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Abstract 
 

In this research, I am using harmonic analysis, on three selected works for 

voice, bassoon, and keyboard or strings plucked instruments. I argue that the texture 

of voice, bassoon, and piano is used more frequently in the 19th and 20th centuries due 

to technical developments in the bassoon, and aesthetic programmatic performance 

of the period.  This project surveys composers that have written for voice (soprano, 

alto, tenor, baritone and bass), bassoon, and piano (or other harmonics keyboard 

instruments like celesta, harp and accordion, etc.) I am doing this project because no 

one has published about this topic.  I am writing this paper because I want to 

contribute to the bassoon world literature. In addition, this is unique ensemble, and I 

will research the well-known composers that wrote for this rare ensemble. I will 

study why composers of the 20th century wrote almost all the pieces that exist for this 

trio format ensemble. This type of trio is more intimate, and this entire repertoire is 

programmatic. Moreover, they are describing stories sometimes related to the 

composers, and sometimes not. Composers sometimes named these pieces with 

strange names like “The Dead Bassoon,” by Konradin Kreutzer and “I Have Syphilis” 

by Clemente Imaña, etc. Not many composers have written pieces for this trio 

ensemble, in comparison with composers that have written arias with obbligato 

bassoon, found in operas, masses, oratorios, cantatas, and requiem.  This study draws 

upon primary, secondary, and tertiary sources.  I will conclude showing a list of 

composers who wrote for this trio ensemble, recordings available, and one early 

score.  
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Chapter 1: Introduction 

 
In this paper, I will survey composers that have written pieces for voice 

(soprano, alto, tenor, baritone and bass), bassoon, and keyboard instruments such as 

the celesta, or plucked instruments like the harp and the guitar. I am doing this 

research for three reasons, because there are very few articles about this type of 

ensemble, this type of ensemble is not common; and there are not many pieces 

written for this format. Composers of songs usually chose just a keyboard instrument 

to accompany the voice. Using the bassoon in addition to the piano to accompany the 

voice may emphasize a comic character, and the dark sound of the bassoon may have 

been used to enhance a tragic mood. There are more pieces written for four or more 

instruments, including bassoon with voice. Arias with obbligato bassoon solos and 

string accompaniment like the “Neris” Aria from Médée, opera by Luigi Cherubini, and 

“Una Furtiva Lagrima” Aria from L’elesir de A’amore by Gaetano Donizetti.  

This project focuses on the trio format of voice, bassoon, and keyboard 

instruments.  I will also mention pieces with celesta, and harp. Composers of the 

Baroque and Classical period seldom used the small ensemble, but did compose arias 

with bassoon as an obbligato instrument in operas, cantatas, oratorios, and masses.  

Spanish composers of the 17th century began to do this type of repertoire; composers 

of the 19th and 20th centuries used this combination due to commissions or requests 

of friends.  

Defining the term “Obbligato” Miles Hoffman claims “Obbligato is an Italian word 

meaning “essential,” or “obligatory.” During the Baroque era (ca.1600-1750), especially, 

but even as late as Beethoven’s time (the late eighteenth and early nineteenth centuries), 
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composers used the term obbligato to describe instruments or instrumental parts that were 

essential to a composition.”1  In other words, “obbligato” is a prominent solo instrument. 

According to Bruce Mac Intyre, “The term of ‘obbligato’ or ‘concertato’ was entitled in 

Vienna in the eighteenth-century.”2  

The bassoon was used in obbligato vocal works during the Baroque period, 

according to Jim Stockigt, in his article “The Bassoon in Vocal Works 1700-1850:  A 

Little-Know Obbligato Repertoire.”  His article provides a survey of Baroque and Classical 

vocal works with bassoon and other woodwinds as obbligato.  According to Stockigt, 

obbligato solos for bassoon are not found as frequently as those with oboe, flute, and 

trumpet.  Johann Sebastian Bach wrote remarkable works in his cantatas BWV 149, 

155 and 177. Moreover, there are many obbligato solos in works written by Zelenka, 

Telemann, and C.P.E. Bach. In addition, J. C. Bach, Handel, Keiser, Naumann, Hasse, 

Steffani, Stölzel, Fux, Caldara, and others were using the bassoon in obbligato solos at 

the Habsburg and Viennese court.   

Mozart wrote several arias with obbligato woodwinds and strings, including 

the aria # 11 “Se il padre perdei” from the opera Idomeneo KV 366, aria KV 383 

“Nehmt mein Dank,” aria KV196 “Popoli di Tessaglia.” In addition, there are others 

arias by Mozart such as “Mens Sancto Deo” and “Plasmator Deus,” and “Se il padre 

perdei” arias from Idomeneo KV 366 that is unknown is these adaptations were by 

                                                        
1. Miles Hoffman, The NPR Classical Music Companion: Terms and Concepts from A to 
Z (New York: Houghton, Mifflin Harcourt, 1997), 151.    
2. Bruce Mac Intyre, The Viennese Concerted Mass of the Early Classic Period (Ann 
Arbor: Michigan, 1996), 98.  
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Mozart.3   The small ensemble of vocal, bassoon, and piano is the focus of this project, 

and not the arias with obbligato bassoon solos.  

In addition to the valuable article by Jim Stockigt, I have referred to important 

bassoon catalogues:  Burchard Bulling’s 1991 The Fagott Bibliography and Bodo 

Koenigsbeck’s 1994 The Bassoon Bibliography.  These books are the most useful 

sources to search for music for bassoon.  There are of course more pieces published 

since those books were published and information about these newer works may be 

found online through various publishers and purveyors. These two important bassoon 

bibliography books list works like concertos, sonatas, and chamber music including the 

bassoon. They do not catalogue part of major pieces like operas, symphonies, and cantatas 

with obbligato bassoon.   

The Fagott Bibliographie (the German edition) by Bulling does not list many works 

for trio with voice. There are pieces by Emmanuel Chabrier, Bartolomeo de Selma y 

Salaverde, Alberto Savinio, and Alec Wilder that do not appear in the Bassoon 

Bibliography by Koenigsbeck. Bulling does not list other works that are found in Bassoon 

Bibliography by Koenigsbeck, for example, “The dead bassoon” by Kreutzer, and “The 

Devil’s Songbook” by Vogel. Koenigsbeck’s work is well organized: he listed thirteen 

vocal-voice pieces with bassoon and keyboard instruments, two pieces for 

voice/bassoon/percussion, and two for voice/bassoon/harp. Koenigsbeck also listed many 

pieces including voice, bassoon, and other instrumentations.4  

                                                        
3. Jim Stockigt, “Arias with obbligato bassoon: the bassoon in vocal works, circa 
16901850.” (November2012): accessed July 06, 2015, 
http://jimstockigtinfo.com/arias_with_obbligato_bassoon/index.php. 
4. Bodo Koenigsbeck, Bassoon Bibliography (Monteux: France, 1994), 516. 
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Composers who wrote for this format took advantage of the color of the 

bassoon sound. The bassoon is often called the clown of the orchestra because of its 

comic and dark sound. Composers have also used the bassoon for its ability to play a 

wide range.  The most important bassoon solos have been included in major 

orchestral pieces like symphonies, overtures, operas, mass, in chamber music as 

woodwind quintet, octets, bassoon sonatas, and bassoon quartet or quintet. 

Nevertheless, composers have seldom used the bassoon in chamber music including 

voice.  This type of ensemble is unique and rare.  

 

Historical Review 

According to Gordon Solie, the first composer to write for this small ensemble 

was the 17th century Spanish composer Clemente Imaña. He gave us a secular piece 

for alto-voice, bassoon, and basso continuo called “Filis yo Tengo” (I have syphilis). 

There is no indication whether this piece was written for the dulzian, bajón or 

bassoon. This early piece for vocal-alto voice, bassoon, and keyboard by the Spanish 

composer Imaña could have been played with a bajón that was popular in Spain during that 

time.  In the 17th century dulcians, shawn, curtal, racket, cervelat and bassoon were 

often used interchangeably. Since then, only the bassoon has survived and has been 

further developed. A famous engraving of a woodwind maker shop from 1698 by J. C. 

Weigel depicts both a dulzian and bassoon.   
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Plate.1.1 the famous woodwind maker J. C .Denner (1655-1707). 

 

 

 

 

 

 

 

 

 

 

 

 

The woodcut is from a very comprehensive work of 1698:  

Abbildung der Gemein- Nützlichen Haupt-Ständen and shows a 

bassoon-maker at work at his bench boring the finger-holes of a dulzian, 

while on the floor beside him lies a second dulzian. Leaning against his 

bench, however, is a three-keyed bassoon of transitional form with 

elaborate mouldings turned on the lathe.5 

 

Clemente Imaña was born in Spain on September 1620 and he died on May 1708. 

During that time, dulzians, bajón, and bajoncillos were probably played rather than the 

bassoon of three keys. Lyndesay Langwill stated, “It may be noted that the seventeenth-

century reed group to support the voices in churches in Spain included chirimia (i.e. discant 

shalmey), bajoncillo (i.e. fagott-picolos) and bajon (i.e.chorist fagott).”6  dulzians were 

called bajóns and the small dulzians were called bajóncillo. De Pascual, mentions another 

early piece written using this combination by the Spanish composer Diego Xaraba y Bruna 

who wrote a sacred piece called Lamentación No.2 for soprano-voice, bajón, and 

harpsichord or harp. Seventeenth century Spanish composers apparently were the first to 

                                                        
5. Lyndesay G. Langwill, The Bassoon and Contrabassoon (New York: Norton, 1971), 
28. 
6. Langwill, The Bassoon and Contrabassoon, 33. 
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use this instrumentation mostly for sacred music. According to Grove dictionary, Diego 

Xaraba y Bruna was born in 1652 and died in 1716. Spanish composers started to use the 

dulzians or bajón with voices combined.  

 As Beryl Kenyon de Pascual notes, “It is quite clear that the bajón’s raison d’ être in 

the church was, from the beginning, to provide support for the singers in polyphony and to 

some extent in unaccompanied and accompanied (fabordón) chant. This ‘vocal’ function 

continued to be a primary task throughout its existence and justified its longevity.” 7  

Bassoons and dulzians were both played together in Spain in the 17th century through the 

beginning of the 18th century. The modern bassoon is a different instrument from the 

Baroque bassoon of three key and from bajón of three pieces. 

 

 

 

 

 

 

 

 

 

 

                                                        
7. Beryl Kenyon de Pascual, “A further Updated Review of the Dulcians (Bajón and 
Bajoncillo) and their Music in Spain: Music with Dulcians, “The Galpin Society Journal 
53 (April 2000): 102 accessed July 23, 2015, 
http://jstor.org/stable/842319?&seq=16#page_scan_tab_contents. 
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Plate.1.2 Left side of a bajón of one-piece showing one key, right side the front it showing 

two keys, and in the middle, a bajón of four pieces missing the bell.                                                                                      

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 

 

In the 18th century there are few works for voice, bassoon, and piano; however, 

there are many arias with bassoon obbligatos.  Following Imaña, one of the next composers 

to use this instrumentation was the Spanish composer Diego Xaraba y Bruna who wrote 

Lamentación No.2 (1672-74). In the Romantic period, and important work for this format 
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was Der Todte Fagott (The dead bassoon) by Konradin Kreuzert around 1840. French 

composer Emmanuel Chabrier, born January 18 1841 and died September 13 1894, wrote 

L’Invitation au Voyage for alto-voice, bassoon, and piano a setting of a poem by the French 

poet Charles Baudelaire. Chabrier wrote this piece in 1870.  About this poem, Robert 

Busbeck states: 

L’invitation au Voyage is a poem from the collection Les Fleurs du Mal, which 

earned its writer Charles Baudelaire charges of blasphemy and offence to public 

morality. The revolutionary innovator, who led an unstable life as a dandy and 

opium addict, influenced not only the symbolist movement but also had a profound 

effect upon European verse. In his setting of L’invitation au Voyage (1870), 

Chabrier followed an unusual concept: to the soprano is added an instrumental, 

untexted voice. The highly evocative, erotic lyrics become part of a dreamlike 

musical landscape. The bassoon, with its ‘masculine voice, appears like a wordless 

insinuator, the sonic evocation of a state between sleeping and waking.8  

 

During the 18th century, very few pieces were written for this trio ensemble, but 

vocal works such as cantatas, operas, and masses, with the bassoon as obbligato instrument 

were common.  During the late 18th century, composers used the bassoon as an obbligato 

instrument with strings section, horns, oboes, and flutes rather than using just the bassoon 

as an obbligato instrument. Examples of these combinations of voices and instruments 

include “the aria Triumphos Plausus by Johann Georg Albrechtsberger (1736-1809) for 

alto voice, bassoon solo, strings and two horns, and the aria “Premerå Soglio di Morte” 

from the opera “Vespasian” by Attilio Ariosti (1666-1729) for vocal bass, bassoon, cello, 

and continuo.9  

                                                        
8. Robert Busbeck, Bassoon Extravaganza: Milan Turkovic. 2004.  
9. Stockigt, “The Bassoon in Vocal Works 1700-1850,” A Little-Known Obbligato 
Repertoire (The double reed journal, 2008), 94  
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I emailed to Edition Molinari, and I claim, “I got the edited part from Triumphos 

Plausus an edition by Edition Molinari, but I could not find is this belongs to a opera, mass, 

or oratorio. It replied me, “sorry, but I don't know, if it belongs to an opera, mass or oratorio. 

