt the need to demonstrate how
such ornamentation should sound. Monteverdi, for example, wrote both an
unembellished and an embellished version of ‘Possente spirto’, the famous
preghiera in Act 3 of L’Orfeo. The melisma with which the end of the first
stanza is approached has an improvisatory character (ex.4).

xl

As early as 1585 Giovanni Bassano’s treatise Ricercate, passaggi et cadentie
per potersi essercitar nel diminuir discussed how to invent cadenzas and
provided examples. Cadenzas in 16th-century instrumental music, outside
treatises, resembled those used in vocal music; for example, the cadenzas on
penultimate notes in the lutebook of Hans Neusidler (1536) often resemble
contemporary vocal endings in which melismatic embellishments were
inserted between two full closes, repeating the last word or words. In vocal
music diminutions or fioriture were often used to emphasize certain words,
sometimes the final ones of the text; although inserted at points other than at
cadences, they came to be called ‘cadenzas’.



Cadenza
2. The Baroque period.

Praetorius’s discussion (Syntagma musicum, iii, 1618) of ‘Cadentien und
Passaggien’ often refers to what are now called word-painting
embellishments. Another use of the term is found in the preface to
Frescobaldi’s Toccate e partite d’intavolatura di cimbalo et organo ... libro
primo (1615); he wrote: ‘[As for] cadenzas, even though they may be written
in fast notes, it is best to play them quite slowly; and in the approach to the
end of [an embellished] passage or cadenza, the tempo should be slower
still’. It seems that Frescobaldi understood by ‘cadenze’ accumulations of
embellishments near any cadence rather than merely at ornamented endings
of sections or whole pieces.

In the course of the development of opera in the late 17th and early 18th
centuries the popularity of virtuoso singing increased considerably, and with it
the importance of improvised embellishment. Final cadenzas became
common towards the end of the century, when they were indicated by the
words ‘solo’, ‘tenuto’, ‘ad arbitrio’, by a rest (sometimes as little as one beat),
or by a fermata. In Alessandro Scarlatti’s early operas places for cadenzas
can be found, but they are clearer in operas written after about 1715; even
then not every aria allowed the insertion of a cadenza. In da capo arias the
usual place for the insertion of a cadenza was just before the final cadence of
the first section. Probably it was intended that a cadenza be performed only in
the da capo of that section, but often a place for a cadenza is also found at
the end of the middle section (and sometimes there only). P.F. Tosi, himself a
virtuoso singer, condemned the excessive ornamentation in which some
singers indulged. Referring specifically to the cadenza, he wrote in his
Opinioni de’ cantori antichi e moderni, 1723 (Galliard’s translation, 1742):

Every Air has (at least) three Cadences, that are all three final.
Generally speaking, the Study of the Singers of the present
Times consists in terminating the Cadence of the first Part with
an overflowing of Passages and Divisions at Pleasure, and the
Orchestre waits; in that of the second the Dose is encreased,
and the Orchestre grows tired; but on the last Cadence, the
Throat is set a going, like a Weather-cock in a Whirlwind, and
the Orchestre yawns.

No doubt Tosi’s opinions would have sounded old-fashioned in 1723, and
regrettably he gave no guidance in the execution of what he considered an
acceptable cadenza. A few samples of actual cadenzas have survived as
insertions in manuscript scores. The cadenzas sung by Farinelli in
‘Quell’'usignolo’ from Giacomelli’'s Merope (1734; see Brown, 1984) would
surely have met with Tosi’s disapproval. More to his taste, possibly, would
have been the cadenzas added to a manuscript score of Handel’s opera Poro
(1731). They appear at the final cadence of the first section of Alessandro’s
aria ‘Vil trofeo d’'un alma imbelle’, and are written on blank instrumental
staves above the voice part; presumably the first was sung at the first
statement, and the second at the da capo (ex.5). Cadences at which such
embellishment was expected are often marked ‘adagio’; reduced scoring at
this point not only highlights the display of vocal virtuosity but also helps to
avoid problems of ensemble.



The terminological confusion surrounding cadenza-like passages in
instrumental music of the late Baroque is caused in part by a lack of
consistency in the sources themselves, in part by a 20th-century desire to
identify the antecedents of the classical concerto cadenza, and in part by a
tendency to use the term ‘cadenza’ loosely to describe any passage of
virtuoso figuration that occurs in the vicinity of a cadence.

Torelli used the term Perfidia to describe three passages (n0s.65-7 in
Giegling’s catalogue) in which two violins engage in brilliant figurations above
a sustained pedal in the bass. (The authenticity of the first has been
questioned, and the second and third are part of the same composition.) The
term has been used to describe similar passages in the music of Corelli and
Vivaldi, such as the conclusion of the second movement of Corelli’'s Sonata
op.5 no.3 (ex.6).

xl

Locatelli applied the term Capriccio to the virtuoso passages for solo violin
that conclude the outer movements of each of his 12 concertos op.3. (In 18 of
the 24 capriccios he used the word ‘cadenza’ to indicate an improvised
embellishment of the final cadence in the capriccio.) Similar passages are
found in the concertos of Vivaldi, who often preceded them with the
instruction ‘Qui si ferma a piacimento’, thus confirming their optional status



(see illustration from rv212a). J.S. Bach made his transcription for organ
bwv594 not from the printed version of Vivaldi's op.7/ii no.5 (rv208a) but from
the version found in D-SWI Mus.ms.5565 (rv208), whose first and last
movements each contain additional cadenza-like passages that are not
present in the printed edition. The passage in the last movement is clearly of
the capriccio type: a final’ ritornello in the tonic is followed by a virtuoso solo
section of 104 bars, which is rounded off by a seven-bar tutti. Bach’s most
famous ‘cadenza’, in the first movement of the fifth Brandenburg Concerto,
should probably be seen as part of this capriccio tradition, rather than as an
antecedent of the classical cadenza.

The ‘true’ cadenza was characterized not only by its placing (within a
structural cadence), but also by its clear articulation (often by means of a
fermata), and by its rhapsodic, improvisatory character. (The common rule,
often cited with reference to cadenzas for voices or wind instruments, that the
length of a cadenza should not exceed what can be sung or played in one
breath, cannot have been applied rigidly.) In Bach’s concertos, cadenzas of
this kind appear in the Violin Concerto in E (bwv1042; first movement), and in
the Concerto for Flute, Violin and Harpsichord (bwv1044; finale).

In French music of the 16th and 17th centuries the practice of diminution
developed mainly in the couplets of the air de cour, by such composers as
Antoine Boésset and Etienne Moulinié, and in lute music; but no special
accumulation of embellishments towards the end of a piece can be observed.
Mersenne (Harmonie universelle, 1636—7) described the vocal counterparts
to instrumental ‘tremblements’ (trills) as ‘cadences’, and the terms
‘tremblement’ and ‘cadence’ became interchangeable. French methods of
vocal embellishment seem to have been little influenced by Italian ones. After
Lully the realization of melodic ornaments and their written indication by
French composers apparently permitted neither the alteration of pitches nor
that accumulation of embellishments towards the end of a section from which
the typical fermata embellishment of the Italian high Baroque aria evolved.

