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ABSTRACT

THEORIES OF CHROMATIC AND ENHARMONIC MUSIC IN ITALY IN THE 

SECOND HALF OF THE SIXTEENTH CENTURY 

Karol Berger 

Y ale U n iv e rs ity , 1975

T his d i s s e r ta t io n  aims to  d isc o v e r  th e  te c h n ic a l  and a e s th e t ic  

p r in c ip le s  governing I t a l i a n  chrom atic music o f  th e  second h a l f  o f  th e  

s ix te e n th  cen tu ry  through exam ination and in te rp r e ta t io n  of th e o r e t ic a l  

t r e a t i s e s  contem porary w ith  th e  re p e r to ry  in  q u e s tio n . The works or th e  

fo llow ing th e o r i s t s  a re  examined: N ico la  V icen tin o , V icente L a s itan o ,

G h ise lin  D anckerts, G ioseffo  Z a rlin o , F rancisco  S a lin a s , Girolamo Mel, 

Giovanni d e ' B ard i, Vicenzo G a l i le i ,  E rco le  B ottrf'.% iri, Gandclfo S igonio , 

Giovanni M aria A r tu s i ,  C laudio M onteverdi, and G iu lio  Cesare M onteverdi.

Concerning each o f  th e se  th e o r i s t s  the  same th re e  q u es tio n s  a re  

posed: 1) What is  the n a tu re  o f  chrom atic m usical s t r u c tu r e s ,  and how

does what i s  chrom atic d i f f e r  from what i s  no t chrom atic? This q u es tio n  

demands an exam ination o f  the  to n a l  system  and th e  methods c f  i t s  r e a l i 

z a tio n  by means o f n o ta tio n , tu n in g  system , and s p e c ia l  in strum ents p ro 

posed by each t h e o r i s t .  2) How may chrom atic music be ap p lied  in  p ra c tic e ?  

3) Why so?

I  have endeavored no t only to  re c o n s tru c t th e  conscious thought 

about chrom atic music and th e  b e l i e f s  which m otivated  s ix te e n th -c e n tu ry  

m usicians to  c u l t iv a te  chrom aticism , b u t a lso  to  uncover th e i r  unconscious 

modes o f  h ea rin g  and ex p erien c in g  th i s  music, fo r  they did  not always 

manage f u l ly  to  co n cep tu a lize  them. F in a l ly ,  I  have s e t  th e  m o tiv a tin g  

b e l ie f s  in  th e  co n tex t o f a e s th e t ic ,  c u l tu r a l ,  and p h ilo so p h ic a l tre n d s
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?
; o f  th e  e r a .
$
\ L ate  R enaissance th e o r is t s  d iscu ss  chrom atic techn iques p r im a rily

in  the co n tex t o f  th e  to n a l systems which they d e s c r ib e . These systems 

Involve th e  s e ts  o f  a l l  s te p s  and in te rv a ls  a v a ila b le  to  a  m usician  and 

\ th e  way th e se  s e ts  a re  o rgan ized  in  generic  and modal s e r i e s .  Such o rg a n i-

| z a tio n  su b o rd in a te s  c e r ta in  in te rv a ls  (d issonances) to  o th e rs  (consonances);

| and s im ila r ly ;  i t  su b o rd in a tes  d ia to n ic  s te p s  to  th e  f in a l  o f  a  mode and

th e  f i f t h  s te p  above i t ,  and su b o rd in a tes  chrom atic s te p s  to  d ia to n ic  ones.
t

The coherence o f  any p a r t ic u la r  com position i s  grounded in  such d i f f e r e n 

t i a t i o n  among in te rv a ls  and among s te p s .  W ithin a  s e c t io n  governed by a 

s in g le  mode c e r ta in  s te p s  fu n c tio n  as to n a l c e n te rs  to  which o th e r s te p s  

a re  su b o rd in a ted . S ections based on d i f f e r e n t  modes and tra n s p o s it io n s  

a re  o rgan ized  in  such a  way th a t  one mode is  most im portan t; o th e rs  a re  

sub o rd in a ted  to  i t ;  s t i l l  o th e rs  to  th e se , e t c .