I think, it is a single piece. Triumphos Plausus was edited from the previous owner of 

Edition Molinari, so I'm not sure about this.”10 

Triumphos Plausus was edited from the previous owner of Edition Molinari, so I 

am not sure about this. Johann Sebastian Bach used the bassoon in many of his works as 

an obbligato instrument. In his cantata BWV 149, excerpt no. 2 “Kraft und Stärke sei 

gesusgen” for bass solo, bassoon, and continuo, and excerpt no. 6 ”Seid Wachsam” for 

alto-voice, tenor-voice, bassoon, and continuo. In cantata BWV 155 “Mein Gott, wie 

lange, ach lange” excerpt no. 2 “Du must glauben” is an aria for alto-voice, tenor-voice, 

solo bassoon, and continuo. The bassoon was used with other instruments in solos from 

cantatas: BWV 173, BWV177, BWV197, BWV202, and for the masses BWV232, 

BWV246, 248, and BWV1088 (fragment). In keeping with the family tradition, Johann 

Christian Bach and Carl Phillip Emmanuel Bach continued using bassoon as an obbligato 

instrument.  

As Kopp notes, “Bach calls for the bassoon in large-scale works with brass and 

drums, but he also includes it in works with intimate ensembles, such as in Cantatas 42, 

44, 66, 70, 97, 173, 177, 186, and 194… There are works with bassoon but without oboes, 

and there are a number of cantatas using oboes in which the bassoon, but not the oboes, is 

specified in certain movements.”11 Composers of the Baroque and Classic periods were 

                                                        
10. Benedikt Dreher, Edition Molinari emailed to Robin mailing list, July 5, 2016. 
11. James Kopp, The Bassoon (Great Britain: Yale University Press, 2012), 78-79. 
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often seeking into the darkness of the bassoon sound to transmit emotions.  Andrew 

McCredie argues, “Der dumpfe, schleichende klangcharakter gab den komponisten die 

rechte farbe auf die palette zum malen von missgeschick, verhangnis, schuld or der suhne, 

mit vorliebe erscheint es in den szenen der unglucklichen oder unerlaubten Liebe, des 

Ehebruchs”. This in English mean, “The musty, insidious sound character gave the 

composer’s palette the right colors to represent misfortune, doom, blame or atonement; it 

was preferred in scenes involving unhappy or forbidden, or adultery.12  

Stockigt article’s does not mention either the opera Erindo by Kusser (b 1660, 

d1727), which has an aria for two obbligato bassoons, or operas with obbligato bassoon by 

the German composer J. F. Reinhardt. 13  In “The Bassoon,” Kopp does not indicate which 

operas they are but states that Reinhardt wrote these works between 1789 and 1808. 

Surprisingly, Telemann wrote only a few solo pieces for bassoon, but used obbligato 

bassoon in many of his larger vocal works.   

The obbligato solos from secular stage as in operas, are different from sacred music 

like masses, cantatas, and oratorios. Mac Intyre states, “Woodwinds provide chiefly 

harmonic filler and timbral doubling (e.g., Wiener unisonos) in the masses.”14 About the 

bassoon obbligato in masses, Mac Intyre writes, “Bassoons were used mostly for an 

occasional expressive obbligato or Viennese unison.” 15  He also observes “Obbligatos 

were usually reserved for the ritornellos (less often for the vocal sections) of the 

                                                        
12. Andrew McCredie, Instrumentarium and Instrumentation in the North German 
Baroque Opera (University of Melbourne Music Library, 1964), 184 
13.  Kopp. The Bassoon, 79. 
14. Mac Intyre, The Viennese Concerted Mass of the Early Classic Period, 102. 
15. Mac Intyre, The Viennese Concerted Mass of the Early Classic Period. 103 
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movements for solo voice. “ 16  The obbligatos were used more in the ritornellos in vocal 

pieces such as masses, operas, and less in oratorios. Those composers, who wrote bassoon 

obbligatos in operas, masses, etc., seldom wrote pieces for vocal voice, bassoon, and 

keyboard instrument. Woodrow Joe Hodges states, “On September 3 (n. d.), Georg 

Friedrich Brandt provided an obbligato accompaniment to an aria by the composer 

Mussini, sung by Madame Rossetti (the wife of Franz Anton Rossetti who was 

Kapellmeister at Ludwigslust from 1789 to his death in 1792)”17  Hodges mentions the 

famous bassoonist Georg Friedrich Brandt performed that same aria in September 1805, 

but does not say which opera was it.  

Composers in the 19th century continued writing arias with bassoon as an obbligato 

instrument. There is an important obbligato bassoon solo in the Messa da Requiem by 

Giuseppe Verdi.  The obbligato bassoon solo appears with soprano solo in the “Dies Irae” 

movement. The obbligato bassoon solo is in mm.270- 312.  

 

Example. 1.1. Beginning of the obbligato bassoon in the aria “Dies Irae” from the Requiem 

by Verdi. 

 

 

 

 

 

 

                                                        
16. Mac Intyre, The Viennese Concerted Mass of the Early Classic Period.255  
17. Woodrow Joe Hodges, A Biographical Dictionary of Bassoonists Born Before 1825 
(Ann Arbor, Michigan, U.S.A. 1980) V.1.139. 
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Composers of the twenty-century were writing more using this trio format. In 

general, a very few pieces were written during the Baroque era using this trio format, and 

not part of opera, cantata or mass. These are Lamentatión No.2 for soprano-voice, bajón 

and clavichord or harp by the Spanish composer Diego Xaraba y Bruna, and Filis yo tengo 

by Clemente Imaña.  Only two composers using this trio format in the romantic period 

were found, one by Konradin Kreutzer (1780-1849) called Der Todte Fagott (The Dead 

Bassoon) and another by Emmanuel Chabrier (1841-1894) called L’Invitation au Voyage. 

 

The bassoon: the most similar sounding instrument to the human voice 
 

Many composers have said that the bassoon sound is the close to the human voice. 

Composers have also named the bassoon as the clown of the orchestra. The bassoon has a 

wide range, and comic character, and many composers have taken advantage of these 

qualities. Composers that have composed for bassoon and voice have often been working 

or teaching with a bassoonist and singers in a church, court or in an orphanage. This is the 

case of Diego Xaraba y Bruna who spent his life working in churches and for Konradin 

Kreutzer who wrote a few bassoon pieces for friends including Der Todte Fagott.   

Composers are often commissioned to write specific pieces. According to William 

Waterhouse, “Mozart Concerto for Bassoon in B flat major. K. 191 commissioned by the 

aristocrat amateur bassoonist Thaddäus Freiherr von Dürnitz (1756-1839). Carl Maria von 

Weber Concerto for Bassoon Op.75 commissioned by Maximilian I King of Bavaria 

(1756-1825) in 1881, on a request from the bassoonist Georg Friedrich Brandt. Brandt was 
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student of Georg Wenzel Ritter, favorite bassoonist of Mozart.”18  Bassoonists often create 

works for their own performance. Among many others are Bartolomeo de Selma y 

Salaverde (1595-1638), Francois Devienne (1759-1803), Carl Heinrich Jacobi (1791-

1852), and Bernard Garfield (1924- ). 

  James Kopp refers to theorist and composer Joseph Fröhlich (1780-1862) 

“Fröhlich compared the bassoon’s utterance to both ‘a beautiful full tenor voice’ and, in its 

low register, to a majestic bass voice, ‘able to express the most the most elevated 

feelings’.19 Bassoon teachers recommend listening to arias with tenor voice, and imitating 

both the dark, and the brilliant sound of good tenors, baritones, and bass singers. A good 

bassoon player can express different feelings and imitate different voices with the bassoon. 

Kopp cites Carl Bärmann, a famous bassoon player from the 19th century, “This very 

instrument of ours comes the nearest to the human voice.”20 Will Jansen, the author of “The 

bassoon, its history, construction, makers, players and music,” offer scientific reasons why 

the bassoon sound resembles the human voice. He compares the bassoon to an organ stop.  

The pipe registers of the organ can be divided into two groups, the stops 

representing the characteristic ‘organ’ voices or register, such as the Vox Humana, 

the Sesquialtera, the Night Horn, Principal, Prestant, Salicet and others- and the 

stops representing voices that are more or less successful imitations of other 

instruments of music, so that on many organs we may see stops with the denotations 

Flauto, Viola da Gamba, Viola, Oboe, and also members of the bassoon family; on 

older organs stops named Dulcian, Dolzian or Doucaine, on moderner instruments 

the names Fagott, Bassoon and Basson.”21  

 

                                                        
18. William Waterhouse, Bassoon (Yehudi Mehuhin Music Guides, London. 2003), 
203. 
19. Kopp, The bassoon, 97.  
20. Kopp, The bassoon, 99.  
21. Will Jansen, The bassoon, its history, construction, makers, players and music 
(Buren, The Netherlands, 1978), 271. 
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The bassoon used as an obbligato instrument in major vocal works: Important 

Excerpts.  

The bassoon has been used frequently as an obbligato instrument in major vocal 

works from the Baroque through the Romantic period. An important duet for soprano voice 

and bassoon with string accompaniment is the aria “Néris” from Médée, an opera by Luigi 

Cherubini (1797).  During the Romantic period and 20th century, the bassoon is used less 

often as an obbligato instrument.  Samples of these excerpts may be found in books of 

orchestral and operatic excerpts such as Edizione a cura dell’Autore published IL 

FAGOTTO IN ORCHESTRA (The bassoon in the orchestra) published in 1971, and 

collected by Fernando Reghini.  The following excerpt from Mascagni’s opera Cavalleria 

Rusticana, “Santuzza und Turiddu” is from that collection.  

 

1.2. Example “Stornello di Lola” excerpt an aria with obbligato bassoon from Cavalleria 

Rusticana by Pietro Mascagni.  

 

I asked Christopher Weait, former principal bassoon with the Toronto Symphony 

Orchestra and former bassoon teacher at The Ohio State University about the writing for 
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bassoon in Romantic and 20th century operas. My question was, “Do you know how many 

arias by Romantic and 20th century composers have bassoon solos that could be considered 

as obbligato bassoon?” and his answer was this: “I have played three of the Ring operas 

and Flying Dutchman. While his bassoon writing is very engaging, he does not write 

lengthy woodwind obbligati. Look carefully at Meistersinger because there are significant 

brief bassoon solos.” Composers from the mid- romantic period like Pietro Mascagni, 

Richard Strauss (who wrote remarkable contrabassoon solos in Electra and Salome), and 

Peter Tchaikovsky wrote difficult instrumental solos in their operas.  

  I asked William Short, principal bassoon of The New York Metropolitan Opera, 

about arias with obbligato bassoon. My question was, “do you know arias with obbligato 

bassoon from the 20th and 21 centuries?” His response:  

The first aria that leaps mind is “Quietly, night” from The Rake’s Progress. “Fu la 

sorte dell’armi” from Aida also has a nice part (the prominent bassoon passage 

starts at about 5:15). Certainly, the long solo from the Verdi Requiem would be 

considered an obbligato (even though it’s not an opera). There’s a lovely (and 

challenging) bassoon obbligato in Cavalleria Rusticana on page 106 of the score. 

