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San Diego Chapter Inaugurates
New Competition

Pictured above, left to right, are the judges of the 1982 Wanda T. Edmiston organ scholarship competition at La
Jolla Presbyterian Church; Orpha Ochse, Catharine Crozier, and Wilbur Held. Also shown is L. Robert Slusser,
chairman of the competition committee, and Gabriel Arregui, first place winner.

The San Diego Chapter of the AGO
held its first Wanda T. Edmiston Organ
Scholarship Competition on April 26. A
gift to the chapter has made possible this
annual award for winners of an organ
competition.

L. Robert Slusser, organist and min-
ister of music at La Jolla Presbyterian
Church, is chairman of the competition
committee. The competition on April 26
was held at the La Jolla church, and the

first place winner was Gabriel Arregui.
He is majoring in organ at Loma Linda
University, Riverside, CA where he is a
student of Donald Vaughn. Second
place winner was Edward McGee, a stu-
dent of Brett Michael Hauser at Pt.
Loma College, San Diego.

Plans are underway to expand this
competition next year. Details on the
1983 competition will be announced lat-
er this year.

Organ Recitals at Piccolo Spoleto

The fourth annual series of organ
recitals was presented in May and June
as part of the 1981 Piccolo Spoleto Festi-
val at Charleston, SC. Piccolo Spoleto is
an extension of the Spoleto USA Festi-
val, funded in part by the South Caroli-
na Arts Commission, the National En-
dowment for the Arts, and a grant by
the Charleston Chapter, AGO. Coordi-
nators for the series were William D.
Gudger and W. Benjamin Hutto.

May 24: Thomas M. Marshall, Trinity
United Methodist Church: Magnificat
in A, Montreal Organ Book; Flute Vol-
untary & Variations to the Sicilian
Hymn, Carr; Yankee Doodle Varia-
tions, anon. 18th c.; Wir glauben all’,
Toccata in C, Bach. This program was
repeated the same day at St. Andrew’s
Episcopal Church, Mount Pleasant.

May 25: Douglas Ludlum, French
Protestant (Huguenot) Church: Volun-
tary in G, Boyce; Domine Deus (Parish
Mass), Couperin; Hornpipe, Handel; O
Gott, du frommer Gott, Brahms; Four
Arélerican Folksongs, arr. Wood & Hus-
tad.

May 26: W. Benjamin Hutto, Cathe-
dral of St. Luke & St. Paul: (Music of
British Royal Composers) Processional,
Mathias; Concerto 5, Handel; Psalm
Prelude No. 1, Howells; Hymn “West-
minster Abbey,” Purcell, Intermezzo
No. 4, Stanford; Crown Imperial, Wal-
ton.

May 27: David A. Weadon, St. John’s
Lutheran Church: selections from Suite
on Tone 2, Clérambault; Kyrie, Gott
heiliger Geist, Dies sind die heiligen
zehn Gebot, Fugue in E-flat, Bach; Pre-
lude & Fugue on BACH, Liszt.

May 28: Special Event “Kids Meet
the King of Instruments,”” a demonstra-
tion and informal recital for elementary
school children by David M. Lowry at
Grace Episcopal Church.

May 28: Thomas Murray, Grace Epis-

copal Church: Sinfonia, Bist du bei mir,
Bach; Spring Song, Mendelssohn; La
flle aux cheveux de lin, Debussy; Wil-
liam Tell Overture, Rossini; Meditation

. (Thais), Massenet; Gavotte (Mignor(?,
Y

Thomas; Stars ¢ Stripes, Sousa; Stu
in Pedal Legato, Lemare; Finale (Sym-
phony I), Vierne.

May 31: Richard L. Falk, Jr., Citadel
Square Baptist Church: (Music from the
Temple Church, London) Voluntary in
D, Stanley; Solemn Melody, Davies;
Two Elegies, Thalben-Ball; Hymn “Ell-
ers,” Hopkins; Trumpet Tune in D,
Stanley.

May 31, June 1: Randall Thompson,
assisted by Kim French, flute; Allen
French, horn; and Ellen Dressler, cello,
John Wesley United Methodist Church,
Second Presbyterian Church: Chorale 3,
Franck; Sonata for Horn, Cherubini;
Sonata for Flute ¢ Continuo, Bach;
selection from Quartet for the End of
Time, Messiaen; Litanies, Alain.