French theorists continued to be vexed by the double meaning of the word
‘cadence’, which was used for harmonic closes as well as for trills on the
penultimate note. Brossard (Dictionaire de musique, 1703), for example,
argued against the latter: ‘Cadence, in Latin clausula, means to close a
melody and its harmony in a proper way [i.e. cadence]. This is what we
should call cadence, and not what we French do who call a trill cadence’. The
misuse of the term ‘cadence’ was also noted by M.P. de Montéclair (Principes
de musique, 1736), who spoke of the ‘tremblement ... que les Francais
appellent par corruption cadence’. Later, Quantz could observe in Paris that
in pieces in the French style, by contrast with those in the Italian, ‘hardly
anything can be added to what the composer has written’. The insertion of
cadenzas in French 18th-century music was evidently restricted to works in
the Italian manner.

Cadenza

3. The Classical period.

The art of improvised embellishments flourished in Italian and Italian-
influenced music in the second half of the 18th century even more than in the

first half. The cadenza was considered an embellishment, and the ability to
invent one was reckoned an indispensable part of the equipment of any



virtuoso who hoped to satisfy the listener's expectations. Under normal
circumstances no soloist could afford to leave out a cadenza when a fermata
appeared in a recognized context.

Cadenzas in the 18th century occupy the penultimate position in the musical
structure. They precede the final tutti of a concerto movement or aria, and are
almost always indicated by a fermata above the 6-4 chord over the dominant
scale degree immediately preceding a perfect cadence. Some concertos
specify a cadenza in each movement, though the trend in the later 18th
century was towards one or at most two per work. Mozart’s Clarinet Concerto,
exceptionally, calls for no such elaboration of a 6-4 chord.

Cadenzas are sometimes indicated in movements of solo or chamber works.
Nine of Haydn'’s string quartets require the first violinist to improvise a
cadenza for the slow movements (more than half of these occur in the set
op.9, composed in 1768-9), and cadenzas are also required in the slow
movement of three of his earlier keyboard sonatas. Mozart asked for a

cadenza in the slow movement of his Duo in B[Efor violin and viola (k424), but
more often he wrote them into his solo and chamber music: there is a
‘cadenza’ written into the finale of the Violin Sonata in D k306 (1778), and a

‘cadenza in tempo’ for the finales of the Piano Sonata in B[Ek333 (1783) and
the Piano Quintet k452 (1784). Related to the ‘cadenza in tempo’ and also
dating from the early 1780s is the written-out elaboration of the 6-4 chord not
specifically identified by the composer as a ‘cadenza’ but nevertheless
fulfilling its function: examples are found in the slow movements of Haydn’s
Keyboard Sonata hXVI:39 (1780) and Quartet op.33 no.5 (1781), and the first
movement of Mozart’s Quintet in C k515 (1787). Originally, the first number of
Die Zauberfléte was to have ended with a cadenza for the Three Ladies.

An improvised embellishment of a different order consists of a brief
elaboration, usually of a dominant chord, to connect the end of one section
with the beginning of the next; the sign for it is a fermata over that chord. J.A.
Hiller called this an ‘Ubergang’ in his Anweisung zur Singekunst in der
deutschen und italienischen Sprache (1773), but the word Eingang
(‘introduction’ or ‘lead-in’), used by Mozart in a letter of 15 February 1783, has
become the standard term. Where composers wrote out a series of
Eingéngein the course of the movement, rather than leave their execution to
the soloist, they would vary them, usually by making them increasingly
elaborate (see, for instance, the finales of Beethoven’s third and fourth piano
concertos). Eingédnge are commonly found before the reprise of the main
theme in rondo movements in concertos, but can also occur in chamber and
solo contexts, for example in the slow movements of Haydn’s quartets op.17
no.3 and op.20 no.6 (both marked by a fermata), and the finale of Mozart’s
Sonata in D k311 (fully written out).

The rules for the construction of cadenzas given in Tartini’'s Traité des
agréments (1771) seem to have been widely followed and resemble in
principle those given for singers: cadenzas may start with a swelling note (for
singers, a messa di voce), passaggi or a trill, succeeded by metrically free
notes of smaller value and then a high note that may be identical with or
followed by the highest note in the piece; the melodic peak is usually soon
followed by the soloist’s final trill. This basic form stood throughout the 18th



century in Italy, and for much of it elsewhere; but the freedom given to
performers, when abused, sometimes led to monstrosities.

P.F. Tosi was one of the more outspoken opponents of the presumption of
singers. His Opinioni de’ cantori antichi e moderni (1723; see §2) allows for
the insertion of at most one cadenza into an aria, and then only towards the
end of the da capo section, so that the audience would know when the aria
was coming to an end; otherwise only modest embellishments might be
included. A cadenza should, moreover, not break the metre. J.F. Agricola’s
Anleitung zur Singekunst (1757), an edited German translation of Tosi’s
Opinioni, expressed a different opinion in a footnote, commenting that this
excessively narrow restriction was usually ignored, but he agreed that many a
singer spoilt an otherwise well-performed aria by the inclusion of excessively
long or absurdly designed cadenzas. From the numerous complaints
registered by 18th-century writers, one may infer that not only singers but also
instrumentalists often extended their final cadenzas to excessive lengths;
Tosi’s near-contemporary Benedetto Marcello (in // teatro alla moda, 1720)
mocked the ‘cadenze lunghissime’ of the ‘virtuoso di violino primo’.

Cadenzas were also discussed in detail by German theorists and singing
masters working in German-speaking countries. Quantz described them at
length in his Versuch einer Anweisung die Flbte traversiere zu spielen (1752,
chap.15, ‘Hauptstlck’), while C.P.E. Bach’s Versuch dber die wahre Art das
Clavier zu spielen (1753) discussed them under the rubrics ‘Aufgehaltene
Schlusscadenzen’ and ‘Fermaten-Auszierungen’. (75 of Bach’s cadenzas
survive in a single fascicle identified as item 264 in Helm’s thematic
catalogue; three-quarters of these are for his own keyboard concertos.) Both
Quantz and Bach were more cautious in their recommendations than Hiller,
who seems to have been the only well-known German theorist to abandon
the principle that a singer’'s cadenza should be capable of being executed in a
single breath. G.B. Mancini, a singing teacher at the imperial court in Vienna
and one of the most important authorities on the Italian singing tradition,
recognized that the one-breath rule was often broken, as he demanded in his
Pensieri, e riflessioni pratiche sopra il canto figurato (1774) that a singer have
the ‘correct judgment’ to ‘escape the embarrassment occasioned by
shortness of breath ... for he might find himself ... unable to perfect the
cadenza with a trill’.

Mancini touched on another important question concerning cadenzas, namely
the relationship of improvised passages to the thematic material. ‘“This same
judgment’, he wrote, ‘should lead the singer to choose a motif from the
cantilena of the ... aria.” On this matter there was no uniformity of opinion
during the 18th century. Quantz suggested that a singer who could not think
of something new with which to begin a cadenza should choose instead one
of the most attractive motifs from the aria and build a cadenza from it. If the
record of the century’s greatest composers is anything to go by, J.S. Bach,
his sons, Haydn and Mozart all composed non-thematic cadenzas (exx.7 and
8 show alternative non-thematic vocal cadenzas by Haydn and Mozart), and
only from about 1779 onwards do Mozart’s cadenzas begin to quote or
develop thematic material from the concerto to which they belong.