There’s a recurring (and recurring and recurring) high solo in The Nose 

(Shostokovich) that may also qualify. Also take a look at rhl.5 in act two of Tosca- 

I am not sure it qualifies as an obbligato, but it’s certainly a very nice passage for 

the bassoon. Of course, the most famous of all is “Una furtive lagrima” (Donizetti 

L’elisir d’Amore). 

I can’t think of anything that would necessarily qualify by Wagner or Strauss. 

Incidentally, though, if you’re looking for great, less-known bassoon solo, the 

opening of the third act of the Die Frau ohne Schatten is remarkable.22 

 
 
 
 
 
  
 
 
 

                                                        
22 William Short, e-mailed to Robin Aldana mailing list, May 20, 2016.  
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Composers who have composed for voice, bassoon and keyboard or  
plucked instruments. 

In my research, I found 49 pieces written for this unique trio. Three are 

arrangements of arias with obbligato bassoon. In the original scores, these arias are 

accompanied with strings and winds. These arias are, “Liex funestes” from the opera 

Dardanus (1739) by Jean Philippe Rameau, arranged by Willard Elliot. “Ich bin der Welt 

abhanden gekommen” from Fünf Rückert-Lieder (1901-1904) by Gustav Mahler, arranged 

by Bruce Gbur, “Ah, nos peines serront communes,” from Médée (1797) opera by Luigi 

Chérubini, arranged by Jeffrey Lyman and “Gott, sieh dein Volk” from the oratorio Die 

Israeliten in der Wüste (1769) by C.P.E.Bach, arranged by Bruce Gbur. In the oratorio by 

C. P. E. Bach, the original obbligato instrument was the English horn, and Gbur arranged 

it for bassoon, voice, and piano.   

Seventeenth century composers Diego Xaraba and Clemente Imaña began to write 

for this ensemble. In the 18th century, while many composers created operatic arias with 

obbligato bassoon, very few chamber works were written using this small format.  Most 

notably Konradin Kreutzer Der todte fagott, Emmanuel Chabrier L’ invitation au voyage, 

and Friedrich Agust Belcke “Drei Lieder” wrote for this ensemble.  

In the 20th century, more composers became attracted to the small trio ensemble. 

Twenty-nine pieces were identified written for voice, bassoon, and keyboard instruments.  

Appendix A provides a more comprehensive list of the works written for this chamber 

ensemble. Composers of the 21st century are included as well.  

In my research, I found three pieces for voice, bassoon, and harp: Lamentación 

No.2 by Diego Xaraba y Bruna, Phyllis McGinley song cycle, by Alec Wilder, and The 

Going Cousins by Katherine Mulky Warne.  
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 Composers who have composed for voice, bassoon, and other instruments 
 

Selected works for voice and bassoon, using other instruments, include “Fables 

from Aesop,” a piece for narrator, violin, and bassoon by Howard Buss, 3 to 7-196 for 

baritone-voice and double bassoon by Phil Niblock. “Soundings,” a song for tenor-voice, 

four percussions, and bassoon by Richard Frank Donovan. A Chamber Suite featuring 

voice and bassoon by Joshua Peter Sculthorpe. Te Kültrum Mapuche for voice, bassoon, 

and kültrum a native Chilean drums instrument, “………..daB es nichts Neusgibt unter de 

sonne…….” for soprano-voice, violin, and bassoon by Thüring Bräm and Celui qui dort et 

dort for soprano-voice, xylophone, percussion, and bassoon by Paul Arma. 

 
Methodology 

  

To conduct this study, I analyzed primary sources (e.g. Bassoon Bibliography, 

Fagott Bibliographie, “Extravaganza bassoon” CD notes, eight musical scores) and utilized 

secondary sources to gather additional information. Using those bassoon bibliographies, I 

found almost the entire repertoire of the vocal voice, bassoon, and keyboard instruments 

format. The remaining repertoire I found in the bassoon music scores shop and through 

Texas Tech University’s interlibrary loan. When I first heard pieces from this ensemble 

was in the CD “Extravaganza” by Milan Turkovic. Immediately, this type of ensemble 

caught my attention, and I began to do a research of these pieces, and I decided to do a 

lecture recital about this type of ensemble.   

Furthermore, the methodology that I started to use for this research was looking up articles 

online, tertiary sources.  I could not find many articles about this study. I found one related 
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article written by Jim Stockigt, but it was not quite the same. His article is “Arias with 

obbligato bassoon: the bassoon in vocal works, 1690-1850.” Another article I found was 

written by Baryl Kenyon de Pascual. The bibliographies of their articles were useful. I used 

the two most important bassoon bibliography catalogues one by Burchard Bulling and the 

other one by Bodo Koenigsbeck. The other significant sources that I used were the most 

important sheet music for double reed from Trevco Music and The Double Reed Shop. 

Through these purveyors of sheet music for bassoon, I became acquainted with new 

repertoires, and information about these pieces. I organized the repertoire information 

chronologically by the composer’s period life and found many pieces related to this 

ensemble on Youtube. For example, when I found a piece by Emmanuel Chabrier, L 

'Inviation au Voyage, I found other pieces related to this type of repertoire performed by 

Scott Pool. After I found the names of these repertoires, I searched for biographies of those 

composers who wrote for this ensemble and compiled a list, which is in Appendix A. Some 

composers who have written for this ensemble are not well known or are young composers, 

so I did not find biographies of these composers. I organized my document in a 

chronological order. I first wrote the introduction and a historical review of my paper topic. 

After that, I reduced the focus of my main idea. I mentioned titles of some of the most 

important arias with obbligato bassoon. After that, I explained the works that were written 

in the eighteenth and nineteenth centuries, and finally explained the works that were written 

in the twentieth and twenty-first centuries. The next step was to analyze three works of 

different eras and styles using a formal harmonic analysis.  

I chose harmonic analysis of these three different pieces because, I wanted to show the 

different harmonics techniques and texts that the composers used in their pieces. The value 
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of understanding these three different techniques was to see how the musical techniques 

developed through centuries. With this information, I started looking how this trio 

ensemble developed through the years. I chose these three different pieces for their texts. 

These texts are completely different: Lamentación No. 2 is sacred, Der Todte Fagott is 

humorous and satirical, and “The Devil’s Songbook” is humorous, satirical, and secular.  

Sampling these three pieces with different texts and periods provide a broad picture of how 

this trio evolved.  

In this investigation, I provided the original score of Lamentación No.2, and a new 

score written by me, I showed the figured bass and the chords names. Rewriting this score 

was necessary because I wanted to show some errors in the lyrics and notes on those lyrics. 

Thereby, you can see my analysis of this interesting piece. In addition, in Appendix: G, I 

provided a list of songs of this repertoire that are available in YouTube. Finally, I provide 

a bibliography that I used in this study about my topic. 
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Chapter: 2 

 
A historical and formal analysis of Lamentación No.2 by Diego Xaraba y 

Bruna.   

 

Texts for the Lamentations of Jeremiah are found in the Old Testament book of 

Jeremiah, Chapter 2, 12-15.   The Lamentations by Jeremiah became a very important 

part of the Holy Week rites. Lamentations illustrate the important components of 

sorrow, atonement, and repentance of the Easter rites.    

Composers from different periods, beginning with Renaissance composers 

like Thomas Tallis, William Bird, Robert White, Palestrina, de Lassus, Tomàs de la 

Victoria created musical settings of the lamentations. François Couperin, Jan Dimas 

Zelenka, and Diego Xaraba y Bruna also set the texts during the Baroque period. The 

“Lamentations” of Jeremiah also inspired great painters.  Michelangelo, Rembrandt, 

Gustavo Dore, and Marc Chagall painted famous portraits including “The prophet 

Jeremiah,” in the Sistine Chapel ceiling by Michelangelo (1508-1512), “Jeremiah 

Lamenting the Destruction of Jerusalem” by Rembrandt in 1630, the people mourning 

over the ruins of Jerusalem by Gustavo Dore (1866), and “Jeremiah’s Lamentations” 

by Marc Chagall (1956). 23 

 

 

 

 

                                                        
23 Paul Joyce and Diana Lipton, Lamentations through the Centuries (Chichester, UK: 
Wiley-Blackwell, 2013), 3-5. 
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Plate. 2.3 The most famous painting of Jeremiah by Rembrandt van Rijn. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Diego Xaraba y Bruna was born in Daroca, Spain, 1652 and died there in 1716. He was 

nephew of organist and composer Pablo Bruna, known as “The blind of Daroca.” 
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Through studies of organ and composition with his uncle, Diego became organist of 

the cathedral of Nuestra Señora del Pilar in Zaragoza. In addition, he was a chamber 

musician to Don Juan José of Austria governor of Aragon from 1674- 1677. In addition, 

he was organist of the royal chapel in Madrid in 1677, and in 1770 maestro of 

clavichord to Charles and for the queen II Marie-Louise. Xaraba had the honor being 

maestro of clavichord of three majesties.   

Only a few compositions survive by Diego Xaraba, and Lamentatión No. 2 is the 

only vocal piece still published. According to Pedro Calahorra, who published, 

Polifonia Aragonesa in 1985, Lamentation No.2 by Diego Xaraba is purely Baroque 

style; the text belongs to the prophet Jeremiah, a lamentation to be sung during the 

Maundy Thursday in the Holy Week. This Lamentación by Xaraba is a virtuosic piece 

for the soprano voice because it has long melismatic figuration on the voice. “This 

setting makes use of the bajón or dulzian, a predecessor of the bassoon, as an 

obbligato instrument. The human voice and the instrumental voice are equal in 

importance.  The bajón voice behaves like a second voice, a second vocal-part in the 

same range. The bajón behaves as an imitatively equal voice to the soprano part.  The 

accompaniment is for a harp or for a clavichord during the Holy Week. The clavichord 

was a favorite instrument of Xaraba and he wrote this piece with that in mind.  

“We should remember that during the Holy Week the organ cannot be played 

because the organ is an instrument of joy and life, and the Holy Week reminds us of 
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the crucifixion of the Messiah.  This work continues to be a very unique and singular 

piece, rare, and infrequent in Baroque liturgical music.” (Page # 12-13)24 

I will analyze the most relevant harmonic techniques that Xaraba uses in his 

Lamentación No. 2 The text belongs to the Latin Holy Bible, and the verses does not 

use numbers, but Hebrew alphabet words. When the Holy Bible was translated into 

the English language from the Latin, the verses were encoded with numbers no with 

Hebrew words because they lose their meaning. In a study by Joyce and Lipton state, 

“It consists of five poems, four of which are acrostics based on the twenty-two letters 

of the alef-bet, the Hebrew alphabet.”25 Xaraba used Lamentation 2: 12-15 by the 

prophet Jeremiah. “Lamed” is for verse 12, Mem is for 13, “Nun” is for 14, and Samech 

is for verse 15. C is the time signature of the entire piece, and it is written in an old 

fashion. I mean one measure are actually two measures. The bajón written in treble 

clef. The harp or clavichord part have neither figured bass nor chord names. During 

that time the keyboards players has to add the figured bass by memory. When these 

Hebrew letters introduce a poem, Xaraba uses them as an introduction. For example, 

the piece starts with the Hebrew alphabet word Lamed sung by the soprano in 

melismatic technique for eight measures. The next Hebrew alphabet word is “men” in 

m.33, repeated three times, and it takes 16 measures. “Nun” is the next Hebrew word 

it appears in m. 71, repeated four times in 14 measures. Finally, the last Hebrew letter 

is Samech in m.105; repeated eight times in 26 measures.  

                                                        
24. Pedro Calahorra, Polifonia Aragonesa: Obras de los maestros de la capilla de 
música de la collegial de Daroca (Zaragoza) en los siglos XVII y XVIII. (Institution 
“Fernando el Catolico” Secciòn de Musica Antigua Excma, Diputaciòn Provincial 
Zaragoza, 1985), vol.2. 
25. Joyce and Lipton, Lamentations, 2.  
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Example. 2. 1 shows the time signature, the tenor clef for the bajón rewritten using 
one of the modern clefs for vocal tenor parts, and the accompaniment part. 
 