A lim ite d  use o f  chrom atic s te p s  was allowed by a l l  t h e o r is t s  o f  

th e  e ra ,  s in c e  i t  was recognized th a t  chrom atic s te p s  en riched  to n a l r e 

sources and made smooth c o n trap u n ta l w r itin g  e a s i e r .  C onservative  th e o r i s t s ,  

however, banned th e  use o f  chrom atic s te p s  when th i s  usage in troduced  a 

m odulation or t r a n s p o s i t io n .  Some th e o r is t s  j u s t i f i e d  such in n o v a tiv e  

usage by th e  example o f  a n t iq u i ty .  The re v iv a l o f  th e  n o n -d ia to n ic  genera 

was p a r t  o f  th e  h u m a n is tic a lly  in sp ire d  a s p ir a t io n  to  r e s to r e  th e  a r t s  

to  th e i r  an c ien t e x c e lle n c e . P a r t ic u la r ly  s ig n i f ic a n t  was th e  a s s o c ia t io n  

o f n o n -d ia to n ic  genera w ith  th e  m iraculous e th ic a l  and em otional power of 

a n c ie n t m usic. As a r e s u l t  o f  hum anistic  in flu en c e  and a lso  o f  th e  g radual 

weakening o f  the p r e s t ig e  o f th e  concept o f u n iv e rsa l harmony brought about 

by the  emerging modern sc ie n ce , th e  id e a l o f  music as an a r t  ab le  to  im ita te
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and tra n sm it emotions was g rad u a lly  g a in in g  ascendancy over th e  o ld e r  

id e a l  o f  music as sensuous embodiment o f  u n iv e rsa l i n t e l l i g i b l e  harmony. 

M usicians sought to  r e a l iz e  th e  new id e a l  by re v iv in g  what they  thought 

were th e  te c h n ic a l  and s t y l i s t i c  fe a tu re s  o f  Greek p r a c t ic e ,  such as th e  

n o n-d ia to rfic  genera and monody.
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INTRODUCTION

I t a l i a n  chrom aticism  o f  th e  second h a l f  o f  th e  s ix te e n th  cen tu ry  

co n tin u es  to  be  an o b je c t  o f  v i t a l  i n te r e s t  fo r  modern m u sico lo g is ts  a t  

l e a s t  s in c e  th e  p u b lic a t io n  o f  Theodor K royer's  p io n ee rin g  s tu d y , Die 

AnfSnge d e r Chromatik  im i ta l ie n is c h e n  M adrigal des XVI. Jah rh u n d erts  

The g re a t  expansion o f  m u sico lo g ica l re se a rc h  s in c e  K royer's  tim e has 

c o n s id e ra b ly  in c reased  o u r  f a m il ia r i ty  w ith  th e  chrom atic re p e r to ry  and 

w ith  th e  l a t e  s ix te e n th -c e n tu ry  I t a l i a n  music in  g e n e ra l, as  w ell a s  our 

in s ig h t  in to  th e  te c h n ic a l  and a e s th e t ic  p r in c ip le s  governing th i s  m usic. 

Y et, in  s p i te  o f  th e se  g re a t  advances, o r  perhaps because o f  them, m usico

lo g i s t s  have n o t been d b le  to  c re a te  a commonly a cc e p ta b le  th eo ry  e x p la in 

ing th e  l a t e  R enaissance chrom aticism  and even a cu rso ry  g lance a t  re c e n t 

l i t e r a t u r e  d ea lin g  w ith  th e  problem re v e a ls  th a t  th e  re p e r to ry  in  q u e s tio n

i s  a t  l e a s t  as  c o n tro v e rs ia l  and b a f f l in g  today as i t  was a t  th e  tim e 
2o f  i t s  c r e a t io n .

^L e ip z ig : B re itk o p f & H g rte l, 1902.

2C f. e s p e c ia l ly  Edward E . Lowinsky, T o n a lity  and A to n a lity  in  S ix te e n th - 
C entury Music (B erkeley and Los A ngeles: U n iv e rs ity  o f C a lifo rn ia  P re s s ,
1961); th e  review  o f  th e  above by Claude V. P a l is c a ,  Jo u rn a l o f  th e  Amer
ican  M usico log ical S o c ie ty . XVI (1963), 82-86; C arl Dahlhaus, "Zur 
chrom atischen Technik Carlo G esualdos,"  A nalecta  M u3icologica, IV (1967), 
77-96; Lowinsky, "The M usical Avant-Garde o f  th e  R enaissance o r :  The.
P e r i l  and P r o f i t  o f F o re s ig h t ,"  in  C harles S. S in g le to n , e d .,  A rt. Science, 
and H is to ry  in  the R enaissance (B altim ore: The Johns Hopkins P re ss , 1967),

IL
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L et i t  be  s a id  a t  once th a t  th e  p re se n t s tu d y  does no t undertake 

to  re so lv e  th e se  c o n tro v e rs ie s . I t s  much more modest aim i s  to  g a in  an 

in s ig h t  in to  th e  n a tu re  o f  l a t e  R enaissance I t a l i a n  chrom aticism  through 

c a re fu l read in g  and in te r p r e ta t io n  o f  th e o r e t ic a l  t r e a t i s e s  w r i t te n  a t  

approx im ately  th e  same tim e and a t  th e  same p laces  where th e  re p e r to ry  

which in te r e s t s  us was c r e a te d .  Each th e o r is t  w il l  be asked th e  same 

| b a s ic  q u e s tio n s : a )  what i s  th e  n a tu re  o f  chrom atic m usical s t r u c tu r e s ,