The most comprehensive theory of the cadenza in the 18th century is found in
D.G. Turk’s Clavierschule (1789). Turk also lamented the practice of making
inordinately lengthy cadences that often had little to do with the piece they
were meant to embellish, with the result that the piece became ‘cadenza-ed
away’ (wegkadenziert). To remedy this he drew up a list of ten rules
governing cadenzas, which may be summarized as follows: 1. The cadenza
should reinforce the impression made by the composition by providing a brief
summary of it; this may be achieved by weaving some of the important ideas
from the piece into the cadenza.

2. The cadenza should not be difficult for its own sake, but rather contain
thoughts that are suited to the main character of the composition.

3. The cadenza should not be too long, especially in sad compositions.

4. Modulations should be avoided or used only in passing, and should never
stray beyond the main keys established in the piece.

5. The cadenza, in addition to expressing a unified sentiment, must have
some musical variety to maintain the listener’s interest.

6. Ideas should not be repeated, either in the same key or in different keys.
7. Dissonances, even in single-voiced cadenzas, must be properly resolved.
8. A cadenza need not be learnt, but should show ‘novelty, wit and an
abundance of ideas’.

9. In a cadenza the performer should not stay in one tempo or metre too long,
but should give the impression of ‘ordered disorder’. A cadenza may be
usefully compared to a dream, in which events that have been compressed
into the space of a few minutes make an impression, yet lack coherence and



clear consciousness.

10. A cadenza should be performed as though it had just occurred to the
performer. Nevertheless, it is risky to improvise a cadenza on the spot, and
much safer to write it down or at least sketch it in advance.

The absence of ‘authentic’ cadenzas to six of Mozart’s most frequently
performed concertos is probably the main reason for our historical and
theoretical concern with the cadenza. Turk’s rules concur remarkably well
with Mozart’s surviving cadenzas, but they are not sufficiently detailed to lead
the performer in the direction of a ‘Mozartian’ cadenza. The best models for
the missing cadenzas are, of course, Mozart’s surviving cadenzas, and these
have been analysed in a number of ways: thematically, formally and in terms
of part-writing structure. Recent scholarship suggests that the Schenkerian
concept of ‘composing out’ by various techniques of ‘prolongation’ is a useful
modelling tool (Swain, 1988; Drabkin, 1996); the notion of cadenza as
prolongation, already part of its definition, gains in credibility when one
considers that Mozart often expanded an early cadenza when reviving the
work in concert (see especially the surviving cadenzas to the first two
movements of k271).

In defiance of the spirit of the 18th-century concerto, performers today almost
always play Mozart’s cadenzas (if these survive), rather than invent their own
at the end of a concerto movement; where more than one cadenza exists for
a particular movement, they prefer the later (or latest) one. In these respects
they are generally supported by musicologists, who hold Mozart’s cadenzas
to be canonical; as a result, the cadenza is already familiar to the audience
before they hear a single note of it, rendering Turk’s rule no.10 irrelevant.
Given the demise of the composer-performer in the 20th century, this
situation is likely to prevail for some time.

Cadenza
4. Beethoven and the 19th century.

Beethoven’s concerto cadenzas comprise two classes: early essays, from
about 1795 to 1800, for which only sketches or rudimentary drafts exist, and a
canonical set of some dozen cadenzas written out around 1809 for his pupil
Archduke Rudolph. The sketch papers include a cadenza for an unknown

keyboard work in G major, and substantial drafts of three cadenzas for the B[E
piano concerto (no.2) and two for the C major (no.1). These early examples
show that Beethoven, like Mozart, liked to quote an important idea — usually
the principal second-group theme — in the middle of the cadenza; unlike
Mozart, though, he set this theme on a scale-step that was harmonically
remote from the tonic, such as the flattened 3rd, 6th or 7th. Of the canonical
set, that for the Piano Concerto no.2 and two of those for no.1 far exceed
Mozart’s stylistic, registral, temporal and technical limits, but even the early
cadenzas already show Beethoven as a patron of the ‘cadenze lunghissime’
school. The cadenza for the Piano Concerto no.3 is stylistically more
compatible with its concerto, in many respects a transitional work. Sketches
from late 1808 suggest that the longest, and currently most often played, of
the cadenzas for the Fourth Piano Concerto is similar to what Beethoven
improvised at its first public performance on 22 December 1808.

Beethoven also wrote out a cadenza for the first movement of the Violin
Concerto as arranged for piano and orchestra; this cadenza, which contains a



substantial part for the timpani, is thus contemporary with the Fifth Piano
Concerto, whose finale similarly contains a duet for piano and timpani
towards the end. Perhaps the most successful of all his cadenza enterprises,
viewed from a Beethovenian perspective, are the pair (woo58) written for
Mozart’s D minor Piano Concerto k466. The first-movement cadenza contains
rapid shifts in register, quotes the main second-group theme in a remote key
and the pianist’s opening cantabile in the home key, and generally sums up
the mood of Mozart’s work in what, for Beethoven, is a modest space of 61
bars. The paradox of Beethoven’s mastery of the spirit of the cadenza via a
concerto from an earlier age is symptomatic of the central problem of the
genre: in being written down — or, indeed, in any other way recorded — it
‘intrudes into the workings of the concerto, attributing to itself a textual
presence that the conventions of the genre seem to disallow’ (Kramer, 1991—
2).

It is sometimes suggested that Beethoven’s rapid writing down of his
collected cadenzas was motivated by his reluctance to allow others to supply
their own cadenzas for his concertos. (When Ferdinand Ries performed the
Third Piano Concerto in 1804, the composer at first insisted that his pupil
compose his own cadenza, but later expressed his unease about one
passage and attempted to make Ries change it.) Or he may have recognized
the increasing incompatibility of composition and improvisation in the middle
period: the Fifth Piano Concerto, a work contemporary with the canonical
cadenzas and the last he was to complete, bears the famous remark at the
relevant 6-4 chord in the first movement: ‘Non si fa una cadenza, ma
s’attacca subito il seguente’. What follows in the score, ironically, reverts to
the 18th-century cadenza aesthetic: it is of modest length, uses a combination

of fixed and free rhythms, and remains throughout in the home key of E[t:(the
mixture of major and minor is a typical feature of Mozart’s cadenzas). Only
the role of the orchestra has changed: it now participates in the elaboration of
the 6-4 chord.

Beethoven also wrote cadenzas into a few solo and chamber works. The first
movement of his brilliant Piano Sonata in C op.2 no.3 contains a short
working out in free rhythm of the main motif. The first movement of the Cello
Sonata in F op.5 no.1 includes a more complex example of almost 40 bars.
Of special interest is the harmonic progression to and from the central Adagio
(ex.9), in which modal mixture (bars 359-61) and the prolongation of IV with
flattened 7th (bars 362—7) combine to give the illusion of a modulation to a
remote key. Being complete and fully written out, the cadenza in op.5 no.1 is
one of the best models we have from Beethoven’s early period.