 

 

 

The soprano begins singing the world “lamed,” or verse 12, and framed by an 

imperfect cadence in m.4 (vii6 to I). The first half of measure one is a C major chord, 

and the second part of measure one is a secondary dominant V6/V that resolved to V, 

an example of “tonization.” The second measure is a C second inversion chord first 

two beat, and then a subdominant first inversion chord that leads to a V7 chord.  The 

third measure starts with a tonic triad second inversion going to ii6, and I6. The fourth 
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measure starts with a vii diminished first inversion chord that proceeds to the tonic. 

The first four measures include non-harmonic tones as passing tones: B, A in the 

bassoon and clavichord, B, C, and E neighbor-tones in the soprano voice, and in the 

bassoon part. The second measure has neighbor-tones only, as F and Bb in the 

bassoon, and D and G in the soprano voice. The second and third measure are non-

harmonic tones, F and B as neighbor-tones in the soprano, and A, G, F and C in the 

bassoon parts, anticipations F in the bassoon and clavichord parts an octave apart. 

The harmonic progression in the first four measures is C- D/F#- G, C/G- F/C- G, C/E- 

d/f- C/E- G, and C.  

Measures 5-14 include two phrases framed by C major. In m.6 is a modulation 

to F major, and in mm. 7 and 11 are secondary dominants. These secondary 

dominants are V7/IV that resolves to the subdominant of F major of Bb. There are 

two cadences in this phrase, one a perfect cadence in m.8, and the other one in m.13 

a perfect cadence too. Xaraba uses an imitation style between the soprano-voice, and 

the bassoon or vice versa. For example, m.5 the theme starts in the soprano-voice, 

and imitated in the second part of that measure by the bassoon. This pattern of 

imitation repeats in mm. 8-10. These are short imitation of three measures only.  
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Example 2.2 shows imitation between the soprano voice and the bassoon voice. Mm 
5-7.

 
 

These imitation techniques occur throughout the piece. There are examples of 

chromatic modulation, e.g., m.15. There is a vi6 chord in the first two beat of the 

measure going to a VI7, modulated to D minor m.16. The C7 would be a V7/IV in C, a 

secondary dominant chord, m. 15. 

 
Example. 2. 3 shows a chromatic modulation to D minor in m.15. 
 

 
 
 
Example.2.4: shows modulation from D minor to A minor, mm.16-19. 
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These modulations last one or two measures as the previous examples. 

Modulations to closely related keys occur many times through the entire piece. The 

last graph for instance show a modulation to D minor and modulations to closely 

related keys are also considered modulations. When the mode changes in a musical 

piece, are not considered modulations, e.g., from C major to C minor, and so on.  

There are many non-harmonic tones.  

 

Example.2.5 shows neighbor groups in the soprano voice as non-harmonic tones and 
movement to C and F on the way to cadence on C. 

 

The previous example shows ornamentations. M.33 is in F major, the first part of that 

measure is the dominant C7 of F. The grace notes are double neighboring tones in the 

soprano also that is an example of melisma in the soprano.  
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Example. 2.6. Mm. 56-58 shows counterpoint in the three voices. 

 

The last example also shows many passing tones in the bassoon part. In addition, the last 

measures of the previous example show a modulation to Bb major, the pivot chord is Bb. 

 

Example. 2. 7 shows imitation m.92 between the soprano and bassoon. 
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Example.2.8 shows two examples of consonant 4ths mm.96-97 and sequence of 6/5 
in mm.98-99. 
 

 

Consonants harmonization technique are properly from the 16th century, and 

sequences are from the 17th century. Repetition in another pitch happens frequently 

in this piece. In example.1.6 that three measures are the same that mm.98-101. 

 

Example. 2. 9 a harmonic progression down by fifth.  

 

Melismatic technique characterized this piece this making it more virtuosic. 

The vocal melody is always interplaying with the bassoon line. The clavichord or harp 

is only in an accompaniment role most often paralleling the bassoon and realizing the 

bass. It is playing the root of the chords as whole tones, half notes, quarter notes, and 

infrequently eight notes. 
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Example.2.10 illustrates the often-florid movement of the counterpoint and in this 
case the separate (different) bass line.   

 
Lamentation No.2 by Diego Xaraba y Bruna is an early Baroque tonal piece 

because of the modulations to closely related keys, pitch center, and home key. It uses 

some seventh chords and very few secondary dominants chords. These techniques 

make this piece a tonal piece. It uses also modal technique; it uses rarely church 

Greeks modes as in m. 22 is in D Dorian. It uses diatonic scales using a certain key. 

Xaraba piece uses different cadences such as perfect, imperfect cadence, half cadence, 

to end phrases rather that deceptive and plagal cadence. This singular Baroque piece, 

it has some Renaissance vestiges techniques, it is an early Baroque piece written 

between (1674-1677). For example, the melody of this piece moves in a smooth 

consonant shape. It uses regular meter as C. About the harmony triads and sixth are 

found between the bassoon and soprano-voice. Dissonances are prepared and 

resolved with dissonances harmonies. There are many octaves between the bassoon 

line and the harpsichord as well. The texture is polyphonic there are three different 

voices interplaying in a counterpoint style. This is a sacred piece played with a 
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consort in a church during Xaraba’s lifetime. In my opinion, the form of this piece is 

“through composed” because there are few repetitions; there is different music for 

each stanza; and just a very few small phrases are repeated within the big sections.   

This piece is a reminiscence of songs of the medieval period.   
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Chapter: 3 

 A historical and formal analysis of Der Todte Fagott by Konradin Kreutzer 

  Kreutzer was born in Messkirch in the district of Baden Germany November 22 

1780, and died December 14, 1849 in Riga, Latvia. He was composer and conductor a 

prodigy who studied in the monastery school, Zwielfalten in 1789. There he learnt singing, 

piano, organ, oboe, clarinet, violin, and music theory. In Vienna he took composition 

lessons with the famous teacher Johann Georg Albrechtsberger. He wrote two other 

important pieces for bassoon besides this, a variations and a fantasia. His acquaintance 

with the famous bassoon player Anton Romberg was the reason for writing these pieces. 

He was also a successful composer of two operas: Das Nachtlanger von Granada (The 

Night Camp in Granada) and Der Verscwender (The Spendthrift) 

 

Regarding the ballade Der Todte Fagott there is no known date of composition. I 

inquired of Mr. Milan Turkovic, the bassoonist who recorded this work. My question was, 

do you know in which year Kreutzer wrote Der Todte Fagott and if that piece belong to 

an opera? I could not find any information in the CD notes, in any other place about it? 

The same question for L' Invitation au Voyage by Chabrier. Mr. Turkovic replied me: “Dear 

Robin Aldana, I am afraid I can't be of much help regarding your questions. The piece by 

Kreutzer however definitely is a single piece and not a part of an opera or such. I do not 

know whether the piece is not available in print. Back then, I have made a hand written 

score from different handwritten versions. There is no indication of a date of 

composition.” 
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The Chabrier piece is available in print. Actually, I have no more information about 

it than what is to be seen on the internet. If you are looking for music sheet, I suggest 

getting in touch with TREVCO MUSIC (USA).”26 It is possible that Kreutzer wrote this piece 

after his success with his opera Das Nachtlanger von Granada in 1834. His friendship with 

bassoonist and singers may have been the reason that he wrote this singular piece. This 

is a very romantic piece; Kreutzer used German augmented sixth chord, borrowed chords, 

and many diminished seventh chords with deceptive resolutions. Kreutzer used different 

meters such as 6/8, 4/4, and 3/4, with different tempos in describing a story of love, 

horror, and mystery. This is a satirical piece written by an important composer of bassoon 

repertoire. The name of this piece is strange and unusual. Stephan Weidauer states: 

An animated to loud laughter delicacy is the (sic) dead Bassoon by Konradin 

Kreutzer, a pretty bloody satire on medieval knights romances with four dead in 

eight minutes. Turkovic slips here and there in caricature fashion in the role of 

buffoon ("who has a large Fagotto he blows even miraculous"), while Robert Holl 

the gruesome ballad with ironically joke ("you rasping Baßgeselle, now you are 

silent forever”), but always classy voice conveys the trembling listener. In the 

terzenseligen cadence baritone voice and bassoon sound merge into a new sound 

version („with terrible ghosts of dead bassoon sounds rang out”).27 
 

Konradin Kreutzer is the most relevant composer for the bassoon literature among 

all the composers that been writing for this trio ensemble. He wrote Variations in 1817 for 

bassoon and orchestra, and “Fantasia” both of them belongs to the standard bassoon 

repertoire. The other composers that wrote for this type of ensemble did not write any piece 

                                                        
26 Milan Turkovic emailed Robin mailing list July 7, 2015. 
27. Stephan Weidauer, Das Orchester: Bassoon Extravaganza (Shott Music, 2005), 
accessed, January 2016. www.dasorchestrer.de/de_EU/journal/showarticle,9576. 
html 
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that belongs to the bassoon standard repertoire. The trio does not appear in the most 

important bibliography bassoon catalogues, perhaps because it is a recent discovery. Milan 

Turkovic has recorded this piece on his CD called “Bassoon Extravaganza”.  Robert 

Busbeck states,  

The ballade ‘The Dead Bassoon’ brutally satires the romantic idealization of 

medieval chivalry before turning into a terrifying horror story. The musical Knight 

Otto and his bassoon-playing squire successfully beguile the castle damsel, 

whereupon both, including the damsel, are summarily slain by the castle lord. 

Taken as spoils by the lord, the miraculously sounding bassoon initiates a terrifying 

revenge. Here the sound of the bassoon is incorporated into the vocal ballade as a 

‘realistic’ part of the tomfoolery.28 

 

Der Todte Fagott starts with a 6/8-meter signature, and it lasts for 90 measures. In 

m.90 it switches to a 4/4 meter, in m.123 the meter changes to a 3/4 meter, and in m. 239 

back to 6/8 meter. When the meter signature changes, the tempo marks also change to 

describe better the story. This was a characteristic of romantic composers, complexity in 

the rhythm. The ballade starts in Eb major for 40 measures. These first 40 measures 

Kreutzer uses the tonic and the dominant chords as accompaniment chords. The piano starts 

the first two measures and the bassoon join with the pick-up to m.3. The first 10 measures 

are like an introduction; the baritone voice starts with a pick-up in m.11. The bassoon plays 

the squire of the knight Otto in this story.  

The knight Otto is the main character in this story as described by the baritone 

voice.  Adelgund’s father killed Knight Otto and his squire.  He also killed Adelgund, his 

own daughter.  Adelgund’s father was not pleased about his daughter being enamored by 

the knight Otto. In addition, Adelgund father took the bassoon played by the squire and 

                                                        
28. Robert Busbeck, Bassoon Extravaganza: Milan Turkovic. 2004. 
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hung it up in the wall of the hallway. In the first section, the bassoon does not play a lot, 

but provides an important comic ingredient. It starts playing the bb and bb’ in different 

octaves.  

 

Example.3.1. shows the accompaniment style and the bassoon in this first section. 

 

 

The first section is from the beginning to m.43. The two first verses of the poem 

are set in this first section. Kreutzer uses the same melody and the same rhyme for each 

line of the poem. This technique is strophic form. The bassoon part repeats in this first 

section. This section has homophonic texture and contains triads, seventh, secondary 

dominant, diminish, and augmented six chords. There is a It+6 chord in m.31, an 

augmented sixth interval, an Eb in the bass, and a C# at the tenor voice.  Phrases of four, 

five, and six measures frame this first section. The It+6 resolves to B- flat first inversion. 

This section mm. 31-34 is an E-flat as a pedal.  
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Example 3.2 M.31 shows the E-flat Italian augmented six chord with f & a-flat neighbor 

tones and the interplay between voice and bassoon. 

 

  

The third stanza of the poem begins at m.44, and ends at m.68. This section is in 

Ab major and change to its relative key F minor in m.52. The tempo is Allegretto, slower 

than the previous section that is allegro moderato. This segment has a chain of secondary 

dominant chords in m.60 to m.64 that resolves in m.65 with its dominant chord. The first 

phrase mm.44-49 framed by Ab major, the second phrase mm.50-55 framed by F minor, 

and the last phrase of this section mm.56-66 framed by Ab major ending with half cadence 

Eb major chord. A planing of major triadic chords for a brief cadential extension ends this 

section in m.68 connecting it to the third section.  
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Example.3.3 shows planing major triads descending chromatically, this passage is also a 

cadential extension that connects it to the next section of the piece. 