| how does what i s  chrom atic  d i f f e r  from what i s  not ch rom atic ; b ) in  what

| ways chrom atic music i s ,  should  be , o r  should  not be  p ra c t ic e d ;  and
fa
| c) why i t  i s ,  shou ld , o r  should  no t be  p ra c tic e d  in  th e se  ways. Thus
I
I we s h a l l  le a rn  th e  o p in io n s  o f  some s ix te e n th -c e n tu ry  th e o r is t s  on what
L
l i s  chrom atic m usic, how i s  i t  made, and why.
I
i
I I t  can be reaso n ab ly  expected th a t  knowledge o f  such op in io n s w i l l
I
| h e lp  us to  understand th e  a r t i s t i c  and in t e l l e c t u a l  c lim a te  in  which

I chrom atic p ieces  were w r i t te n ,  to  re c o n s tru c t  the  a e s th e t ic  and p o ss ib ly
t
\ even p h ilo so p h ic a l b e l i e f s  which m otivated  th e i r  c r e a t io n .  I t  i s  no t

i a t  a l l  c le a r ,  however, in  what sen se  s ix te e n th -c e n tu ry  th e o r is t s  may help
t
; us to  understand  th e  m usic i t s e l f ,  to  g rasp  i t s  te c h n ic a l  p r in c ip le s ,
I
i e s p e c ia l ly  i f  what we a re  aim ing a t  i s  more than  ju s t  a  re c o n s tru c tio n
►

\ o f  th e  m-jnner in  which m usicians them selves co n sc io u sly  thought about
i
| t h e i r  m usic. I t  i s  no t n e ce ssa ry , a f t e r  a l l ,  th a t  th ey  understood  music
i
| w r i t te n  a t  t h e i r  tim e any b e t t e r  than  tv e n t ie th -c e n tu ry  m u sico lo g is ts

| m ig h t. I t  i s  p o s s ib le  th a t  th e  th e o r i s t s  shared  th e  unconscious ways

\ o f  ex p erien c in g  th i s  m usic w ith  o th e r  m usicians and c u l t iv a te d  l i s t e n e r s

pp . 111-162; W illiam  J .  M itc h e ll ,  "The Prologue to  Orlando d i  L a sso 's  
P ro p h e tia e  S ib y lla ru m ," The Music ^orum. I I  (1970), 264-273; Ludwig 
F in sc h e r , "Gesualdos 'A to n a l i tS t ' und das Problem des m usikalischen  
M anierlsm us. "  A rchiv filr  M uslkw issen tchaft. XXIX (1972), 1-16.
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o f  t h e i r  tim e , b u t i t  does n o t fo llow  th a t  th e y  were a b le  to  make th ese  

ways o f  ex p e rie n c in g  conscious and to  co n cep tu a lize  them s u c c e s s fu lly . 

H is to ry  o f  m usical though t p rov ides many examples o f  th e o r e t ic a l  concepts

i fo rm ulated  a  long tim e a f t e r  the  p r a c t ic a l  use o f  m usical procedures and

forms which th e se  concep ts were meant to  e x p la in . C onsequently, I  do 

I n o t th in k  th a t  we have to  im ita te  s ix te e n th -c e n tu ry  th e o r e t ic a l  concepts

and to  r e f r a i n  from in tro d u c in g  our own when t ry in g  to  ex p la in  s ix te e n th -
i

I cen tu ry  m usic . Our m u sica l, h i s t o r i c a l ,  and th e o r e t ic a l  experience fa r
£
j exceeds th o se  o f  a  R enaissance th e o r is t  and our th e o r e t ic a l  concepts might
$

p e n e tr a te  o ld  m usic d eeper than  h i s .  I t  does not fo llo w , however, th a t
I
[■ we may d is re g a rd  o ld  th e o r i s t s  com pletely  and to  c re a te  t o t a l l y  a r b i t r a r y
\
\ and a n a c h ro n is t ic  th e o r ie s  o f  our own. A h i s t o r i a n 's  ta s k  should  be to
[
; r e c re a te  a s  much as p o s s ib le  th e  unconscious manner in  which th e  music

I o f  a  g iv en  e ra  was experienced  by th e  community which produced i t .  When
[
| e x p la in in g  t h i s  music he does no t n e c e s s a r i ly  have to  use the concepts

o f  o ld  t h e o r i s t s ,  s in c e  th e se  concepts may d e sc rib e  th e  m usical experience 

in ad eq u a te ly , b u t he has to  study  o ld  th e o r e t ic a l  t r e a t i s e s  very  c a re -  

I f u l ly ,  because more th an  any o th e r  ty p e  o f  documents they  can re v e a l to