Following Beethoven’s lead in the Fifth Piano Concerto, 19th-century pianist-
composers usually wrote their own cadenzas into the score, or they
dispensed with them altogether. Significantly, Liszt rarely left a fermata sign
indicating that the performer should insert a cadenza; he supplied all such
material himself. Even in his transcriptions of operatic arias by Rossini, Bellini
and others, Liszt wrote out cadenzas at those points where, in the original
works, fermatas indicate their insertion. But the tradition of writing cadenzas
to earlier concertos was maintained by piano virtuosos: for Beethoven’s
Fourth Piano Concerto, for instance, there are substantial cadenzas by Clara



Schumann, Brahms, Moscheles, Rubinstein and Bllow. Because they violate
the ‘authenticity’ principle, they are hardly ever performed now, and writers
have traditionally viewed them as examples of the excesses for which 18th-
century performers were censured. It is perhaps more fruitful, though, to
respect them for what they are, namely, the 19th century’s artistic response to
the masterpieces of an earlier age and an insight into the way virtuosos
understood and appreciated the classics (Kwan, 1994).

Violinists and singers, on the other hand, consistently demanded the right to
shape cadenzas according to their specific technical abilities. Operas by
Italian composers of the first half of the 19th century still contained many
fermata signs indicating places for improvised embellishment. In Germany
and France, however, such opportunities for singers’ display became
increasingly rare. In Meyerbeer’s operas places for cadenzas are found
mainly in those arias written in an ltalian style, rather than in those in a
German or French style. In Italy it was Verdi who finally broke with tradition.
Only in his earliest operas did he allow the singers to improvise their own
cadenzas; his mature ones contain cadenzas he composed himself, or none
at all. Other ltalian opera composers were the last to curtail the performer’s
traditional rights in this way, and the art of improvising cadenzas gradually
died out around the turn of the century. Cadenzas in concertos or arias
written after 1880 are virtually always written out: exceptions are the violin
concertos of Brahms, Szymanowski and Khachaturian.
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Cadman, Charles Wakefield

(b Johnstown, PA, 24 Dec 1881; d Los Angeles, 30 Dec 1946). American
composer. His maternal great-grandfather, Samuel Wakefield (1799-1895),
was a composer of hymns and built the first pipe organ west of the Allegheny
Mountains. Cadman received formal instruction in the organ from William
Steiner, the piano from Edwin L. Walker, and theory from Lee Oehmler. He
pursued advanced studies in theory and conducting with Luigi von Kunitz and
Emil Pauer, the leader and conductor of the Pittsburgh SO. In 1908 Cadman
became accompanist of the Pittsburgh Male Chorus and from 1907 to 1910
served as the organist at the East Liberty Presbyterian Church, Pittsburgh; he
was music editor and critic of the Pittsburgh Dispatch from 1908 to 1910.

His song At Dawning (1906), widely performed by John McCormack, brought
him to public attention. Indeed, his aim from the beginning was to
communicate with the general musical public while preserving his artistic
integrity. Nelle Eberhart, whom he met in 1902, wrote many of his song and
musical-stage texts. Cadman became interested in the music of the American
Indians after reading articles by Alice C. Fletcher, a Washington ethnologist,
and Francis La Flesche, son of a chief of the Omaha tribe. In January 1909
he arranged and published Four American Indian Songs op.45, of which From
the Land of the Sky-Blue Water became enormously popular. During the
summer of that year Cadman and La Flesche visited the Omaha and
Winnebago reservations and made recordings of tribal songs. In February
Cadman organized a series of lecture-performances entitled ‘American Indian
Music Talk’, which after 24 April 1913 were given with the aid of Princess
Tsianina Redfeather, a Cherokee-Creek Indian. After a successful tour of
Europe with the series, Cadman moved to Denver, and in 1916 to Los
Angeles, where he devoted himself to composing and teaching. In 1918 the
Metropolitan Opera produced Shanewis or The Robin Woman, the first of his
three stage works centred on Amerindian themes and based professedly on
events in the life of Princess Redfeather. It included fascinating Amerindic
scenes, contagious Amerindian-derived melodies, and attractive
orchestration. Shanewis was highly successful, and in the following year was
given an unprecedented second staging at the Metropolitan. During 1919-33
Cadman composed more operas, and in 1926 received an honorary doctorate
from the University of Southern California. He also composed several film
scores and in 1929 worked under contract for Fox Studios. He was a founder



of the Hollywood Bowl and a member of the National Institute of Arts and
Letters.

Cadman’s music is marked by well-made melodies, if conventional harmony.
He belongs to that group of American composers — which also included
Farwell, Gilbert, Nevin, and Skilton — who ‘idealized’ (i.e. set into a
conservative 19th-century harmonic idiom) the music of the American Indians.
Although his early works were mostly emotionally appealing household
songs, the Trio in D major (1914) revealed in the composer a keen
instrumental flair, also evident in later orchestral works. His once popular
Dark Dancers of the Mardi Gras (1933) is one of his most stylistically
advanced pieces and is marked by ragtime syncopations in its livelier
sections, supple Gershwinesque melodies in its slower portions and vivid
orchestral colouring throughout. Cadman also wrote articles on American
music (MQ, i (1915), 387; The Etude, Ixi (1943), 705).

WORKS

stage
several pubd in other arrs.

Daoma [The Land of the Misty Water] (op, R. La Flesche and N.R. Eberhart), 1909—
12, unperf., rev. as Ramala, 1939, unperf.

Shanewis (The Robin Woman: Shanewis) (op, 1, Eberhart), New York, Met, 23
March 1918

The Sunset Trail (operatic cant., 2 scenes, G. Moyle), Denver, 5 Dec 1922
The Ghost of Lollypop Bay (operetta, 2, C. and J. Roos), 1926
A Witch of Salem (op, 3, Eberhart), 1922; Chicago, Auditorium, 8 Dec 1926

South in Sonora (operetta, 3, C. and J. Roos), 1932

Music for c6 other films, some orig., some arrs. of vocal works

instrumental

Orch: Thunderbird Suite, 1914; Oriental Rhapsody, 1921 [after text by Omar
Khayyam]; To a Vanishing Race, str, 1925; Hollywood Suite, 1932; Dark Dancers of
the Mardi Gras, pf, orch, 1933; Trail Pictures, suite, 1934; American Suite, str,
1936; Suite on American Folktunes, 1937; Sym. ‘Pennsylvania’, e, 1939-40; Aurora
Borealis, pf, orch, 1944; A Mad Empress Remembers, vc, orch, 1944; Huckleberry
Finn Goes Fishing, ov., 1945

Chbr: Pf Trio, D, 1914; Vn Sonata, G, 1932; Pf Qnt, g, 1937
vocal

Choral: The Vision of Sir Launfal (J.R. Lowell), male chorus, 1909; The Sunset Trail



(Moyle), 1925; The Father of Waters (Eberhart), 1928; The Far Horizon (J. Roos),
1934; other works, incl. ¢10 sacred anthems

Principal publishers: O. Ditson, J. Fischer, H. Flammer, Galaxy, Presser, White-Smith, Willis
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Cadner [Cadener, Kadner], Johann

(d Pirna, 1639). German composer and organist. From 1582 until his death he
was organist of St Marien, Pirna, and for a time also a town councillor there.
Of his compositions the following are found in the collection of Pirna
manuscripts (now in D-DI): eight three-part instrumental symphonies, 13 five-
part chorale motets similar in style to Scandello's Newe schéne ausserlesene
geistliche deudsche Lieder (1575), other motets, and sacred concertos. His
manuscripts and those of his son-in-law Johann Heinrich Richter (Pirna town
Kantor from 1630 to 1665) include early versions and fragmentary, unique
copies of works by Schutz. These probably came into their possession from
Anton Colander (1590-1621), a cousin and pupil of Schutz who was court
organist at Dresden.