 

 

 

The musical texture is homophonic with the baritone line predominating. The piano is but 

a single chord for measures, and the bassoon line fills the gap between sentences.  With the 

third section that starts in m.69 to m.90, Kreutzer uses a long A- flat as a pedal. 
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Example.3.4 shows the secondary B diminished seventh chord in m.89 with deceptive 

resolution in m. 90. 

 

 

The fourth section is from m.92 to m.114. This section is in C minor. The pivot chord is 

Ab m. 91, showed in the previous example. M. 95 is a C minor chord, the D # note is the 

same that E flat, and E natural is escape notes. M. 96 is a D flat same process like the 

previous chord, the E natural are appoggiaturas.   
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Example. 3.5 show the continuation of the previous example, the implied b dim 7th 

resolving to C Major, and then planing of major triads ascending chromatically. 
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Example. 3. 6. M.105 shows the German augmented sixth chord and m.107 a secondary 

diminished seventh chord.  

 

 

The fifth section is in mm.115-122, and this section is in C minor. The bassoon does not 

play in this section.  The most relevant in this section is that Kreutzer uses mode mixture 

and a secondary diminished seventh chord.  
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Example. 3. 7 shows a borrowed chord in m.120, an Ab minor, m. 122 is A-dim as a 

secondary diminished chord. 

 

The sixth section is in mm.123-166. The time signature is in triple meter, and the 

key signature. He uses mode mixture and cadential extension as the previous sections. The 

bassoon plays in this section when in the text says Geisterschalle (ghost sounds), and 

Erklang (resounded). The seventh section starts is mm.167-174, and this is an interlude. It 

is the shorter section of the piece, and is in C minor. This section is a pedal 6/4 because it 

uses 6/4 chord for eight measures. Kreutzer did not approaches and resolved the pedal 6/4 

in a traditional way. This section there are appoggiaturas as ornamentations in the right 

hand of the piano. The bassoon starts this section with the high C natural.    
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Example.3. 8 shows an C pedal, the B natural as a appoggiaturas in the right hand on the 

piano. 

 

 

The seventh part of the piece is in mm.175-192. He uses two chords in this section, 

an A diminished as a secondary diminished chord mm. 174-184,189-191, and an Eb minor 

as a borrowed chord in mm.185-188. 

The eighth part is mm.193-200, in this part just the bassoon and the piano play, the baritone 

voice starts with a pick-up to m.201. This part is a like pedal 6/4 F is in the pedal Eb major: 

V6/4-V/V-V6/4. This interlude connects to part ninth of the piece mm.201-238.  

In m.203 is a secondary dominant chord, and m.204 a borrowed chord an E minor 

chord. This section is in C minor and the tempi is Allegro Vivace. In m. 211 is a modulation 

to Ab major, and in mm.216-217 is a chromatic median modulation Ab major to D major. 

This section is strophic Kreutzer uses the same style of accompaniment to set the verses 

up. Two secondary diminished seventh chords are one in m.225 (F# dim.7) and the second 

one in m.229 (e dim.7), and extended as a cadential extension to the end of this section in 

m.238. 
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Example. 3. 9 shows the two secondary diminished seventh chords. 

 

Example. 3. 10 shows the continuation of the previous example, the E diminished seventh 

chord extended through the end of this section. It is a cadential extension.  

 

 

 

Finally, the last section is in mm.239-251 with a cadenza in both baritone voice and 

bassoon part in mm.249-250 unusual for both.  In this section was a modulation to its 
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parallel D flat major. In section are an A7 in third inversion in m.241, and a G-flat German 

augmented sixth chord in m.243.  

 

Example. 3. 11 Shows a Third Relationship the resolution of the A7 chord, m.242-243, to 

the G-flat aug 6 chord in m.243. They are both German augmented sixth chords in their 

respective keys. 

 

 

 

Example. 3. 12 shows a chromatic modulation to E flat major in m.247. 
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Finally, the end of this piece with a cadenza between the baritone- voice and the 

bassoon of two bars. The piece end with an authentic perfect cadence. The cadenza is 

unusual as the piece itself. 

 

Example. 3. 13 shows the cadenza between tenor and bassoon. 

  

Der Todte Fagott uses a harmonization very particular from the Romantic period. It uses 

secondary dominant and secondary diminished chords with deceptive resolution, and 

augmented German six chords. Besides that, the harmonic language is traditional; it uses 

borrowed chords, mediant modulations, and parallel key modulations. In my opinion, the 

form of this work is “Through- composed” because almost all the stanzas have different 

melodies. Der Todte Fagott has stanzas with the same melodies as the first section of the 

song, but in the next sections are quite different. It is still a “Through- composed” form. 
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Chapter: 4 

Vocal pieces for bassoon, keyboard or other instruments in the 20th century. 

Most all the repertoire for this type of ensemble was written by composers in the 

20th century.  There are pieces with interesting instrumentation using the bassoon, voice, 

and percussion instrument such as one piece by Paul Arma French Composer (1904-1987). 

He wrote Celui qui dort et dort (1970) for soprano, bassoon, xylophone, and percussion. 

The American composer Phil Niblock (b1933) wrote in 1975 a piece titled “3 to 7” for 

baritone voice and double bassoon. In 1978 The French- Canadian composer Linda L. 

Bouchard (1957) wrote L’ hommo quichange for baritone voice, bassoon, and cello. The 

Chilean composer Carlos Isamitt Alarcon (1887-1974) wrote Te Küduam Mapuche for 

voice, bassoon, and Kültrum. The kültrum is a native drum instrument from Chile. One 

striking piece from the late 20th century is The Devil’s Songbook (1993) by Roger C. 

Voguel. This piece has eight movements 1) “Of Politicians,” 2) “Of Attorneys,” 3) “Of 

Businessmen, 4) “Of the Media,” 5) “Of Critics and Music,” 6) “Of Virtue,” 7) “Of vanity,” 

and 8) “Of Celebration.” Each of these movements is a satire. Voguel used in this piece 

texts from famous authors like Hillarie Belloc, Twain, Balsdan, Lamb, Murray, Thompson, 

and Dorothy Parker.   

 

A historical and formal harmonic analysis of The Devil’s songbook: eight 

irreverent for medium or high voice, bassoon, and piano” by Roger Craig 

Vogel. 

Roger Vogel was born, in Cleveland, Ohio in 1947. He is a composer of 

contemporary classical music, and a music educator. He began his studies in music theory 
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and composition at the Ohio State University. He got his doctor in philosophy in music 

theory in 1975 and started working at the University of Georgia in Athens where he worked 

36 years.  

Vogel says of his inspiration for the piece,  

The inspiration for the piece was that Bruce asked me to write a work for voice and 

bassoon for him to play on his DMA recital. While looking in the library for suitable 

texts, I came across The Devil's Book of Verse by Richard Conniff (published in 

New York by Dodd, Mead in 1983). After choosing a number of humorous and 

satiric texts from that book, it seemed appropriate to call the song cycle "The Devil's 

Songbook" after the title of the book.29 

 

Roger Vogel chose different texts from different writers for this piece. The work 

has eight songs, and each song describes a different personality. These songs are the first, 

“of politician;” texts by William Shakespeare and Hilaire Bellock, the second, “of 

businessmen;” texts by Mark Twain and Dacre Balsdon. The third, “of critics and music;” 

texts by Robert F. Murray and Roger Vogel, the fourth, “of vanity;” texts by James 

Thomson, the fifth, “of attorneys”; text unknown, the sixth, “of the media;” text by 

Humbert Wolfe, the seventh, “Of Virtue;” text unknown, and the eighth, “Of Celebration;” 

text by Dorothy Parker. 

All these texts are satiric and humorous, and Vogel includes performance suggestions on 

how to perform this piece.  

Vogel states,  

I haven't mentioned this before, but the texts are all ironic and humorous. Audiences 

don't always pick up on this at first, so some judicial theatrics, especially at the 

beginning would do much to help the audience get into the mood. Here are a few 

ideas: The singer could walk out with an aloof expression, and could look at you 

impatiently as you take an excessive amount time adjusting your reed and tuning 

with the piano. For Of Politicians, the singer could bring out a pair of glasses, wave 

                                                        
29. Roger Vogel, emailed to Robin Aldana mailing list, December 16, 2015,  
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them around, and then put them on as he/she sings the first "Get thee glass eyes. 

“With the other songs, the singer could just use expressive facial expressions, or 

some other gestures. For instance, in Of Critics and Music the pianist should really 

exaggerate the Adagio tempo of the suspension and resolution in m. 48 and m. 66, 

and the singer should look displeased throughout the entire tonal passage, but begin 

to look happy at m. 85 when the modern atonal style becomes obvious. With the 

last song, Of Celebration, it's more funny if each of the three passages in the last 

line is spoken by a different one of the three performers. Audiences don't always 

know that it's over when they hear "We never do," so I would strongly suggest that 

immediately after those words the pianist and you play the last octave F (as in m. 

90) fortissimo.30 

 

In doing a formal analysis of the eight songs, they share similarities in their 

compositional style. These cycle of songs contain: suspended and extended chords, 

diatonic and modal scales, consonance and dissonance chords, duple, asymmetrical, and 

compound meter, different types of cadences, ostinatos, interludes, quartal harmony, and a 

very few triad examples. I will use Neo-Riemannian analysis in this oeuvre such as triadic 

transformation, and voice leading. In addition, I will use “The melodic-harmonic divorce 

introduced by David Temperly (2007) and Drew Nobile (2015). About the melodic-

harmonic divorce Nobile states,  

I outline three types of melodic-harmonic divorce: “hierarchy divorce,” “loop 
divorce,” and “syntax divorce.” Each type gives rise to its own voice-leading 
interpretation. After discussing the contrapuntal frameworks of these three 
types, I investigate the rhetorical effect of “loosening” and “tightening” the 
melodic-harmonic relationship over the course of a rock song, showing that 
the divorce is not just a structural feature but can have expressive effects as 
well.31 

 
About the neo-Riemannian theory Richard Cohn claims,  

The recognition of tonal disunity could instead lead to a question: “if 
this music is not fully coherent according to the principles of diatonic 

                                                        
30 Vogel, Roger, email to Robin Aldana mailing list, March 8, 2016. 
31. Drew F. Nobile, Counterpoint in Rock Music: Unpacking the “Melodic-Harmonic 
Divorce” (Oxford University Press 2, vol37 fall 2005) accessed July 5, 2016. 
https:mts.oxfordjournals.org/content/37/2/189.full#ref-26  
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tonality by what other principles might it chose?” The neo-Riemannian 
response recuperates a number of concepts cultivated, often in isolation 
of each other, by individual nineteenth-century harmonic theorist. The 
following exposition identifies six such concepts: triadic 
transformations, common-tone maximization, voice-leading parsimony, 
“mirror” or “dual” inversion, enharmonic equivalence, and “Table of 
Tonal Relations.”32 
 
The first song, “Of Politicians,” F is the pitch center for this song, it is the pitch 

about all other pitches relate. Even though, a G sounds in the first 18 mm, it is the F that 

ends each phrase in the 18 mm. For example, in mm. 3, 6, and 13 and in mm. 22-24, the F 

is attacked in the low range of the bassoon, it is a long note, and the piano plays the same 

tone. Another example of F as pitch center is measures 68-71, and in  m. 80 through the 

end of the piece. Concerning centricity Straus claims, “In the most general sense, notes that 

are stated frequently, sustained at length, placed in a registral extreme, played loudly, and 

rhythmically or metrically stressed tend to have priority over notes that don’t have those 

attributes.”33 The salience in this song is constantly morphing. In mm. 1-19 the salience is 

G, it is in a strong position in each measure. In mm. 24-30 the salience is the C in the tenor 

voice, and it is attacked on the strong beat of each measure. After m. 31 the salience is 

unstable, there is no salience. “Of Politicians” shows diatonic techniques as varied scales 

on the bassoon, piano line, and voice line, as in the bassoon part in mm.8-11, 50-52. Other 

types of scales are seen in mm. 37-40 such as an octatonic scale, beginning on the note A 

and ending on C on the piano. The Phrygian mode is also found in mm. 58-65 and mm. 75-

76. With the anacrusis, mm.1-3 frame the theme of this song and continues to frame phrases 

                                                        
32. Richard Cohn, Introduction to Neo-Riemannian Theory: A Survey and a Historical 
Perspective (Duke University Press 2, vol42 October 1998) 169. Accessed July 5, 
2006. www.jstor.org/stable/843871?seq=3#page_scan_tab_contents 
33. Joseph Straus N, Introduction to Post-Tonal Theory, 3rd ed. (Upper Saddle River, 
New Jersey 07458, 2005), 131. 
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in three measures groups. These small phrases do not always end in a cadence, e.g., mm.1-

3, 3-5, 15-17 and 18-20. Large phases are found in mm. 24-36 which end in a perfect 

cadence and mm. 68-76, is a phrase nine measures long. A variety of rhythms such as 

asymmetrical, duple, and compound meter create a modern style. Triadic transformations 

are found in mm. 86-87, Dm to Db-major and mm. 85-86 B-flat major to d minor.  