June 2: Russell Meyer, St. Matthew’s
Lutheran Church: Serene Alleluias,
Messiaen; Andante in F, Mozart; Fanta-
sy & Fugue on Ad Nos, Liszt.

June 3: Robert Parris, St. Philip’s
Episcopal Church: Fantasy for t
Flute Stops, Sowerby; Organbook III
(complete), Albright.

June 4: Midnight Organ Gala at the
Cathedral of St. Luke & St. Paul: Wed-
ding March, Mendelssohn (William
Gudger); The Lost Chord, Sullivan (Ed-
ith Teal Simmons & Mr. Gudger);
Fountain Reverie, Percy Fletcher (Mur-
ray Somerville); Fanfare, Lemmens
(Richard Falk); Improvised Variations
on Sullivan’s “St. Gertrude” (Thomas
Clark); Intermezzo No. 4, Stanford
(Benjamin Hutto); Jerusalem, Parry (all
singing); Prelude No. 2, Gershwin/Win-
gard); Maple Leaf Rag, Joplin/Win-
gard (Mr. Wingard); Carillon de West-
minster, Vierne (Mr. Wingard).

DAVID ROTHE,

Recitals
P.O, Box 203
Forest Ranch

California 95942

California State University, Chico
St. John's Episcopal Church, Chico

Organist

Workshops
(916) 345-2985
895-6128
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Peeter Cornet’s

Music
by Paul Walker

At the same time that Jan Pieterszoon Sweelinck was attaining international
renown as a fine organist and composer and was establishing for posterity his
reputation as the teacher of German organists, a court organist in nearby Brussels,
Peeter Cornet, was composing and playing in relative obscurity. In fact, until their
discovery by late 19th- and 20th-century musicologists, his few extant pieces
remained virtually unknown even among his contemporaries. Imagine, then, the
surprise of modern scholars who found in Peeter Cornet’s music a high quality
which belied its seemingly provincial origins. When at last musicologists such as
Charles van den Borren! anj) Willi Apel2 compared Cornet’s music favorably with
that of Sweelinck himself, and when a recent dissertation? appeared which clarified
the known facts of his muddled biography, this early 17th-century musician finally
seemed to receive his due as a composer of great technique and musical imagina-
tion. Yet Cornet’s music, which includes some of the finest of all early keyboard
pieces, remains little-known.

The meager information we possess about Cornet’s life has until recently been
very confused, as a comparison of various pre-1970 dictionary biographies will
show. The most important dates and facts have now been sorted out and are
generally available in the article “Peeter Cornet” in the New Grove Dictionary.*
Cornet apparently came from a large family of Netherlandish musicians with the
surname Cornet, one member of which shared his given name and lived contempo-
raneously with him, a source for much of the biographical confusion. Of his own
career, it is known that Cornet served as court organist for the Brussels court of the
Hapsburg rulers, Archduke Albert and Archduchess Isabella, for 33 years, and that
he died in 1633. He was regarded highly enough to be recommended in 1611 by the
Archduke for an honorary post as Canon of the collegiate church of St. Vincent in
Soignies, but not as highly as his better-paid colleagues at the Brussels court, Peter
Philips and John Bull.

Given such a modest and provincial biography, one is hardly prepared for the
high quality and internationa{)stature of Peeter Cornet’s music. Thirteen pieces, all
for keyboard, survive in three manuscripts. Eleven of these, found in the Berlin MS
40 316 and the Liibbenau MS Lynar Al, have appeared in various modern editions,
as enumerated in the appendix, but the two pieces in Oxford, Christ Church
Library, MS 89 remain available only in the original manuscript. My own transcrip-
tion of one of these pieces is offered here on pages 12-13.