\ him th e  h i s t o r i c a l  modes o f  h earin g  and ex p erien c in g  m usic. When d e s c r ib 

ing  th e se  modes o f  h e a r in g , he w i l l  use  o ld  th e o r e t ic a l  concepts i f  he 

deems them ad eq u a te , o r  he w i l l  c r e a te  h is  own. In t h i s  l a s t  case he 

! w i l l  c r e a te  to o ls  fo r  understand ing  o ld  music more pow erful th an  those

a v a i la b le  a t  th e  tim e o f  i t s  c re a tio n , b u t he w i l l  escape the  danger o f  

s u b je c tin g  th i s  m usic to  an a r b i t r a r y  and a h i s to r i c a l  manner o f  ex p lan a- 

; t i o n .  W hatever th eo ry  w i l l  be c re a te d  on th e  b a s is  o f  an a n a ly s is  o f

I o ld  t r e a t i s e s ,  i t  w i l l  have to  be t r e a te d  ju s t  as a  h y p o th esis  to  be

te s te d ,  and i f  n ecessa ry  m odified , in  an a ly ses  o f  m usic i t s e l f .
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The f i r s t  aim o f  th e  fo llow ing  stu d y  i s  to  c re a te  such an exp lana

to ry  h y p o th e s is  fo r  l a t e  s ix te e n th -c e n tu ry  chrom aticism . The a n a ly t ic a l

I t e s t in g  o f  th e  h y p o th esis  l i e s  beyond the  scope o f th i s  s tu d y , although
I
|  I  c e r ta in ly  hope to  u n d ertak e  such te s t in g  in  th e  fu tu re .  In  th e  p rocess
|
f o f  c re a tin g  th e  h y p o th esis  I  s h a l l  a ls o  d e sc rib e  the  d iv e rg en t manners
f
I in  which th e  s ix te e n th -c e n tu ry  th e o r i s t s  them selves understood contem porary

\ chrom atic m usic . And f in a l l y ,  I  s h a l l  t r y  to  e x tr a c t  from th e  analyzed

f  t r e a t i s e s  w hatever in fo rm atio n  I  can on th e  b e l ie f s  th a t  m otivated  s ix te e n th -|
If cen tu ry  m usicians to  c u l t iv a te  t h i s  type o f  com position.
\
i The f in a l  aim i s  to  understand  chrom atic music and, as I  have ex-
aF

: p la in e d , to  in c o rp o ra te  in  t h i s  understand ing  th e  mode o f  h ea rin g  andk
\ e x p e rien c in g  t h i s  music by i t s  con tem poraries, a lthough i t  may tran scen d
i

i t h e i r  manners o f  making t h i s  mode conscious, o f  transfo rm ing  experience
>i

\ in to  u n d e rs tan d in g . To u n d erstan d  a  m usical work in  t h i s  sense  means

• to  show th a t  a  p a r t i c u la r  group o f  a u d ito ry  s t im u li  i s  o rgan ized  in  such

a  way th a t  th ey  can be grasped  as a  coheren t whole and to  dem onstrate 

th e  p r in c ip le s  o f  t h i s  o rg a n iz a t io n . There can be l i t t l e  doubt th a t  th e
f

o rg a n iz a tio n  o f  a  s ix te e n th -c e n tu ry  work i s  p r im a r ily  to n a l ,  th a t  i t  i s
\

th e  o rg a n iz a tio n  o f  v a rio u s  p itc h e s  in  c e r ta in  s p e c if ic  ways, whereas
i

\ o rg a n iz a tio n  o f  o th e r  v a lu e s  (tem pora l, t im b ra l, dynamic) i s  o f  secondary
fi

Im portance. Chrom aticism  i s  an a sp e c t o f  to n a l  o rg a n iz a tio n . We s h a l l  

n o t understand  th e  ro le  o f  chrom aticism  b e fo re  we know th e  b a s ic  p r in c ip le s  

o f  to n a l o rg a n iz a tio n  in  th e  s ix te e n th  c en tu ry .
\
j I  s h a l l  c a l l  th e se  b a s ic  p r in c ip le s  o f  a  to n a l o rg a n iz a tio n  a to n a l

| system . A to n a l system  com prises th e  m a te r ia l  o f  a l l  s te p s  and in te rv a ls
I
| a v a i la b le  to  a  composer and th e  way in  which th i s  m a te r ia l  i s  o rgan ized
r

b e fo re  any a c tu a l  com position  tak es  p la c e .  My read in g  o f  the  s ix te e n th -