Dissonances are found in m. 32, an Ebm7 (add +5), and m. 64, a Dm (add -5).  

 

Example. 4.1 shows a dissonant Eb minor seventh chord with added aug 5th  in m.32.34  

 

 

 

 

 

 

 

 

 

 

                                                        
34. Roger C. Vogel, all musical examples excerpted from “The Devil's Songbook” for 
Voice, Bassoon, and Piano by Roger C. Vogel. Copyright © 1993 by Howard J. Buss 
Publications, Lakeland, Florida were used with the permission of the publisher. 
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Example. 4.2 Mm.85-87 shows two triadic transformations: B-flat minor to d minor, and d 

minor to D-flat major. 

 

 

If you prefer pitch class analysis we find some examples as in m.54, on the third 

beat [0,5,7],  m. 93 [0,2,5], m. 94 [0, 2, 5], [0,5,7], and m. 95 [0,2,6] these pitch class are 

in prime form. Then in mm. 106 [0,2,7], [0,3,5], [5,7,0], [0,2,7], [0,3,5], and [5,7,0] all 

these are in normal form.  

Example. 4. 3 shows some pitch set class analysis of the ending “Of Politicians.” 
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The recapitulation begins on the pickup of m.45. This song shows suspended chords 

as in mm.3, 6, 24-29, 34-36, 61, 67, 70, 90, etc., and added tone chords in mm. 2, 23, 28, 

46, etc., and a few extended chords in mm. 22, 63, and 74, and some seventh chords in 

mm. 27, 69, 72, 74, 77, 80, etc. In conclusion this song shows a combination of different 

musical elements which are described by Dmitri Tymoczko concerning tonality. 

Tymoczko argues of tonality, “More specifically, I will argue that five features are present 

in a wide range of genres. Western and non-Western, past and present, and that they jointly 

contribute to a sense of tonality:” 35  However, this song does not show conventional 

harmonic progressions.  

An Fm9 chord with many non-harmonic tones frames the second song, “Of 

Attorneys” mm. 1-8. This song shows seventh as well as extended chords. It shows a newer 

dissonant chord as seen in m.15 with a Dm (+5). Mm. 7-14 frame two phrases with an Eb7 

(+5) in m.9 and a d half dim7+11/A-flat in m.14. Mm. 15- 24 are two phrases framed by 

Cm/G in m.19, and by Am in m.24. An ostinato in the right hand of the piano creates a 

sense of anxiety during the whole song.  

 

 

 

 

 

 

                                                        
35. Dmitri Tymoczko, A Geometry of Music: Harmony and counterpoint in the Extended 
Common Practice (Oxford University Press, May 2014) P.4 Accessed July 5, 2016. 
www.site.ebrary.com/lib/texastech/reader.action?docID=10453823&PPG=10  
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Example. 4. 4 shows the ostinato in the piano, and Eb7 with two different thirds in m.10. 

 

Mm. 24-25 shows an R’ triadic transformations and centricity on F, the pitch that is 

the center of all the other pitches from the beginning to the end of the song. It is also the 

most prevalent pitch. This song displays ideas of tonality as describe by Tymoczko. This 

song does not show salience. However, it shows “Loop Divorce” in mm.26 to the end. It 

uses a progression of four measures that head back to the starting point. Drew F. Nobile 

states, “Chord loops go against the usual model of goal-directed harmonic progression in 

that they do not really “end” instead simply circling repeatedly.” 36 This song is the shortest 

of all the songs, having only 34 measures. 

 

 

 

 

                                                        
36.Nobile, Counterpoint in Rock Music: Unpacking the “Melodic-Harmonic Divorce.” 
(Oxford University Press 2, vol37 2015), 
http://mts.oxfordjouarnals.org/content/37/2/189.full.pdf+html?sid=79caf5a9-
106f-400d-8063-69de38a264df (accessed May 10, 2016).  
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Example. 4. 5 shows triadic transformation in mm. 24-25. 

 

The third song, “Of Businessmen,” the first theme is introduced by the bassoon, 

and is then taken by the tenor voice through m. 27. Mm. 1-23 D is the most prevalent pitch, 

and a Dm7 in mm. 2- 4, and a D dim add4 in m.15, frames these measures. This song does 

not show simple triad chords, but suspended tones, added tones, extended tones, and 

sevenths. It frames the musical elements of tonality described by Straus. It shows a salience 

in G, the G being the high note in the bassoon line, and in the tenor voice it occurs 

frequently, as well as in the low range of the piano. Asymmetrical meter is shown in mm. 

21, 28, 29-30, 32-33 and mm. 85-86, compound meter in mm. 6, 8, 34 and mm. 43-83. The 

most prevalent pitch is the low D from the beginning to m.19, and the pitch center changes 

to G from m. 20 through the end. This is shown in the bassoon part in mm. 20-22, 44-46 

and in the piano part in mm. 23-27, 32- 42, 47-57 and mm. 69-90. It shows large phrases 

as in mm. 54-61 and includes one phrase in Dm, ending on a perfect cadence. Mm.63-74 

includes another phrase in F7 add6/C, which ends with an authentic imperfect cadence. 

“Of Businessmen” also shows counterpoint between the tenor-voice and the bassoon in 
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mm.12-16, 19-22, 56- 69 and in mm. 74-83. This is the first song that shows counterpoint 

between the tenor-voice and the bassoon.   

 

Example. 4.6 Mm 53 through 62 illustrates counterpoint between tenor and bassoon 
and shows an example of Gm added 2 and two extended chords. 
 

 

 

 

The fourth song, “Of the media,” is a dialogue between the tenor voice and the 

bassoon, and does not use the piano. The theme is introduced by the bassoon part. It is 
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framed in an asymmetrical quintuple meter. “Of the Media” shows diatonicism in the 

bassoon part a g minor and B-flat Aeolian scale in mm.1-3, and a g Aeolian scale in mm.13-

16, and in mm. 18-23 in the tenor-voice there is a f Phrygian scale. 

 

Example. 4.7 shows the beginning of the fourth song, asymmetrical meter and uses of the 

major and modal scales. It does not show salience, the pitch center is G. G is emphasized 

as a long note and with metrical accent. 

 
 

 

Example. 4.8 shows an implied chord with two different thirds in the dialogue between 

bassoon and piano. 

 

 Phrases of irregular length are shown as in the previous songs, e.g., mm.10-23 in 

Cm/E-flat cadence. However, there are phrases of eight measures in the bassoon. 

Measures.71-78 is the last phrase of eight measures in Gm Phrygian except for final 

dominant-tonic cadence. Each phrase starts with an interval of a fourth.  

“Of Critics and Music,” mm.1-8 are framed as one phrase by Dm; the second phrase 

mm. 9-16 again by Dm with change of color by substituting an A-flat maj7 for the dominant 

A minor 7. Mm. 40-48 offers a bassoon interlude that leads to the second part of the song. 
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The first part of this song offers symmetry in the accompaniment in the melody and in the 

chords.  

 

Example.4.9 show the D sound as the salience of this first section. 

 

 

The chords in the first section in mm.1-48 are suspended, added chord tones, and 

extended chords mostly. The most prevalent pitch in this section is D because it is on the 

strong beat and is present in almost each measure of this section. The salience is D; it is 

present in a low register for the piano, the middle register for the tenor- voice, and for the 

bassoon as well. It shows musical elements to consider this movement tonal as described 

by Straus such as “conjunct melodic motion,” “acoustic consonance,” “harmonic 

consistency,” ”limited macro harmony,” and “centricity.”  Section two starts on m.49 that 

is connected with an interlude from m.40- 48. Section two offers mostly triads and seventh 

chords. Mm. 54-61 frame a phrase in the tenor-voice as mentioned in the style of 

Haydn/Mozart ending with a PAC, and in mm. 73-81 offers the second phrase in the voice 

line ending in a PAC in E. This phrase offers a harmonic progression very clearly in the 
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style of Handel as the text presents, which is: DM9, D7/C-B7, B7/A, EM/G#, AM11, 

F#/A#, E/B, B, and ends on E. According to Vogel the only atonal section in the entire 

composition are the measures mm. 86-95 representing the style of Luigi Dallapiccola. 

 

Example.4.10 illustrates the classical style as a bit of text painting. 

 

 

The sixth song, “Of Virtue,” next to “Of Attorneys” is the shortest movement. The 

most prevalent pitch from mm.1- 15 is F, and from 17-23 a long descending F Phrygian 

scale. The theme is initiated by the bassoon. Mm 7-11 included a five measures phrase 

framed by the voice line by F. The second phrase of seven measures, mm.17-23, uses a 

harmonic progression in F Phrygian. The last phrase of eleven measures framed by mm.30-

40 is essentially in F Lydian ending with a half cadence. These phrases are of irregular 

length, it displays suspended, extended, added, and seventh chords, not triads. Of virtue 

and the previous songs have showed many different chords. The role of using many tones 

have been variously described. Richard Cohn at the beginning of his Audacious Euphony 
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defines it thus: “The more tones put in play, the less likely their alignment with respect to 

a diatonic collection that organizes their position and role with respect to some tonic. Until 

such a collection emerges and is crowned, the triadic progressions are diatonically 

indeterminate.”37 The accompaniment pattern is the same through the song.   

 

Example. 4. 11 shows F pedal with quartal harmonies. 

 

 

The seventh song, “Of Vanity,” measures 1-5 includes one phrase framed by A 

minor; mm. 6-15 offers the second phrase in the tenor- voice line ending in D minor, the 

third phrase in mm. 16-24 ending in D minor as well, and the last phase is showed in mm. 

31-45 ending on  E major chord. Of vanity shows a variety of different types of chords 

such as major and minor sevenths, diminished triad, suspended, and extended chords. The 

phrases in this song are of different length as in the previous songs. There is basically one 

chord per measure. It does not show a pitch center, nor salience, because each measure is 

                                                        
37 Richard Cohn, Audacious Euphony: Chromaticism and the Triad’s Second Nature 
(New York: Oxford University Press, 2012), 9. 
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a different chord presented as an arpeggio. D minor 11 join the second phrase mm. 6-15 

and the third phrase mm. 16-24. The third phrase of eight bars is connected to the fourth 

phrase with an interlude with bassoon and piano, mm.25-30. The last large phrase, mm.31-

45, features a variety of chords to end in the key of E major. This movement is far more 

contrapuntal than the preceding movement. It is of slower tempo with a mixture of 

quadruple, triple, and compound meters.  

 

Example.4.12 illustrates the more elaborated counterpoint technique between voices. 

 

 

Finally, the last song, “8.Of Celebration,” is tempo di valse for the entire song. This 

is the first song of this cycle that simpler, clearer harmonic progressions, and can be 

analyzed easily with Roman numerals. The harmonies found in this song still use extended, 

added notes, suspended chords, triads, and seventh chords. The centricity is F, the pitch 

that remains most in the middle of the others pitches. It does not show a clear salience. 
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Measures 15- 36 frames two phrases, the first phrase with a plagal cadence in Bb major, 

m.22, and the second phrase with a half cadence in m. 36. 

 

Example.4.13 show a plagal cadence in m.22. 

 

 

 “Of Celebration” is the first song wherein the bassoon player and the pianist join 

in speaking the text, mm. 91-96. The text “Of Celebration” is somewhat profane.  

Composers that have written for voice, bassoon, and keyboard instruments have used the 

bassoon to support the voice line, giving a comic character as well. Composers have 

known the bassoon as the clown of the orchestra. Vogel’s piece is the first piece to use 

different texts from different writers among the trios examined.  