BIBLIOGRAPHY

EitnerQ
W. Nagel: ‘Die Kantoreigesellschaft zu Pirna’, MMg, xxviii (1896), 148-56,
157-66



R. Vollhardt: Geschichte der Cantoren und Organisten von den Stéadten im
Koénigreich Sachsen (Berlin, 1899, rev. 2/1978 by E. Stimme)

W. Steude: ‘Neue Schutz-Ermittlungen’, DJbM, xii (1967), 40-74

W. Steude: Die Musiksammelhandschriften des 16. und 17. Jahrhunderts in
der Séchsischen Landesbibliothek zu Dresden (Leipzig and
Wilhelmshaven, 1974)

WOLFRAM STEUDE

Caecilian movement.

See Cecilian movement.

Caelius Sedulius.

See Sedulius.

Caen [Kein], Arnold

(fl early 16th century). Composer. He was probably at the Burgundian court,
for the court poet Mathias de Casteleyn included Caen in his list of poets and
musicians who had recently died. The speculation that he visited Italy seems
to depend on the printing of three motets by Petrucci and references to one of
them by Aaron and Cerone. Since Petrucci, however, referred to him as
‘Acaen’, an error repeated by the other two, there is no evidence that any of
them knew him. One of his motets was ascribed to Josquin in later German
anthologies, although Helmuth Osthoff has argued against the attribution.
However, all his motets show an awareness of style at the end of the 15th
century, and of later developments in Paris. The imitation of short phrases
with repeated notes, tossed from voice to voice, is in a lively manner. The
widely disseminated motet Jerusalem luge (surviving in well over 20 sources,
and also intabulated for lute), is probably not by Caen, despite a number of
attributions to him.

WORKS
Judica me Deus, 4vv, 1519 (attrib. Acaen), 1538° and 15532 (attrib. Josquin); ed. in

SCMot, iv i1987i
Sanctificavit Dominus, 4vv, 1519°, ed. in SCMot, iv (1987)
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Caesar, Johann Martin.

See Cesare, Giovanni Martino.

Caesar [Kayser], Johann Melchior

(b Zabern [now Saverne], Alsace, ¢1648; d Augsburg, 18 Oct 1692). German
composer. He probably had his first musical training from Urban Ludwig
Murschhauser (the father of Franz Xaver Murschhauser), a schoolmaster in
Zabern. In 1663 he matriculated at the University of Wurzburg; his musical
talent was undoubtedly encouraged in that city by the notable musicians
Philipp Friedrich Buchner and Tobias Richter, cathedral and court
Kapellmeisters in the prince-bishopric of Wurzburg and in Mainz. On 2 July
1677 he was appointed to Breslau Cathedral as Kapellmeister to Cardinal
Prince-Bishop Friedrich, Landgrave of Hesse. He returned to Wurzburg in
1679 as court and cathedral Kapellmeister to the Prince-Bishop of Wirzburg
and Bamberg, Peter Philipp von Dernbach. In January 1685 he succeeded
J.M. Gletle as Kapellmeister in Augsburg Cathedral, where he was
encouraged by Prince-Bishop Johann Christoph, Baron von Freyberg-
Eisenberg, and in particular by Johann Rudolf, Count Fugger von Kirchberg
und Weissenhorn, for whom he wrote and performed a great deal of
Tafelmusik until his early death.

Caesar, who is classed by Printz in 1690 among the ‘more recent and famous
composers’, was a respected musician who published both sacred and
secular music. His printed works, preserved in only a few complete copies,
comprise a collection of 22 offertories, 8 masses, 12 pieces of Tafelmusik
(solo quodlibets, duet scenes, terzettos and a series of various ballets with
the humorous title of Musicalischer Wendunmuth, 26 vesper psalms with 2
Magnificat settings and 40 hymns. Presumably lost is a collection of Lustiger
Balleten erster Theil, and the music for a school drama entitled Mathias
Corvinus (performed at the Jesuit Gymnasium in Augsburg in 1687). Although
it was announced in the catalogues of the Leipzig and Frankfurt fairs of 1682,
the Lustige Tafel-Musik, in 6 Stlicken ... mit beygefiigten 60 Balleten was
probably never published.

Like the church music of his predecessors at Augsburg Cathedral, Baudrexel
and Gletle, Caesar's sacred works are influenced by the Italian concertante
instrumental style. However, some of the individual ballets show French
influence. The variety of ensembles he used (1 to 6 parts, with and without
ripieno) could meet both favourable and more restricted conditions of
performance in practice. The use of concise string ritornellos to provide a
formal conclusion, and his pleasing, unaffected melodies, helped to keep
Caesar's church music in print with the Augsburg music publishing firm of
Lotter until far on into the 18th century. His humorous Wendunmuth, partly in
dialect, places Caesar in the typically South German quodlibet tradition that
had its centre in Augsburg, and ran from Matthias Kelz (ii) by way of J.V.
Rathgeber to Mozart.
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sacred



Musica Choro- Figuralis pro Lotione pedum die Jovis sancto a 4 C.A.T.B. con

riano PI-W.

Trisagion musicum, complectens omnia offertoria ... secundum proprium textum
Gradualis Romani, 4vv, 2 vn (8vv, 6 insts ad lib), op.1 Wurzburg, 1682—3

[26] Psalmi vespertini dominicales et festivi per annum cum 2 Magnificat, 4vv, 2 vn
(8vv, 5 insts ad lib) ... psalmi alternativi duplici modo, 2-6vv/insts, bc, op.4

iAuiSburi 1690i

Psalmi pro toto anno communes boni, cum 2 lituis, mentioned by Senn
secular

Lustiger Balleten erster Theil, bestehend in 60 unterschiedenen, Intraden,
Allemanden, Couranten, Sarabanden, Gavotten, Bouréen, Menuetten, Giguen und
Arien, vn, violetta, va, vle, bc (Wurzburg, 1684), lost

Mathias Corvinus, Jesuit school play (Augsburg, 1687), music lost, text in D-AS
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Caesar [Smegergill], William

(f1 1615—67). English lutenist and composer. Songs by him in Playford’s
publications are often signed ‘William Caesar, alias Smegergill’, and the
explanation of this alias could be that as a chorister at Ely Cathedral in 1615
Smegergill was patronized or perhaps even adopted by the then dean, Henry
Caesar (or Cesar). According to Anthony Wood he was ‘a rare Lutenist’ and a
Roman Catholic. He sang tenor and played the lute in Shirley’s Triumph of
Peace (1634). Between 1664 and 1667 Caesar makes several appearances
in Pepys’s Diary, for example on 14 December 1664, he is described as ‘my
boy’s lute master, who plays indeed mighty finely’. He was living in
Westminster in 1666 and was apparently a keen angler.