>
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ce n tu ry  t r e a t i s e s  w i l l  be d ire c te d  p r im a r ily  a t  d isco v e rin g  th e  to n a l  

system s th e y  propose and e s ta b lis h in g  th e  r o le  o f  chrom aticism  w ith in  

them . However, s in c e  th e  s tan d a rd  term s o f  m usic th eo ry  a re  o f te n  q u ite  

ambiguous, i t  m ight be u se fu l to  p recede th e  in v e s t ig a t io n  w ith  a  s h o r t  

c l a r i f i c a t i o n  o f  th e  ex ac t sen se  in  which some b a s ic  term s w i l l  be u sed : 

a )  S te p . The R enaissance th e o r is t s  do n o t know an a b so lu te  p i tc h  

|  s ta n d a rd . When th e y  t a l k  about a  d e f in i t e  s te p  ( e .g .  a ' )  i t  i s  n o t an
I
I* a b s o lu te ly  determ ined  p o in t in  th e  p itch -con tinuum  th a t  th ey  have in  mind
i
|  ( i . e .  a  p o in t which could be unanbiguously  defined  as to  i t s  p h y s ic a l

| p r o p e r t ie s :  e .g .  a* = 440 c p s ) , b u t r a th e r  a  p o in t which i s  r e l a t iv e  to

\ a l l  o th e r  p o in ts  o f  th e  gamut and which i s  defined  by th o se  r e la t io n sIu
? ( e .g . :  a  i s  a  p e r fe c t  f i f t h  h ig h e r  th an  d ' and a  p e r fe c t  fo u rth  lower
I
I th a n  d " , e t c . ) .  Owing to  th e  in tro d u c tio n  o f p i tc h  s tan d a rd  modern usage
£■*
|  i s  more confused* and today r e l a t i v e  and a b so lu te  d e f in i t io n s  o f  a  s te p
i
f e x i s t  s id e  by s id e .  I  s h a l l  im ita te  h e re  th e  R enaissance t h e o r i s t s  andI
; d e f in e  s te p s  n o t in  r e la t io n  to  a  p i tc h  s tan d a rd  b u t on ly  by t h e i r  in te r*
f

v a l l i c  r e l a t io n s  to  one a n o th e r .i
i

I b > I n te r v a l . Since s te p s  a re  d efin ed  by means o f  in te r v a ls  and
j
I n o t th e  re v e rs e ,  i t  fo llow s th a t  in te rv a ls  a re  lo g ic a l ly  p r io r  to  s te p s
t-

|  and th a t  th e  s ix te e n th -c e n tu ry  to n a l  system  should  be d esc rib ed  in  term s

| o f  l n t e r v a l l i c  m a te r ia l  a v a i la b le  to  a  composer and i t s  p re -co m p o sitio n a l
r
iI o rg a n iz a t io n . The octave i s  th e  a b so lu te  re fe re n c e  p o in t o f  th e  whole
i
I l n t e r v a l l i c  system . The prim acy o f  th e  o c tav e  d e r iv e s  from th e  p r a c t ic e
I
f o f  t r e a t in g  two n o tes  one o r  more o c tav es  a p a r t  as i f  they  were unisons
g
\ w ith  re s p e c t  to  computing in te r v a ls  as consonances o r  d isso n an ces . As
t*
| th e  r e s u l t ,  two in te rv a ls  d i s t a n t  by an  octave a re  e q u iv a le n t and two
II s te p s  d i s ta n t  by an o ctave a re  e q u iv a le n t .  L ate-R enaissance co u n te rp o in t
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shows nc d if fe re n c e  in  th e  way in  which in te r v a ls  d is ta n t  by an octave 

a re  used* The ru le s  o f  co u n te rp o in t th a t  may be d e riv ed  from a n a ly s is  o f  

s lx te e n t .  ^century com positions show th a t  th e  way in  which an in te rv a l  

i s  used depends p r im a r ily  on w hether i t  belongs to  p e r f e c t  consonances 

(w ith  c e r ta in  ex cep tio n s  concerning th e  use o f  th e  fo u r th ) ,  im perfec t 

consonances, o r  d isso n an ces . The octave i s  th e  on ly  in te r v a l  wkich added 

to  any p e r fe c t  consonance produces a  p e r fe c t  consonance, added to  any 

im p erfec t consonance produces an im perfect consonance, and added to  any 

d issonance produces a  d isso n an ce .

c) Gamut i s  th e  s e t  o f  a l l  in te rv a ls  in  a  g iven  to n a l  system .

The R enaissance th e o r ie s  d iscu ssed  below alm ost u n iv e r s a l ly  imply th e  

o rg a n iz a tio n  o f  th e  gamut on two le v e ls :

d) G eneric le v e l  o f  o rg a n iz a tio n . The t h e o r i s t s '  understand ing  

o f  th e  term  "genus" (u su a lly  q u a l i f ie d  w ith  th e  a d je c t iv e  " d ia to n ic ,"  