In much of his The Devil’s Songbook, he shows various modern compositional 

approaches, but I suggest this work has a distinctly tonal language. The songs share 

similarities of composition with each other. For example, all show chords with extended 

tones, suspended tones, added tones, and seventh tones. There are few examples of 
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triads, and but few examples of dissonant chords with two different fifths, one flat and 

one natural. It also shows a brief atonal section in “Of Critics and Music” mm. 84-95. The 

Devil’s Songbook uses few conventional harmonic progressions. In my analysis regarding 

triadic transformation in this piece, I chose only triads and not seventh chords. There are 

short phrases that do not always end with a cadence and larger phrases that may end 

with imperfect authentic or perfect authentic cadences, but which may be difficult for a 

listener to notice it.      

 

Vocal pieces for bassoon, keyboard or others instruments during the 21st 

century.                         

In the twenty-first century, at least two pieces that have been added to the repertoire 

for this ensemble. In 2002 Daniel Baldwin wrote  Of Flowers and Thorns, from poem by 

Josh Pierce. Both Baldwin and Pierce were undergraduate students at Northwestern 

Oklahoma State University in Alva when they wrote this work. The other piece from the 

21th century is by Devin Farney who wrote Fire and Ice based on a poem by Robert Frost. 

Farney won “The 2012 Bassoon Chamber Music Composition Competition.” I have 

included in this paper a list of repertoire that I have found. The publishers of these pieces 

tend not to be well known.  
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Chapter 5: Conclusion and Suggestions. 
 

The literature for voice, bassoon and accompaniment is rare, in part, because 

composers were not asked to compose for this specific ensemble.  This trio format appeared 

more frequently in the 20th/21st centuries.  As more conservatories and schools of music 

opened in the United States and around the world opportunities for seldom used 

instrumental combinations developed.  Composers were stimulated to write music for this 

trio ensemble by their students and friends and specific pieces were commissioned.  

Composers in the Baroque, Classical, and Romantic periods utilized this ensemble as 

within larger works in arias with obbligato bassoon in operas, masses, cantatas, oratorios, 

and requiem. Baroque, Classical, and Romantic composers have written most of these 

works.  It is possible that if they had been commissioned to write for this combination of 

instruments, we would have more pieces for this ensemble. This ensemble can also be 

used for intimate chamber music.  Since the text is the most important element of the 

music, composers began to choose bassoon as a meaningful companion for the voice 

to help express the spirit of the words.   Composers have used the poetry of famous 

authors such as, Charles Baudelaire, Walt Whitman, Aesop, Alfred Lord Tennyson, 

William Shakespeare, Hillarie Belloc, Humbert Wolfe, Robert Fuller Murray; 

historians like John Balsdon; satirists like Dorothy Parker, essayists such as Charles 

Lamb; humorists such as Mark Twin and unknown poets as well.   

 Of the more than 40 pieces written for this instrumental combination from 

the Baroque period through the early 21st century, composers in the 20th century 

wrote most of this repertoire. Surely, many more pieces are to be written in the 

course of the 21st century. The composers of the three pieces that I chose to play and 
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analyze had close relationships with bassoonists.  Kreuzer was a friend of Anton 

Romberg II, and Romberg invited Kreutzer to write another piece for bassoon called 

“Variations for Bassoon.”  Even though Romberg did not commission Der Todte Fagott 

Kreutzer would have been well- known as a composer of operas (Das Nachtlager in 

Granada and Der Verschwender).  As a popular composer, perhaps Der Todte Fagott 

was written for a friend singer.  The other possibility was that he identified with this 

ballad song. It caught his attention about this terrifying story that relates even a 

bassoonist as a squire and wrote this interesting piece. The style of composition that 

Kreutzer used in “Der Todte Fagott” is characteristic of the Romantic period. Kreutzer used 

It+6 chord and Gr+6 chords and some secondary diminished seventh chords to describe 

the text. 

Lamentatión No.2 by Xaraba, had to do with bajonista colleagues. Bajones were 

very popular instruments in chapels of that time in Spain, and Xaraba y Bruna as a 

teacher of chapels in Daroca Spain, would have written this beautiful piece of music 

for that work environment, most likely upon the request of a bassoonist or a singer. The 

style of composition that Xaraba used in this vocal lamentación setting is a piece of 

counterpoint most characteristic of the Renaissance period.  

The style of composition that Vogel used in The Devil’s Songbook is a characteristic 

piece of the 20th century contemporary period. Vogel does not use traditional harmonic 

progressions. Vogel used chords with two different fifth for example, a natural fifth and an 

augmented fifth. Vogel avoided cadences in small phrases, but used cadences for large 

phrases. Vogel’s piece is almost entirely tonal. Only in the last part of the song No.5 “Of 
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Critics and Music;” has he used an atonal harmonic language and that as a matter of text 

painting. Vogel uses a dissonant harmonic language in The Devil’s Songbook. 

Roger Vogel wrote this piece on the request of Bruce Gbur for one of his recitals 

in his doctoral bassoon studies at the University of Georgia. Many composers write their 

works at the request of friends, students, and commissioners. Perhaps less frequently 

composers write works for fun. The greatest composers wrote what they wanted because 

they had wealthy sponsors who gave them money to compose. Beethoven and Tchaikovsky 

were two of those lucky composers. I am guessing that composers of the 20th and 21st 

centuries who wrote for this uncommon trio ensemble did so upon request. 

I can say that I found more arias with obbligato bassoon pieces than just trios 

written for this type of instrumental format. Jim Stockigt's article entitled "The bassoon in 

Vocal Works 1700-1850: “A little Know Obbligato repertoire” provides about 190 arias 

with bassoon and with other instruments as well. If we include the arias with obbligato 

bassoon that Stockigt did not include in his article, which include the arias with obbligato 

bassoons written after 1850, we should have still more. Composers after 1850 did not write 

arias with obbligato bassoon for their large vocal works as often as composers from the 

Baroque and Classic periods. Only one aria with obbligato bassoon was found in my 

research that was composed in the second half of the 20th century. This aria is A Rake’s 

Progress by Igor Stravinsky. This work was written in Stravinsky’s Neo-Classic period. 
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Suggestions 

My suggestions are to try to acquire all the other pieces that are no longer 

published. Non-famous and new publishers have a few pieces in this format. Some 

bassoonists have begun to record some of them. It is hoped more artist will make 

recordings of this combination. Composers and musicians should engage to write 

more for this instrumentation in the future. Three problems were encountered in 

preparing my dissertation.  First was the shortage of articles, regarding my chosen 

topic. Second, was the limited availability of scores, some of them no longer 

reproduced and not for sale. Third, was the lack of access to recordings of music of 

this instrumentation. I found very few recordings available. I think bassoonist are 

little familiar with this repertoire.  

I hope that through this study my bassoonist colleagues will know more of this 

regarding the music for this beautiful instrumentation, may begin to program more 

of this repertoire in their recitals and concerts. I also suggest that bassoonist 

encourage more composers to write for this type of format. Scores that are not readily 

available may have to get through interlibrary loan programs. Failing that, contact 

listed publishers and ask how to get these parts.  
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APPENDIX A: List of Vocal Pieces, Bassoon and Keyboard Instruments. The green color mean that the bassoon studio has them, 
the red color mean the bassoon studio does not have them, and the brown color the TTU library could get them. 
 

 

Name of the composer Name of the Composition  Company Publisher Instrumentation 

Rameau, Jean-Philippe (1683-
1764) Dardanus-Liex Funestes Trevco Music Publishing Tenor-voice, piano and bassoon  

Maler, Gustav (1860-1911) Ich bin der Welt abhanden gekomen Prairie Dawg Press Tenor-voice, piano and bassoon  

Knable, Sunny Song of the Redwood Tree Trevco Music Publishing Soprano-voice, piano and bassoon 

Bach, Carl Philip Emmanuel. 
(1714-1788) Gott, sieh dein Volk  Prairie Dawg Press Baritone-voice, piano and bassoon 

Niblock, Phill (1933- ) 3 to 7 - 196 GROVE Baritone-voice and double bassoon 

Donovan, Richard Frank. (1891-
1970)  Soundings ACA 1956 (USA-AMC) Tenor- voice, 4 percusion, and bassoon 

Warne, Katherine Mulky (1923-
2015) The going cousins COHEN Soprano-voice, harp, and bassoon 

Selma y Salaverde (1595-1613) F.B. de Canzon XXIII PELIKAN Soprano-voice, continuo, and bassoon 

Paetsch, Alfred W. (1902-1967) Balkan-Weisen LCF                 Simbriger Soprano-voice, piano, and bassoon 

Pedersen, Paul (1935-) Come Away (1959) CMC Soprano-voice, piano, and bassoon 

Shlonsky, Verdina Rachel (1905-
1990) Space and Spirit IMP Baritone-voice, piano and bassoon 

Sculthorpe, Joshua Peter (1929-
2014) 

Chamber Suite (J. Steele; 1946) 
Composition Prize John Bishop MORTON Chamber Suite 

Touchin, Colin Michael (1953- Metamorphosis (1983) WIN Soprano-voice, piano, and bassoon 

Conradin, Kreutzer (1780-1849) Der Todte Fagott TREVCOMUSIC Baritone-voice, piano and bassoon 
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King, Charles Harold (1895-
1984) Fragmen: Ode to the West Wind DOMENUS Voice, piano, and bassoon 

Savinio, Alberto (1891-1952) Album 1914: piece finale   Voice, celesta, and bassoon 

Sundstrøn, Andy (1940- 6 Gesänge (1980) S2M Voice, piano, and bassoon 

Belcke, Friedrich Agust (1795-
1874) 3 Lieder Breitkoppf Tenor-voice, piano and bassoon  

Borg, Kim (1919-2000) An old clown WIN Tenor-voice, harpsichord, and bassoon 

Baldwin, Daniel (1978- 
Of flowers and thorns, a poem by 
Josh Pierce Mr.Meek bought Alto-voice, bassoon and piano 

Cherubini, Luigui (1760-1842) Neris aria from Medea opera (1797) Trevco Music Publishing Soprano-voice, strings, and bassoon 

Elliot, Willard (1986- Les Silhouettes Trevco Music Publishing Tenor-voice, piano and bassoon  

Wilder, Alec (1907-1980) Phyllis McGinley Song Cycle (1979) Margun Music voice, bassoon, and harp 

Buss, Howard. J (1951-) Fables from Aesop Brixton Publications 
Narrator, violin and bassoon  (not 
simultaneously) 

Imaña, Clemente (1620-1708) Filis yo tengo Vientos Soprano- voice-piano and bassoon 

Chabrier, Emmanuel (1841-
1894) L' Invitacion au Voyage Master Music Publications Alto-voice, piano, and bassoon 

Manning, W. N. (1891- My old bassoon and I Vientos voice, bassoon and piano 

Farney. Devin (1983- Fire and Ice. A poem by Robert Frost Imagine Music Publishing soprano-voice, bassoon and piano 

Greene, Novie (1940- ) Two Irish Song Prairie Dawg Press Voice-bassoon and piano 

Bowers, Robert. H. (1877-1941) The Moon Shines on the Moonshine Vientos Voice-bassoon and piano 

Henry, Roland The Funny Instrument Viento Voice-bassoon and piano 

Vogel, Roger (1947-) The Devil's Songbook (1979) Howard  J. Buss Publication Voice-bassoon and piano 

Ashlyn, Quenton (1858-1933) 
Humorous Song with Optional 
Bassoo Part Vientos Voice-bassoon and piano 

Ulehla, Ludmilla (1923-2009) Gargoyles Directions Publishing Corps soprano-voice, bassoon and piano 
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Karlins, Martin Williams (1932- 
2005) 4 inventions and fugue 

Pembroke Music Co. (Carl 
Fischer) Female voice, bassoon and piano 

Holdeman, Chuck Bagatelle Trevco Music Publishing voice, bassoon and piano 

Bialosky, Marshall (1923-2016)  6 Riddles from Symphosius Seesaw Music Corp soprano-voice, bassoon and piano 

Bouchard, Linda (1957- L' Hommo qui change (1978) I got from the library soprano-voice, bassoon and piano 

Goenthals, Lucien Gustave 
Georges (1931-2006) 3 Vorspiele & ein Nachspiel (1973) GROVE soprano-voice, bassoon and piano 

Alarcon, Carlos Isamitt (1887-
1974) Te küduam Mapuche (1958) IEM voice, bassoon and kultrun 

Moldovan, Mihai (1937-1981) Meditation (1963) (ms(popescu) soprano-voice, bassoon and percusion 

Jaraba, Diego (1652-1716) Lamentation (18th) I don't know voice, bajon and harp (Clark) 

Bräm, Thüring (1944- 
"……..daB es nichts Neusgibt unter 
der sonne……." (ms(popescu) soprano-voice, violin and bassoon 

Arma, Paul (1904-1987) Celui qui dort et dort (1970) Gerard Billaudot, Editeur 
soprano-voice, xylophone, percusion 
and bassoon 

Blank, Allan (1925-2013) Don't Let That Horse Eat That Violin Okra Music Corporation voice-bassoon 

Blank, Allan (1925-2013) The Pennycandystore Beyond the El New Directions, NY voice-bassoon 

Frost, Stephen (1959- Parapraxis Accolade Musikverlag soprano-voice, bassoon-mixed choir 

Elliot, Willard (1926-2000) 
Tears, Idle Tears (from peom of 
Alfred, Lord Tennyson) Trevco Music Publishing soprano-voice, bassoon-piano 

Laitman, Lori (1955-) 
I never Saw Another Butterfly:No.6. 
Theo Old House-Trio Vocalise.   Mezzo-soprano, bassoon, and Piano. 