Cornet’s Style

Although I have categorized Peeter Cornet’s music according to its liturgical or
non-liturgical nature, this does not reflect the composer’s different concepts of style.
Nor wou%d a classification by titles yield a more accurate picture. It is the impor-
tance of imitative counterpoint which determines the composer’s approach to each
piece, and the degree of importance varies considerably from one piece to the next.
Excluding the two dance movements for a moment, which form their own separate
category, three general approaches to counterpoint and imitation are evident. In the
first, which includes the Fantasias on the first, second, third, fifth, and eighth tones
and the Salve Regina, imitative counterpoint is the raison d étre of the music; these
could be called contrapuntal studies for the organ. A second category consists of
works in which imitative counterpoint, while present to a certain degree, is treated
rather freely; this group includes the piece entitled Fantasia in the Oxford manu-
script and the two pieces (Fantasia an(i) Tantum ergo) in the Liibbenau manuscript.
The Toccata and the untitled work form a third sub-division in which imitative
counterpoint is not present.

The musical element which is most obviously dependent upon the contrapuntal
nature of the piece is form, which Cornet treated in several imaginative ways. In the
more strictly contrapuntal pieces, and particularly in the fantasias of this class, the
composer was able to build enormous structures of 250 to 300 measures using many
of the principles of the Italian keyboard ricercar as developed by Andrea Gabrieli.
A small number of subjects, distributed over several sections, is treated with all of
the elements of contrapuntal style at the composer’s disposal: points of imitation,
overlapped cadences, strict four-voice texture, and contrapuntal techniques which
include stretto, augmentation, diminution, and inversion. Cornet’s handling of such
learned devices is never pedantic, as these melodic and rhythmic variants of the
opening subject of the Fantasia del primo Tono demonstrate:

Exl. Fantasia del primo Tono. (No.1) Subject variants
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As the importance of imitative counterpoint decreases, the importance of key-
board figuration increases. Cornet’s handling of figuration shows a thorough
acquaintance with English virginal music, undoubtedly acquired through his
English colleagues at the Brussels court, and a sure feeling for the expressive poten-
tial of the organ. In addition to the familiar Italian toccata texture of 16th notes in
one hand and chords in the other, one finds parallel 16th notes in tenths, short
motives which appear imitatively or sequentially, chordal textures reminiscent of

Paul Walker is a doctoral student at the State University of New York, Buffalo,
where he studies with David Fuller. The subject of his dissertation research is
“Fugue in Germany 1650-1700.”

JUNE, 1982

English consort music and echo passages at the unison or octave. Of these, sequen-
tial motives and 16th notes with chords often perform the function of free counter-
point in the strictly imitative pieces, but the other textures are largely confined to
non-imitative or freely imitative works. Cornet’s handling of the various textures is
particularly masterful in the Toccata.

In pieces which are pervasively imitative, the counterpoint controls the harmony,
but in predominately non-imitative pieces the harmony controls the counterpoint.
Practically speaking, this means that the former are modally conceived, whereas
functionai, harmony shows up in the latter. Much could be said about Peeter Cor-
net’s understanding and treatment of the modes. Without departing from the mode
of a particular piece, he obtained variety through unpredictable use of chromatic
inflections for B, F, C, and G. Not only did he often juxtapose, for example, B-flat
and B-natural in close proximity, he even presented them simultaneously, a device
found in much English music of this time.

Ex.2. A. Fantasia del primo Tono (Nu.l) m.52

=
=
ﬁ -

o T
v

Ex2.B. Toccata (No.9) m.36
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Far from offensive to the ear, such harmonic clashes, always justified through the
voice leading, sound colorful. At the other harmonic extreme, the homophonic
courantes are so tonal that they fit modern Roman-numeral analysis in the keys of A
Minor and G Major. In between modality and functional harmony are many works
in which sequential figuration such as the following, built upon the circle of fifths, is
surrounded by modal counterpoint.

a Ex.3 Fantasia 8. Toni (No.5) mm.59-62

The problem of musica ficta is a keen one in Cornet’s music. The extent to which
some (but not all) of the harmonic clashes would have been modified by the rules of
ficta is a difficult question to answer, particularly in light of the apparent harmonic
tolerance of the early 17th-century listener. Cornet’s ornamentation is also trouble-
some. He used exclusively the double-bar ornament symbol of the English virginal-
ists, for which modern musicologists have failed to establish a consistent interpreta-
tion. The symbol appears only sparingly, however, as do written-out ornaments.
One peculiarity of the composer is the following cadence, suggestive of the Lydian
mode, which occurs several times as a final cadence:

Ex.4. Fantasia 8.Toni (No.5) Finol cadence
J

Cornet’s Organ

The organ which Cornet played in the Brussels chapel was built in 1600 by Aert
de Smet, one of a family of local builders, and was extensively renovated in 1624 by
the important south-Netherlandish organbuilder Matthijs Langhedul.> The exact
size and specification of the instrument are not known, but it appears that Langhe-
dul joinerf‘teogether the “large organ [probably the one built by de Smet] and the
small organ [an older one?]” to make a single instrument with Great and Positive
divisions and (an apparently pull-down) Pedal keyboard. As sample organ specifica-
tions of these two guilders, we may take two for the organ of St. Bavo, Ghent: the
first was built in 1592-5 by de Smet, while the second was proposed in 1590 (but
never built) by Guillaume Langhedul, brother of Matthijs:

Ghent, St. Bavo, 1592-5 Ghent, St. Bavo,

Aert de Smet, Brussels roposal, 1590
Guillaume Langhedul’
“Prinzipal”: Riickpositiv:
Pristant 8 Prinzipal 4’
Bordun 16’ Quintadena 8’
Oktave 4/ Gedeckte Flote 2/
Mixtur Gemshorn 1
Scharf Mixtur
dere R ' Krominh
“AndereRegister: . . irummhorn 8’
g;ﬁfﬁ»;és ‘ Moo Récit (playable on HW)
Gedecktflote-4” =~ Hauptwerk: écit (playable on HW):
Nasat 2-2/3° Prinzi i Kornett IV
Gemshorn 2/ ordu -
Sifflste 1/ Hohlpfeife 8- = manual range C-a”
Kornett (treble, from c#) - ‘ Octave 4” Récit range c-a”
Trompete 8': Gedeckte Flote 4” pull-down pedal
Schalmei 4’ Nasat 2-2/8"
Gedeckte Querfltte 27
One manual, C-a” Sifflote 17
pull-down pedal Mixtur
Tremulant Scharf
Drums Trompete 8
Nightingale Schalmei 4’
Harp Regal 4

For Cornet’s contrapuntal fantasies and the liturgical pieces, a basic principal
sound, part or all of the old Blockwerk common to all Netherlandish organ building
of the time, would probably be most appropriate. The varying textures of the
Oxford manuscript pieces and the Toccata suggest imaginative use of the various
new “color” registers, especially reeds such as the Trumpet, Krummhorn, and
Schalmei, and the Cornet V, offered particularly by the south-Netherlandish build-
ers. Independent pedal stops shouldpf:e avoided throughout. With their less sus-
tained style and more frankly secular nature, the two courantes might have been

To Page 14p
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4From Page 11

written with the harpsichord in mind, perhaps one like an instrument of Johannes
Ruckers the Younger, who also served tﬁe Brussels court in the first half of the 17th
century.8

Individual Compositions

Among Cornet’s many fine keyboard works, the Fantasia del primo Tono (No. 1
on the List of Works) may perhaps take first place. The composer shows us in its 244
semi-breve measures a wealth oF contrapuntal techniques which are controlled by
an orEanic and logical structure to procﬁlce a most effective musical composition.
The first section presents the opening subject in four points of imitation built on
successively narrower stretti. In section two, the opening subject appears twice, once
in augmentation, against the second subject. All four suijects come back in the fifth
and final section ofg the piece in a tour de force of early 17th-century contrapuntal
technique.

Ex.5. Fantasia del primo Tono (g',""l) mm. 195-199
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A piece more modest in dimensions but more forward-looking in compositional
technique is the Fantasia on the 8th Tone (No. 5). Its resemblance to an 18th-
century fugue is remarkable. First of all, it has, as do many of Cornet’s fantasias, a
double subject. This is a subject with two parts, the second of which behaves at the

beginning of the piece like a countersubject but later tends more often to follow a
statement of the subject than to accompany it.

! Ex.6. fantasia 8. Toni (No.5) Subject

=+

Unlike most double subjects, the second half of this one contrasts with, rather than
completes, the first half, and it behaves rather like a true countersubject. The piece
also contains a couple of episodic, sequential passages, one of which is derived from
the “countersubject.” Most interestingly of all, three consecutive statements of the
“subject” (i.e., the first half of the doubi'e subject) in the middle of the piece have a
different starting pitch from all the others and the section suggests an incipient

rasp of modulation to a related key. The piece deserves an important place in the

istory of the fugue.