"ch ro m a tic ,"  o r  "enharm onic") s tan d s  fo r obvious reaso n s  a t  th e  c e n te r  

o f  o u r i n t e r e s t ,  and i t  w i l l  be d iscu ssed  l a t e r  in  d e t a i l .  For now i t  

w i l l  s u f f ic e  to  in d ic a te  th a t  genus i s  one o f  th e  two p r in c ip le s  o f  gamut 

o rg a n iz a tio n . I t  im p lies  th e  arrangem ent o f  some in te r v a ls  o f  the  gamut 

in to  a  s e r ie s  which may be defined  by th e  s iz e s  o f  i t s  con secu tiv e  i n t e r 

v a ls  and by th e i r  r e l a t iv e  p o s i t io n s .  For example, th e  d ia to n ic  s e r ie s  

may be d efin ed  as c o n s is t in g  o f  whole to n es  and sem itones p laced  so th a t  

sem itones a re  se p a ra ted  from each o th e r  a l t e r n a t e ly  by two and by th re e  

co n secu tiv e  whole to n e s .

e ) The o c ta v e -sp e c ie s  le v e l o f  o rg a n iz a tio n . The second p r in c ip le  

o f  gamut o rg a n iz a tio n  i s  th e  o c ta v e -sp e c ie s . I t  a rran g es  some in te rv a ls  

o f  th e  gamut in to  a  s e r i e s  which may be d e fin ed  by th e  s iz e s  o f  i t s  con

se c u tiv e  in te rv a ls  and by th e i r  ab so lu te  p o s i t io n s .  Note th a t  th e
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d e f in i t i o n  o f  th e  a b so lu te  p o s i t io n  im p lies  n e c e s s a r i ly  th e  d e f in i t io n  

o f  th e  r e l a t i v e  p o s it io n s  as w e l l .  Thus, sp e c ie s  i s  d efin ed  in  e x a c tly  

th e  same way as  genus w ith  th e  a d d it io n a l  c la u se  o f  a b so lu te  p o s i t io n s .

For example, th e  sp e c ie s  o f  th e  D orian mode may be d esc rib ed  as  consist** 

ing  o f  whole tones and sem itones p laced  so th a t  sem itones a re  se p a ra ted  

from each o th e r  a l t e r n a te ly  by two and by th re e  co n secu tiv e  whole tones 

and th a t  th e  f i r s t  two sem itones occupy th e  second and th e  s ix th  p o s it io n s , 

I t  m ight be s a id  f ig u r a t iv e ly  th a t  genus i s  a  " c i r c u la r "  s e r ie s  w ith  no 

b eg in n in g  n o r end, whereas sp e c ie s  i s  a  " l in e a r "  s e r ie s  w ith  a  f ix ed  

s t a r t i n g  and te rm in a tin g  p o in t .

LL______________ _______
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CHAPTER I

NICOLA VICENTINO AND GHISELIN DANCKERTS 

|  N ico la  V icen tino  was one o f  th e  few m usic ians o f  h i s  e ra  to  devote
s
I h i s  l i f e  alm ost e x c lu s iv e ly  t o  th e  advocacy o f  n o n -d ia to n ic ism  and th e

\ f i r s t  w r i te r  in  th e  R enaissance to  d isc u ss  a l l  a sp e c ts  o f  chrom atic music

C a t  g re a t le n g th . His w r itin g s  expressed  c h a r a c te r i s t i c  a t t i t u d e s  and

I tendencies  among m usicians o f  h is  g e n e ra tio n  and o f  s e v e ra l g en era tio n s

to  come. Thus i t  i s  a p p ro p ria te  to  s t a r t  w ith  an exam ination o f h is  

th eo ry .
\-

N ico la  V icen tino  was b o rn  in  1511 in  V icenza n ear Venice* and

I i t  was in  Venice th a t  he rece iv ed  h is  m usical ed u ca tio n  as  a  s tu d en t o f

th e  famous composer A drian W illa e r t .*  W illa e r t  assumed th e  p o s it io n  o f
2m aestro d i  cape 11a o f S t .  M ark 's on December 12, 1527 and i t  i s  p o s s ib le

£
th a t  V icen tino  became h is  s tu d e n t in  th e  l a t e  1520s o r  e a r ly  1530s. 

W il la e r t 's  i n t e r e s t  in  th e  chrom atic and enharmonic genera i s  w ell

The b io g ra p h ic a l sk e tch  below i s  based on Henry W illiam  Kaufmann, The 
L ife  and Works o f  N ico la  V icen tino  (1511-c. 1576), M usico log ical S tud ies 
and Documents 11 ( n .p . :  American I n s t i t u t e  o f  M usicology, 1966), pp .
15-48.

[ 2
* C f. W alter G erstenberg , " W illa e r t ,"  in  F r ie d r ic h  Blume, e d . ,  Die Musik
I in  C eschici.te  und Gegenwart. V ol. 14 (K assel and B ase l: B S re n re ite r ,
[ 1968), c o l .  663.!

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



9

3
documented and i t  i s  l i k e l y  th a t  V icen tino  developed h i s  own in te r e s t

under h is  t e a c h e r 's  in f lu e n c e . According to  one contem porary o b serv er,

V ic e n tin o 's  experim ents in  th e  p r a c t i c a l  use o f  th e  n o n -d ia to n ic  genera
4

d a te  app rox im ate ly  s in c e  a t  l e a s t  1534.