A number of songs and catches by Caesar were published in John Playford’s
Select [Musicall] Ayres and Dialogues (RISM 16528, 1659°) Catch that Catch
Can (1652'°, 1667°) and A Musicall Banquet (1651°) and some were
published in catch books by Dr Julius Caesar (1657—1712) of Rochester;
others remain in manuscript (GB-Gu R.d.58-61, Ob Don.c.57). Three of his
songs are printed in a modern edition (MB, xxxiii, 1971).

IAN SPINK

Caesura.

(1) A term signifying a momentary interruption of the musical metre by
silence, often indicated by a comma or ‘V’ above the staff. See Luftpause.

(2) In modern prosody, a pause or interruption within a line of poetry, usually
at the end of a word.

Caetani, Roffredo

(b Rome, 13 Oct 1871; d 11 April 1961). Italian composer. Of noble origins,
Caetani — Prince of Bassiano and Duke of Sermoneta — was a godson of Liszt
and studied the piano with Sgambati. He also studied in Berlin and Vienna,
and in the course of his travels came to know Brahms and Cosima Wagner.
In 1911 he married Marguerite Chapin in London; the couple then settled in
the Villa Romaine in Versailles near Paris. Writers and artists such as Carlo
Carra, Jean Cocteau, Hugo von Hofmannsthal, Rainer Maria Rilke and Igor
Stravinsky were visitors to their villa. It was at the artistic and literary salon
which formed there that Chapin later established the literary review
Commerce. Having grown up in an atmosphere which encouraged
instrumental music, it is no surprise that Caetani's first compositions were the
Quartet, op.1 of 1887, Intermezzo sinfonico, op.2 and the Piano Sonata, op.3.
His small but attractive body of work tends towards 19th-century instrumental
forms, particularly German ones, along the lines of his teacher Sgambati.



Although this tendency dominates his work, and rightly places him within the
current of late 19th-century Italian instrumental music, he also wrote two
operas, Hypathia (1926) and L'isola del sole (1943). For all their differences
of subject and musical style, both works seem to share a rejection of 19th-
century ltalian operatic convention, and tend towards a Wagnerian dramatic
model.

WORKS

(selective list)

Stage: Italia mia!, Domodossola, 1926; Hypathia (azione lirica, 3, Caetani), 1924,
Weimar, Deutsches Nationaltheater, 23 May 1926; L'isola del sole (novella
musicale, 2, epilogue, Caetani), Rome, Teatro dell'Opera, 1943

Other works incl.: Il canto dei tre bimbi, 3 S, pf; pf pieces

Principal publishers: Schott, U. Fanfani
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Caewardine, John.

See Carwarden, John.

Cafaro [Caffaro], Pasquale

(b S Pietro in Galatina, nr Lecce, 8 Feb 1715/1716; d Naples, 25 Oct 1787).
Italian composer. According to some sources he was born in 1706; however,
when he entered the Naples Conservatorio di S Maria della Pieta dei Turchini
on 23 December 1735, he declared himself to be 20 (or in his 20th year),
which places his birthdate in 1715 or 1716. He was admitted to the
conservatory under a five-year contract, studying under primo maestro Nicola
Fago, secondo maestro Leonardo Leo and, after 1737, with Leo’s successor
Lorenzo Fago. He remained in Naples all his life, and between 1745 and
1771 established himself as a respected composer of oratorios, operas,
cantatas and church music. On 11 July 1759 he succeeded Girolamo Abos as
secondo maestro of his former conservatory and, contrary to some accounts,
did not resign from this post in 1785, but retained it until his death. His most
notable student was Giacomo Tritto.



Between 1763 and 1766 Cafaro conducted operas by Hasse and Traetta,
among others, at the Teatro S Carlo. Public recognition, and especially his
compositions for court events (including cantatas for the king’s birthday), led
to his appointment on 25 August 1768 as a maestro di cappella
soprannumerario of the royal chapel; he was also music master to Queen
Maria Carolina. After the death of Giuseppe de Majo, primo maestro of the
royal chapel, the incumbent vice-maestro Giuseppe Marchitti was denied
succession and, without the customary public competition, the position given
to Cafaro on 21 December 1771; he also continued as maestro di musica
della regina, later becoming maestro di musica della real camera. After
assuming the leadership of the royal chapel he stopped writing operas and
produced primarily sacred music. A Stabat mater, dedicated to the king and
queen and printed in Naples in 1785, became his best-known work outside
Italy.

Although Cafaro never composed an opera buffa, certain stylistic tendencies
associated with this genre (simplicity of harmonic structure, texture and
orchestration) are reflected in his serious works. In them the dramatic pathos
of earlier composers gave way to Classicist abstraction, expert use of
Neapolitan formulae and accepted modes of expression. As a result his music
was praised by his contemporaries for ‘grace and purity of style’ and later
criticized for ‘poverty of invention’. In the Neapolitan tradition Cafaro was one
of the essential links between the generation of Leo and Durante and that of
Cimarosa and Paisiello.

WORKS

sacred

Orats, F-Pc: Il figliuol prodigo ravveduto, 26 Feb 1745; Il trionfo di Davidde, 1746;
La Betulia liberata (P. Metastasio), 1746; L'invenzione della croce, 1747; Oratorio
per il glorioso S Antonio di Padova

Motets: Mottetto pastorale, 1747, I-Nc, 1 for 2 choirs, 1750, GB-Lbl, 1 dated 1753,
F-Pc, 1 dated 1756, GB-Lbl, Cadant arma, 5vv, Lbl, Undique sacri amoris, 1v, I-Nc

Isacco figura del redentore (orat, Metastasio), 1763

operas
staged at S Carlo, Naples, unless otherwise stated

La disfatta di Dario (3, A. Morbilli), 20 Jan 1756, F-Pc*, I-Mc, Nc, P-La, US-Wc

Ipermestra i3, P. Metastasioi, 26 Dec 1761, F-Pc*, I-Vnm, P-La



Creso, ultimo ré della Lidia (3, G.G. Pizzi), Turin, Regio, spr. 1768, F-Pc* (dated
1777), P-La

Antigono (3, Metastasio), 13 Aug 1770, F-Pc*, I-Nc, P-La, rev. 1774

other vocal

Cants.: Prologo per una cantata, 1v, 1764, F-Pc; 5 cants., Naples, S Carlo, for the
king’s birthday: 12 Jan 1763, P-La, 1764, F-Pc, 1766, Pc, I-Nc, 1769, 1770, both
F-Pc; Peleo, Giasone e Pallade, 3vv, 1766, I-Nc; Ercole ed Acheloo (Mattei),
Naples, S Carlo, for King of Spain’s birthday, 20 Jan 1766; La giustizia placata, for
the Duke of Lavino, 1769, F-Pc; 4 cants., Naples, for the Translation of the Blood
of S Gennaro, 6 May 1769, F-Pc, 1770, GB-Lbl, 1775, 1781, both F-Pc; Cant.,
Naples, for the queen’s birthday, 13 Aug 1770, GB-Lbl; Il natale d’Apollo (festa
teatrale, Mattei), Naples, S Carlo, for birth of the hereditary prince, 4 Jan 1775, F-
Pc; La felicita della terra, I-Nc
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Café-concert.