Willi Apel rightly considers Cornet’s Salve Regina (No. 12) one of the most
important liturgical organ pieces ever written. Its five separate movements (Salve,

H4-H

Ad te clamamus, Eia ergo, O clemens, and Pro fine) are intended for alternatim
performance with the chant, and the cantus firmus is imaginatively treated
throughout. In the first three movements, the opening notes of the respective
sections of the cantus firmus serve as the subjects for carefully worked-out minia-
tures of imitative counterpoint. The cantus firmus of movement four sounds in long
notes in the soprano for the first half of the piece, followed by a similar statement in
the bass. The Elst movement is an instrumental postlude b\uilt on the opening four
notes of the chant. The beginning of this movement, where the cantus firmus in the
tenor sounds against its inversion in the bass, is a fine example of Cornet’s mastery of
counterpoint:

E 7. Salve Regina (No.12) “Pro Fine”. mm.1-4
J T

A remarkable piece of a different order is that titled Fantasia (No. 7) from the
Oxford MS. Despite an imitative opening, its predominate texture is a left-hand solo
line with right-hand accompaniment. The solo, with its expressiveness and the
exploitation of contrasting registers, was almost certainly meant for performance on
one of the colorful new stops with which contemporary organbuilders such as the
Langheduls were augmenting their instruments. Passages such as the following
suggest that this piece may represent a missing link between the Netherlandish echo
fantasy and the Exter French Basse et Dessus de Trompette.

Ex.8. fantasia (No.7) mm. A4-¢8
I
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Cornet’s two courantes (Nos. 10-11) are genial pieces, the only ones in his output
which sound more at home on the harpsichord than on the organ. The longer of the
two is a set of variations on a binary theme with written-out ornamented repeats.
This form, the greater predominance of the double-bar ornament, and the general
stylelz( of both pieces identify them closely with the music of the Fitzwilliam Virginal
Book.

Peeter Cornet’s music seems to have had little impact on the music of his contem-
poraries. Unlike Sweelinck, who as a great teacher saw his compositions spread far
and wide, Cornet apparently remaine§ virtually unknown outsitfe his home or after
his death, until 19th-century musicologists discovered him. For a composer whose
musical output, or at least what has survived of it, is so uniformly fine, this is
difficult to explain. Of all the possible reasons, perhaps the most likely involves the
rapid demise of the Netherlandish school of organ composition in the mid-17th
century, which took with it as it faded one of its very best native sons.

LIST OF WORKS BY PEETER CORNET

After each piece the ipt location (in p

FREE WORKS

1. Fantasla del primo Tono di Maestro Pietro Cornet (Berlin, fol. 20r)
1. Apel, p. 1
2. (’i‘ullmagt,Jp. 183

5 Meesters, vol. |, p. 61
2. Fantasia del 2. Tuono di M. Pietro Cornet (Berlin, fol. 22r)
1. Apel, p. 13
2. Guilmant, p. 202
3. Fantasia 3. Toni di M. Petro Cornet (Berlin, fol. 17v)
1. Apel, p. 26
2. Guilmant, p. 192
3. Oudned Eh

. M ﬂ,vol. i, p. 62
4. Fantasia del 5° Tuono di M.’ Pietro Comet organista della S.M2 Infanta sopra ut, re, mi, fa, sol, la
(Berlin, fol. 16v)-—incomplete
1. Apel, p. 38
2. Guilmant, p. 211
5. Fantasia 8.4':I;onl dal Sig: Pietro Comet mandatomi alli 3.2 Septembre 1625 (Berlin, fol. 65r)
1. Apel, p.
2. Guilmant, p. 215
3. Oudned dse M

. ters, vol. |, p. 82
4. Anthologia pro Organo, vol. ill, p. 30
5. Ritter, vol. li, p. 60

6. Fantasla PI:éer Comet (Lubbenau, p. 313)

5 , P.
2. Schileuning, p. 64
7. Fantasia. P. Cornet: (Oxford, p. 335)

) and a list of modern editions is given. See Bibliography for full citations.