Beverly McLarry 
Edgar Alan Poe Songs: I Heed Not 
That My Earthly Lot  Empire Publishing Mezzo-soprano, bassoon, and Piano. 
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APPENDIX B: Original score of Lamentatión No.2 
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APPENDIX C: New version of the Lamentación No.2 with figured bass, chord names, 
and corrections in the lyrics mm.110-111 made by Robin Aldana. 
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Appendix D: Text of Lamentación” No.2 by the Prophet Jeremiah in Latin and 
English. 
 

Lectio II- 
 
Lamed. Matribus suis dixerunt:                                            
Ubi est triticum et vinum? 

Cum deficerent quasi vulnerati in plateis 

civitatis:  

Cum exhalarent animas suas  

in sinu matrum suarum. 

 

Mem. Cui comparabo te?  

vel cui Assimilabo te, filai Jerusalem? 

 

Cui exaequabo te, et conso- 

labor te, virgio filia Sion? 

Magna est enim velut mare 

Contritio tua: quis medebitur tui? 

 

Nun. Prophetae tui viderunt tibi falsa 

et stulta, nec aperiebant iniquitatem 

tuam,  

ut te ad poenitentiam provocarent: viderunt 

autem tibi assumptions falsas et ejections. 

 

Samech. Plauserunt super te minibus  

omnes transeuntes perviam: Sibilaverunt, et 

moverunt caput suum 

super filiam Jerusalem:  

Haeccine est urbs dicentes perfecti decoris, 

gaudium universae terrae? 

 

Jerusalem, Jerusalem, convertere ad 
Dominum Deun tuum.  

Lesson II 

 

Lamed. They said to their mother: 
Where is corn and wine? 
When they fainted away as the wounded in the 

streets of the city: 

When they breathed out their souls  

in the bosoms of their mothers. 

Mem. To what shall I compare thee? 
or to what shall I liken thee, O daughter of 
Jerusalem? 
 
to what shall I equal thee, that I may comfort 
thee, O virgin daughter of Sion? 
For great as the sea is thy destruction: who shall 
heal thee? 
 

Nun. Thy prophets have seen false and foolish 

things, for thee and they have not laid open thy 

iniquity, 

to excite thee to penance: but they have seen for 

thee false revelations and banishments. 

 

Samech. All they that passed by the way have 

clapped their hands at thee: 

they have hissed and wagged their heads at the 

daughter of Jerusalem saying: 

Is this the city of perfect beauty, the joy of all the 

earth? 

 

Jerusalem. Jerusalem, converted to the Lord thy 
God.38 

 
 

                                                        
38. William Whitmee, Lent and Holy Week in Rome with The Lenten stations visit to the 
seven churches and to the scala santa (Tipografia Valenti. Via dei Serpenti, 87-88, 
Roma, 1896) 229-230 



Texas Tech University, Robin Aldana, August 2016 

95 
 

 
Appendix E: Text of Der Todte Fagott in German translated into English language. 
 
Die Nacht ist so mild und so heiter,  

die Sternelein blinken so hell;  

Da kommen zwei dunkle Reiter  

daher im Galopp gar schnell. 

Und unter der ragenden Feste  

des Ritters von Beutelschnapp,  

da springen die nächtlichen Gäste  

einigt von den Gäulen herab.   

 

Das ist der Ritter Otto,  

sein Knappe der Gunteram,  

der hat ein grossen Fagotto,  

das bläst er gar wundersam.   

 

Der Ritter liebt Adelgunde,  

das Fräulein von Beutelschnapp;  

drum schlägt er die Zither zur Stunde,  

drum blast den Fagotto der Knapp,  

sie spielen ein süsses Larghetto  

voll brennender Liebesglut.  

Dem Fräulein ward detto  

gar wundersam zu Mut.  

Es lockt sie ein holdes Sehnen  

hinaus auf den Söller bald. 

Sie lauschet den lieblichen Tönen,  

die klingen durch Flur und Wald.   

 

“Adelgunde, liebliche Minne,  

 Adelgunde, der Frauen Zier!  

 O du Eine, du Feine, du Reine,  

 komm, o komm und entflieh mit mir!"  

Doch ach, Adelgundes Vater  

vernahm die Musik zur Stund,  

sein Schwert genommen hat er,  

ermordet sein Kind Adelgund!  

Hat auch dann den Ritter erschlagen,  

den Knappen auch stach er zu todt.  

Da nahm er mit grimmen Behagen  

als Beute den edlen Fagott!   

 

Den hängt er im Ahnensaale  

hoch auf über seinem Sitz,  

und lacht bei vollem Pokale  

und spottet mit frevelndem Witz:   

 

„Du schnarrender Bassgeselle!  

 Nun bist du auf ewig verstummt.  

 Ich sandte den Bläser zur Hölle.  

 Dein Liedel hat ausgebrummt!"   

 

Da ziehet ein Hauch durch die Halle,  

dem Ritter wird Angst und Bang;  

mit schrecklichem Geisterschalle  

der tote Fagott erklang!   

 

The night is so mild and so clear, 

The stars twinkle so brightly, 

Along come two dark riders 

Galloping onward so swiftly. 

And under the towering bastions 

Of the Lord of Beutelschnapp, 

The two nocturnal guests alight 

In unison from their steeds. 

 

It is the knight Otto, 

His squire Gunteram, 

The latter has a large bassoon, 

Which he plays surpassing well. 

 

The knight is in love with Adelgund, 

The maiden of Beutelschnapp; 

And so he plays the zither, 

So plays the squire bassoon. 

They perform a sweet larghetto 

Full of burning, passionate love; 

For the maiden the same was taken 

Most wonderfully to heart. 

It soon brought forth a tender sigh 

Of loving from the balcony, 

Ahe listened to the lovely sounds 

That echoed o’er meadow and wood. 

 

“Adelgund, beautiful lady, 

 Adelgund, crown of womanhood, 

 O thou alone, thou finest, thou purest,        

Come, oh come, flee with me!” 

But Adelgunde’s father 

Heard the music just then; 

He took his sword, and murdered 

His dear child Adelgund! 

He straightaway slew her suitor, 

Squire, too, he stabbed to death, 

And took with grim satisfaction, 

As spoil, the noble bassoon! 

 

He hung it up in the great hall, 

High above his seat, 

And laughed over his full wine goblet, 

And mocked with heinous wit: 

 

“You squawking bass contraption  

 Now you are eternally still. 

 I sent your player to hell; 

 Your tune is all droned out!” 

 

A breath stirred in the hall, 

The knight became fearful and scared, 

With terrifying ghostly echo 

The dead bassoon sounded again! 
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"Was hör ich gespenstischer klingen? 

"Was hör’ ich, weh, o Gott! 

"Was alle Werkelnsingen,das bläst nun 

von selbst das fagott" 

 

Den Ritter faßt tödliches Wehe,  

es faßt ihn grimmgrausiger Graus.  

er stürzt sich von schwindelnder Höhe  

verzweifelt zum Fenster hinaus.  

Da fällt das Fagott vom Nagel  

und bricht sich das Genick.  

Die Burg zerstört der Hagel, 

 

O grausames Geschick.   

 

 

Um Mitternacht da stöhnet dort oft ein 

grauser Klang  

in a dunkler Schauer tönet der Geister 

Zwiegesang:  

“Adelgunde… ah… wir sind vereint….!” 

 

 

"What do I hear sound spookier? 

"What do I hear, woe, O God! 

"What all pottering singing, blowing now 

of even the bassoon" 

 

The knight was gripped by an awful dread 

Unspeakable terror held him, 

From dizzying height he launched himself, 

Despairing, from the high window. 

The bassoon fell from its nail 

Breaking its own wooden back, 

The castle was destroyed in a storm of 

hail, 

O frightful, cruel fate. 

 

 

Oft at midnight a groaning sound is heard 

there, 

In eerie darkness murmur ghost, 

 

“Adelgund…. Ah… at one….”39 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                        
39. John A. Philips. Bassoon Extravaganza: Milan Turković, 2004. 
    Robin. 2016. 
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Appendix F: The Devil’s Songbook texts.40 

  

                                                        
40. Roger C. Vogel, The Devil’s Songbook. (Howard J. Buss Publications, Lakeland 
Florida, 1993) 
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Appendix G: Highlights of recordings using the trio format, not arias and bassoon 
obbligato. There are many songs that have not been recorded yet. 
 

1. Emmanuel Chabrier (L’invitation au Voyage) 
https://www.youtube.com/watch?v=x5wiDr4XdbQ 

 
2. Daniel Baldwin (Of flowers and thorns: No. 1 The woman, this piece has 

seventh songs. https://www.youtube.com/watch?v=x5wiDr4XdbQ  
 

3. Beverly McLarry (Edgar Alan Poe Songs: El dorado) 
https://www.youtube.com/watch?v=xvUtt-_Olck&list=PLOAhbIj7E-
iCCeEZYxeX7tBG3TQMW6eJx 

 
4. Beverly McLarry (Edgar Alan Poe Songs: I Heed Not That my Early Lot) 

 https://www.youtube.com/watch?v=JzDlKyEcFKw 
 
5. Beverly McLarry (Edgar Alan Poe Songs: Thou Wouldst be Loved) 

https://www.youtube.com/watch?v=ZeEvNP8RrUk 
 

6. Clemente Imaña (Filis yo Tengo) 
https://www.youtube.com/watch?v=XceY3T-75Es 

 
7. Diego Xaraba y Bruna (Lamentación) 

https://www.youtube.com/watch?v=MjWC0JQmzbU 
 
8. Roger C. Vogel (The devil’s songbook)  

https://www.youtube.com/watch?v=CEYXInp8Cjc 
 
9. Alberto Savinio (Album 1914) (4/4) just in the fourth movement the bassoon 

play. https://www.youtube.com/watch?v=Q4cNZ_9XP08 
 
10. Quenton Ashlyn (Humorous song) 

https://www.youtube.com/watch?v=0etnMd-431g 
 
11. Robert H. Bowers (The moon shines on the moonshine) 

https://www.youtube.com/watch?v=EC29d1jqdBk 
 

https://www.youtube.com/watch?v=x5wiDr4XdbQ
https://www.youtube.com/watch?v=x5wiDr4XdbQ
https://www.youtube.com/watch?v=xvUtt-_Olck&list=PLOAhbIj7E-iCCeEZYxeX7tBG3TQMW6eJx
https://www.youtube.com/watch?v=xvUtt-_Olck&list=PLOAhbIj7E-iCCeEZYxeX7tBG3TQMW6eJx
https://www.youtube.com/watch?v=JzDlKyEcFKw
https://www.youtube.com/watch?v=ZeEvNP8RrUk
https://www.youtube.com/watch?v=XceY3T-75Es
https://www.youtube.com/watch?v=MjWC0JQmzbU
https://www.youtube.com/watch?v=CEYXInp8Cjc
https://www.youtube.com/watch?v=Q4cNZ_9XP08
https://www.youtube.com/watch?v=0etnMd-431g
https://www.youtube.com/watch?v=EC29d1jqdBk