In  1549 he went to  Rome accompanying C ard inal I p p o li to  d 'E s te  o f  

F e r ra ra  as a  household  m u sic ian . I t  i s  no t known when he e n te red  th e  

C a rd in a l 's  s e rv ic e ,  b u t i t  i s  known th a t  he had p re v io u s ly  g iv en  in s t r u c 

t io n  in  n o n -d ia to n ic  m usic to  s e v e ra l  members o f  th e  d 'E s te  fam ily , 

n o ta b ly  to  Duke's E rc o le  I I  son , P r in c e  A lfonso . In  Rome he was r e lu c 

ta n t  to  make h i s  s e c r e t  knowledge p u b lic , s in c e --a c c o rd in g  to  an unsym

p a th e t ic  o b se rv e r—he wanted to  o b ta in  an adequate p o s i t io n  ( fo r  in s ta n c e ,

t in  th e  P apal chapel) f i r s t  F in a l ly ,  on O ctober 25, 1549 he agreed  to

jj i n s t r u c t  s e v e ra l  p erso n s  o f C ard in a l R id o l f i 's  household in  n o n -d ia to n ic

t g en e ra , a f t e r  they  had prom ised n o t to  rev ea l h is  s e c r e ts  f o r  te n  y e a rs .

In  m id-1551, a f t e r  a  m usical perform ance a t  a  p r iv a te  academy in
I
I Rome, V icen tin o  a s s e r te d  th a t  no composer o f  h is  tim e knew th e  tru e  genus

i o f  any commonly sung contem porary com position , provoking th e  o p p o s itio n
I

o f  th e  P ortuguese  m u sic ian  V icen te  L u s itan o . The famous p u b lic  d isp u te

3C f. Joseph S. L e v ita n , "A drian W i l l a e r t 's  Famous Duo Ouidnam e b r i e t a s . 
r A Com position which C loses A pparen tly  w ith  th e  In te rv a l  o f  a  S even th ,"

T i id s c h r i f t  van de V erenig ing  voor N ederlandsche M uziekgeschiedenis. XV 
; (1939), 166-233; Edward E. Lowinsky, " W il la e r t 's  Chrom atic 'Duo' Re-

Examined, " T i id s c h r i f t  van de V erenig ing  voor N ederlandsche Muziek- 
r g e s c h le d e n is . XVIII (1956), 1-36; Lowinsky, "Lchoes o f  A drian W il la e r t 's

Chrom atic 'D uo' in  S ix te e n th -  and Seventeenth-C entury  C om positions," in  
H arold  Pcwers, e d . ,  S tu d ies  in  Music H is to ry . Essays fo r  O liv e r  Strunk 
(P rin c e to n : P r in c e to n  U n iv e rs ity  P re ss , 1968), pp . 183-238.

t A{. C f. G h ise lin  D anckerts, T ra t ta to  sopra  una d i f f e r e n t i a  music a le .  Rome,
B ib l io te c a  V a l l i c e l l i a n a ,  Ms. R. 56, f o l .  382. 

^ I b l d . . lo c .  c i t .
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ensued.*’ A fte r  s e v e ra l  m eetings, h e ld  betw een June 2 and 7 , 1551, th e  

ju d g es, two s in g e rs  in  th e  Papal chapel, Bartolom eo Escobedo and G h ise lin  

D anckerts, gave th e  unanimous v e rd ic t  in  fav o r o f  L u s itan o .

Very l i t t l e  i s  known about one o f  th e  p ro ta g o n is ts  in  th e  d is p u te ,
7

th e  Portuguese m usician  V icen te  L u s ita n o . His p o s i t io n  in  th e  c o n tro 

v e rsy  i s  kucvn f r e r  th e  documents ga thered  by D anckerts and V icen tin o .

His l i t t l e  t r e a t i s e ,  In tro d u tt io n e  f a c i l is s im a  e t  no v iss im a. . . .  p u b lish ed

! fo r  th e  f i r s t  tim e a f t e r  th e  co n tro v ersy  does no t add any th ing  o f  i n t e r e s t
I 3
} a s  f a r  as h i s  views on chrom aticism  a re  concerned . I t  was one o f th e

|  ju d g es, G h ise lin  D anckerts, th e  Flem ish composer and member o f  th e  Papal
£F
| chapel from 1538 to  1565, \riio g ra d u a lly  emerged as  th e  t r u e  opponent o f
£
|  V icen tino  in  th e  eyes o f  h is to r ia n s ,  thanks to  h i s  t r e a t i s e  which, l ik e