8. [Fantasia] P. C. (Oxford, p. 333)
. no modern editions
9. Toccada del 3. Tono di Pietro Cornet (Berlin, fol. 25r)
1. Apel, p. 51
2. Guilmant, p. 219
3. Oudnederiandse Meesters, vol. lll, p. 56
4. Anthologia pro Organo, vol. |, p. 24
10. Corranta del Sig." Pietro Cornet (Berlin, fol. 64v)

pel, p.
11. Courante dal S. Pietro Cornet organista de la S.™@ Infanta in Brusselles mandatomi da luy de 6.
Novembre 1624 (Berlin, fol. 63r)

1. Apel, p. 71

2. Guilmant, p. 231 (meas. 1-80 only)

3. Oudnederlandse Meesters, vol. Il, p. 56
LITURGICAL WORKS

12, smve| di Iga;astro Petro Cornet (Berlin, fol. 28r)

, P.
. Guilmant, p. 223
. Oudnederiandse Meesters, vol. |, p. 72
. Orgue et Liturgie, vol. Vill, p. 10
. Ritter, vol. ll, p. 63 (movements “Salve regina’ and “‘O clemens” only)
cal Organ Recitals, vol. |, p. 48
Ricercare, Canzonen, und Fugen, p. 8 (movement ‘‘Ad te clamamus” only)
13. Tantum ergo de Pleter Cornet (Lubbenau, p. 310)

NONAWN S

. no modern editions Apel, p. 68
NOTES University Press, 1972., pp. 339-344. Apel’s discus-  cians, ed. Stanley Sadie. London: Macmillan, 1980, MANUSCRIPT SOURCES
'Charles van den Borren, Origines de la musique sion of the music. Berlin, Deutsche Staatsbibliothek, Mus MS 40

de clavier dans les Pays-Bas (Nord et Sud) jusque
vers 1630 (Brussels: Doorselaere, 1914), pp. 175-
186.

Borren, Charles van den. Origines de la musique
de clavier dans les Pays-bas (Nord et Sud) jusque
vers 1630. Brussels: Doorselaere, 1914, pp. 175-186.

Vol. 1V, p. 787. Brief but clearest biography of Cor-
net available. Minimal discussion of !t;h

Ferrard, Mary Armstrong. Peeter Cornet (?-
1633), organiste & la cour 5 ‘Albert et Isabelle a

e music. 316
Liibbenau, MS Lﬁnar Al
Oxford, Christ Church Library, MS 89

*Willi Apel, The History of Keyboard Music to
1700, trans. Hans Tischler (Bloomington: Indiana
University Press, 1972), pp. 339-344.

*Mary Armstrong Ferrard, Peeter Cornet (?-
1633), organiste 4 la cour d’Albert et Isabelle i
Bruxelles (dissertation, Free University of Brussels,
1970; Brussels, 1973).

‘In addition to Ms. Ferrard’s dissertation, four
secondary sources (Clerckx, Demeuldre, Eitner,
and Vander Straeten) present transcriptions of per-
tinent archival material. See Bibliography.

*Transcriptions of the archival material can be
found in Maarten Vente, Proeve van een reperto-
rium van de archivalia betrekking hebbende op het
Nederlandse Orgel en zijn makers tot omstreeks
1630 (Brussels: Palais des Académies, 1956), pp. 56-
57 (for de Smet’s work), and Edmond Vander
Straeten, La musique aux Pays-Bas avant le XIX¢
siécle, 8 vols. (Brussels: 1867-1888; reprint ed., New
York: Dover, 1969), vol. I, pp. 312-313 (for Langh-
edul’s rebuild).

*Maarten Vente, Die Brabanter Orgel (Amster-
dam: H. J. Paris, 1963), p. 118.

"Ibid,, p. 126.

®J. A. Stellfeld, “Johannes Ruckers de Jongere en
de koninklijke kapel te Brussel,” in Hommage a
Charles van den Borren. Mélanges (Antwerp: N. V.
de Nederlandsche Boekhandel, 1945) pp. 283-291.
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Lynar Al und A2.” Archiv diir Musikwissenschaft
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English Organ Music for the Roman Rite.” Music
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