A place of entertainment, serving food and drink, where songs were
performed by professional musicians. The term came to encompass a whole
style of French popular song, especially during the second half of the 19th
century and the early part of the 20th. The history of such amusements is
bound up with the laws of censorship. Popular song was often perceived to
be subversive, not only because of the content of the lyrics, but also because
it served as a cloak to disguise gatherings of radical or revolutionary political
groups.

In the late 18th century the fashion for singing gained strength through the
Caveau, in the basement of the Café Italien near the Palais Royal.
Successive regimes banned public singing houses, or reinstated them.
Napoleon is said to have frequented the Café des Aveugles, but it was not
until the construction of the Champs-Elysées that the café-concert came into



its own. With tables set out under the trees, lit by lanterns in the evening, the
tradition gradually developed whereby a group of female singers, sitting in a
semicircle, would take turns to deliver their songs, accompanied by an
orchestra.

As the practice grew in popularity, so many of the cafés acquired winter
quarters elsewhere; thus there were different venues with the same
proprietors (Alcazar d'Hiver, Alcazar d'Eté, etc.). Different types of singers
became categorized by their styles, with such names as gommeur, diseur,
gambillard, chanteur-réaliste and fantaisiste. After 1867 a change in the law
allowed café singers to appear in costume rather than evening dress; this led
to further distinctions and characterizations. Among the most famous 19th-
century performers were Darcier (Joseph Lemaire), who was admired by
Berlioz, Paulus (Paul Habans) and Thérésa (Emma Vallandon). The fashion
for using a single name continued into the 20th century with such singers as
Fréhel (Marguerite Boulc'h), Damia (Maryse Damien), Mayol and Polin.

The music typical of the café-concert included sentimental ballads, for
instance those by Paul Delmet, patriotic songs such as those of Théodore
Botrel, songs of passion and crime (one of the most famous being La veuve
by Jules Jouy, which depicts a public execution) and many different styles of
comic song. With the rise of Cabaret in the late 1880s, and the construction of
large-scale music halls with elaborate stagings, the influence of the café-
concert spread well beyond its early small-scale format.

Although the cafés themselves largely ceased to exist after World War I, the
musical form, with its typical orchestration employing cornet, accordion, piano
and guitar, continued to be used by later composers, among them Marguerite
Monnot, Barbara, Leo Ferré and Charles Trenet.
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Café piano.

See Barrel piano.



Caffarelli [Cafariello, Cafarellino,
Gaffarello] [Majorano, Gaetano]

(b Bitonto, 12 April 1710; d Naples, 31 Jan 1783). Italian mezzo-soprano
castrato. After studying under Porpora at Naples, he made his début at Rome
in 1726, in a female part in Sarro’s Valdemaro. His success was rapid: he
sang in Venice, Turin, Milan and Florence before returning to Rome in 1730
as chamber virtuoso to the Grand Duke of Tuscany. He enjoyed a triumph in
Hasse’s Cajo Fabricio and Porpora’s Germanico in Germania in 1732. After
singing in Pistoia, Genoa, Venice, Milan and Bologna (1730-33), he made his
Naples début in Leo’s Il castello d’Atlante (1734), and settled there in a post
in the royal chapel. Over the next 20 years he appeared at Naples in operas
by Pergolesi, Porpora, Hasse, Perez, Leo, Latilla, Sarro, Vinci, Cocchi, Abos
and others, and latterly (1751-3) in Traetta’s Farnace, Giuseppe Conti’s
Attalo ré di Bitinia, Gluck’s La clemenza di Tito and Lampugnani’s Didone.

He appeared frequently elsewhere, in Rome again in 1735, Milan in 1736 and
London in 1737-8, when he made his début at the King’s Theatre in the
pasticcio Arsace and created the title roles in Handel's Faramondo and
Serse. He also appeared in Madrid by royal invitation in 1739, and in the late
1740s and early 1750s in Florence (where Horace Mann thought he sang
‘most divinely well’ in an anonymous Caio Mario), Genoa, Rome, Vienna
(where his performance in Jommelli’'s Achille in Sciro was the subject of
barbed criticism from Metastasio in letters to Farinelli), Turin, Venice, Lucca
and Modena. In 1753 Louis XV invited him to Versailles and he remained in
France until 1754, singing in several works by Hasse, but left under a cloud
after seriously wounding a poet in a duel.

Caffarelli made his last Italian operatic appearances at Rome and Naples in
1754. In 1755 he was engaged for Lisbon, where he sang in four operas,
three of them by Perez. He visited Madrid in 1756 and spent some time with
Farinelli, before returning to Naples and retiring from the stage (though he
continued to sing in cantatas and serenatas). In 1763 he refused an invitation
to manage the S Carlo theatre. He was a favourite with royal families
everywhere and amassed a substantial fortune, with which he bought himself
a dukedom, an estate in Calabria and a palace in Naples. In 1770 Burney
recognized signs ‘of his having been an amazing fine singer’.

Caffarelli’s voice was a high mezzo-soprano. The compass in the two parts
Handel wrote for him is b to a". By many judges he was ranked second only
to Farinelli, and by some above him. According to Burney, ‘Porpora, who
hated him for his insolence, used to say, that he was the greatest singer Italy
had ever produced’.

Grimm reported from Paris:

It would be difficult to give any idea of the degree of perfection
to which this singer has brought his art. All the charms and love
that can make up the idea of an angelic voice, and which form
the character of his, added to the finest execution, and to
surprising facility and precision, exercise an enchantment over



the senses and the heart, which even those least sensible to
music would find it hard to resist.

Caffarelli’s principal enemy was his own temperament; he was notorious for
overbearing arrogance both to fellow artists and to the public. He had spells
under house arrest and in prison, for assault, misconduct at a performance (of
Latilla’s Olimpia nell’isola d’Ebuda, 1741), when he indulged in indecent
gestures and mimicry of other singers, and for humiliating a prima donna in
Hasse’s Antigono (1745). He was constantly late for concerts and rehearsals,
and sometimes failed to turn up. He is said to have mellowed in old age and
given large sums to charity; Burney was charmed by his politeness.
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Caffi, Francesco

(b Venice, 14 June 1778; d Padua, 24 Jan 1874). Italian musicologist. A
magistrate by profession, he lived in Venice until 1827, taking an active part in
the city’s musical life and helping to found the Istituto Filarmonico, a concert
centre and music school (1811-16). From 1827 to 1840 he was a judge of the
Milan Court of Appeal and then presiding judge of the Rovigo court.
Marginally compromised in the eyes of the Austrians by his part in the
Revolution of 1848, he withdrew from public life in 1850.

Caffi studied music from his early youth: counterpoint under Matteo Rauzzini,
Mayr and Giuseppe Scatena (a pupil of Lotti), and singing and the
harpsichord under Francesco Gardi. Among his compositions, all in the
Marciana library, Venice, are cantatas, an oratorio, a farce and an oboe
concerto. He is mainly important, however, for his historical and scholarly
research. His Storia della musica sacra (1854-5) was to have been the first
part of a five-part history of music in Venice, but this was never completed.
He left unpublished (in /-Vhm) a wealth of material collected for the second
part, a history of Venetian theatre music from 1637 to 1797. His published
writings include several biographies of musicians, some of which were
reprinted in the Storia, as well as works in many other literary and scholarly
genres.

Caffi was one of the first 19th-century Italian scholars who devoted
themselves to wide-ranging researches in the history of music with a relatively
modern method and outlook, collecting and arranging a vast amount of
authentic and often neglected material. His decision to limit his work to Venice
and to the period before 1797 resulted from his rejection of the musical
experience of his time and from a nostalgia for the old Venetian republic, of
which he always felt himself to be a relic. This attitude conditioned his
judgment and gave his work a parochial character, which is its main limitation.

WRITINGS



Della vita e del comporre di Bonaventura Furlanetto (Venice, 1820)

Della vita e del comporre di Benedetto Marcello (Venice, 1830)

Lettera di Francesco Caffi ad Emmanuele Cicogna intorno alla vita ed al
comporre di Antonio Lotti (Venice, 1835); repr. in E.A. Cigogna: Delle
inscrizioni veneziane, iv (Venice, 1842), 113

Della vita e delle opere del prete Gioseffo Zarlino (Venice, 1836)

L’ultimo madrigale di Benedetto Marcello, principe della musica (Rovigo,
1841) [novella]

Biografia di Domenico Dragonetti (Venice, 1846)

Lo Stabat di Rossini (Venice, 1847)

Storia della musica sacra nella gia cappella ducale di San Marco in Venezia
dal 1318 al 1797 (Venice, 1854-5/R), ed. E. Surian (Florence, 1987)

Della vita e delle opere di Giammatteo Asola (Padua, 1862)
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Caffi, Tommaso Bernardo.

See Gaffi, Tommaso Bernardo.

Caffiaux, Dom Philippe-Joseph

(b Valenciennes, 1712; d Paris, 26 Dec 1777). French music historian.
Caffiaux entered the Maurist congregation in 1731 and devoted his whole life
to scholarship and teaching. In about 1745 he taught humanities at St Nicaise
in Reims, where he trained a generation of scholars. He left Corbie Abbey for
the mother house at St Germain-des-Prés, and was then employed by the
king on the collection of historical monuments. As a specialist in genealogy
and provincial history, he contributed to the great enterprises undertaken by
the Maurists from the 17th century onwards. Some of his research was on
music, and he wrote a voluminous Histoire de la musique depuis I'antiquité
jusqu’en 1754 (F-Pn f.fr.22536—-22538), but although its appearance was
announced in 1756 it was never published. In it, Caffiaux tries to fill the gaps
left by the work of Bonnet-Bourdelot. He does not show much interest in
musical sources, but concentrates his attention on more than ‘1200’ works on
music. He arranges his history in eight periods (the creation of the world, the
sack of Troy, Pythagoras, the coming of Christianity, Guido d’Arezzo, Lully,



Rameau and 1754). His historical survey gives him an opportunity for
digressions and reflections on subjects as diverse as the querelles du godt in
France and the sensitivity of animals to music. Caffiaux was also interested in
music teaching, and while preparing his Histoire he wrote a Nouvelle méthode
de solfier la musique (1756, Pn f.fr.22538).

BIBLIOGRAPHY

DBF (M. Prévost)

FétisB

J.-B. Durey de Noinville and L. Travenol: ‘Catalogue de quelques livres qui
traitent de I'Opéra ... et qui ont rapport a I'histoire du théatre de I'Opéra’,
Histoire du Théatre de I'Opéra en France (Paris, 2/1757/R)

R.-P. Tassin: Histoire littéraire de la Congrégation de Saint-Maur (Brussels,
1770/R)

P. Vendrix: Aux origines d’une discipline historique: la musique et son
histoire en France aux XVlle et XVllle siecles (Geneva, 1993)

PHILIPPE VENDRIX

Cage, John

(b Los Angeles, 5 Sept 1912; d New York, 12 Aug 1992). American
composer. One of the leading figures of the postwar avant garde. The
influence of his compositions, writings and personality has been felt by a wide
range of composers around the world. He has had a greater impact on music
in the 20th century than any other American composer.

. Beginnings.

. Dance, percussion, prepared piano.
. New aesthetics, silence.

. Chance.

. Fame.

. Later work.

WORKS

WRITINGS
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1. Beginnings.

His initial education was at Los Angeles High School and then, for two years,
at Pomona College, Claremont, which he left in 1930. After a year in Europe
dabbling in various arts, Cage came back to Los Angeles in 1931 and began
to study composition. His first instruction came from Richard Buhling, who
subsequently introduced him to Cowell, with whom he studied non-Western,
folk and contemporary music at the New School for Social Research. Cage’s
compositional interests tended towards chromatic counterpoint and Cowell
suggested that he study with Adolph Weiss in New York with an aim towards
working with Schoenberg who had recently arrived in the USA. Cage followed
Schoenberg to Los Angeles in 1934 and was awestruck by the elder
composer and his fierce devotion to music. Cage vowed to devote his life to



composition as a result of his encounters with Schoenberg, and he recounted
the story of this vow countless times during his life.

Cage’s early compositions were modest pieces in which he tried to extend
Schoenberg’s dodecaphonic serial method first by using a 25-note series in
works such as Solo with Obbligato Accompaniment of Two Voices in Canon,
... and Six Short Inventions on the Subjects of the Solo (1934) and
Composition for Three Voices (1934), and then by fragmenting the row into
cells that could be permutated and repeated (Metamorphosis, Music for wind
instruments). Neither of these methods captured his interest for long.

Cage, John
2. Dance, percussion, prepared piano.

In 1937 he began working as a dance accompanist at UCLA and the following
year he took on a position at the Cornish School of the Arts in Seattle,
Washington, again as accompanist for dance and teacher. This was the site
for a number of important discoveries in Cage’s life. It was here that he first
met the dancer Merce Cunningham, with whom he would have a lifelong
working relationship. Through dance Cage was also introduced to the idea of
writing music for percussion ensemble, using dancers as musicians. It was a
medium conducive to his talents as a sonic innovator and he saw his work as
extending the reach of music to include noises that had previously been
considered ‘unmusical’. Cage included all manner of exotic and mundane
objects in the ensemble: standard drums, blocks and gongs; Balinese,
Japanese and Indian instruments; tin cans and car brake drums. Alongside
this development Cage was among the first composers to envisage the
expansion of sonic possibilities implied by electronic technologies. In the radio
station of the Cornish School, he composed Imaginary Landscape no.1 in
1939 for a broadcast that used piano, cymbals and turntables playing test
tone recordings at different and changing speeds.

The same year Cage composed the First Construction (in Metal) for
percussion sextet, his first work to employ a structure based on relating
lengths of time at different levels. The piece consists of units of 16 measures,
each divided into 5 phrases with lengths of 4, 3, 2, 3 and 4 bars; there are 16
of these units, grouped into 5 sections in the same proportions. Thus the
division of the whole into parts parallels the division of the individual parts into
phrases. The structure used here, with minor variations, was the basis of all
Cage’s major concert works until 1956. That he ultimately relied on time as
the basis of musical structure was the res