I V icen tino*s own, was devoted to  th e  v in d ic a t io n  o f  i t s  a u th o r 's  p o s it io n
|
i in  th e  c o n tro v e rsy . H is T ra t ta to  sopra  una d i f f e r e n t i a  m u sica le . s e v e ra l
*r

\ h an d w ritten  v e rs io n s  o f  which, w r i t te n  d u rin g  th e  decade th a t  follow ed

I th e  debate , a re  p reserv ed  in  th e  Roman B ib lio te c a  V a l l ic e l l ia n a ,  Ms. R 56,
i

d e sc rib e s  th e  co n tro v ersy  and p re se n ts  th e  a p p ro p ria te  documents (P a rt I ) ,

ex p la in s  th e  a u th o r 's  views on v a rio u s  th e o r e t ic a l  to p ic s ,  in  p a r t ic u la r

th a t  o f  th e  genera (P a rt I I ) ,  and s e ts  f o r th  h is  co n se rv a tiv e  p o in t o f  view

L

The debate  i s  documented in  D anckerts, op . c i t . . P a r t  I  and N icola 
V icen tin o , L 'a n t ic a  n u s ica  r id o t t a  a l i a  moderna p r a t t l e a  (Rome: Antonio
B a rre , 1555), f o l s .  95-98v.

7C f. Robert Stevenson, "V icente L u sitan o : New L ig h t on H is C a re e r ,"
Jo u rn a l o f  th e  American M usico log ical S o c ie ty . XV (1962), 72-77.

£ 8t In tro d u tt io n e  f a c i l is s im a  e t  novissim a d i  can to  fermo. f ig u ra to .  c o n tra - 
ponto sem plice e t  in  concerto  (Rome: A ntonio B lado, 1553) . Two l a t e r
e d it io n s  appeared in  Venice, p u b lish ed  by Francesco M arco lin i, 1558 and

r by Francesco Ram pazzetto, 1561.
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g
on chrom aticism  and o th e r  "abuses" o f  contem porary p r a c t ic e  (P a rt I I I ) .

MOt long a f t e r  th e  d isp u te  th e  C ard in a l and V icen tin o  l e f t  Rome,

to  r e tu r n  o n ly  in  1555. In  t h i s  y ea r V ic e n tin o 's  sy s te m a tic  defen se  o f

th e  p o s i t io n  he to o k  du ring  th e  famous d isp u te  o f  1551 and p re s e n ta tio n

o f  h i s  th e o r e t ic a l  view s in  g en e ra l appeared  under th e  t i t l e  T,1 ant tea

m usica r i d o t t a  a l i a  moderna p r a t t i c a .

According to  Vicenzo G a l i l e i ,  around 1560 V icen tino  organ ized  p u b lic

c o n c e r ts  o f  h i s  chrom atic and enharmonic music in  p r in c ip a l  c i t i e s  o f

I t a l y . ^  In  1561 he p u b lish ed  a  b ro ad sh ee t in  V enice, a d v e r tis in g  a

d ia to n ic -ch ro m atic -en h arm o n ic  in strum en t o f  h is  c o n s tru c tio n , an

arc io rg an o  By 1563 he  l e f t  th e  C ard in a l and became th e  chapel m aster

a t  th e  C a th ed ra l o f  V icenza, where he s tay ed  fo r  two y e a rs .  He sp en t

h i s  f i n a l  y ea rs  in  M ilan and d ie d  th e re  around 1576, accord ing  to  E rco le
12B o t t r i g a r l 's  te s tim o n y .

I  s h a l l  d isc u ss  V ic e n tin o 's  though t by beg inn ing  w ith  h i s  to n a l

system  and r e la te d  to p ic s ,  co n tin u in g  w ith  h is  th eo ry  o f  com position and
13perform ance, and concluding  w ith  a e s th e t ic s .  My in v e s t ig a t io n  w i l l

9
The most com plete s tu d y  o f D anckerts and h is  t r e a t i s e  i s  J .  de Bruyn, 

" G h is ilin u s  D anckerts, kapelaanzanger van de P a u s e li jk e  kapel van 1538 
t o t  1565 ,"  T i jd s c h r i f t  d e r V ereeniging voor nederlandsche Muziek- 
g e sc h ied en is . XVI (1946), 217-252; XVII (1949), 128-157.

10C f. p p . 1 4 7 ff. below .

^ f D esc riz io n e  d e l l 'a r c io rg a n o ]  (Venice: N icolo  B e v il 'a c q u a , 1561).
C f. Henry W. Kaufmann, "V ic e n tin o 's  A rcio rgano ; an A nnotated T ra n s la t io n ,"  
Jo u rn a l o f  Music Theory. V (1961), 32-53 .

12 I I  D es id e rio  overo d e ' c o n c e r t i  d i  v a r i i  s tru m e n ti m u s ic a li .  2nd e d . 
(Bologna: G io am b attis ta  Bellagamba, 1599), f o l .  41 .

\ 13,The most im portan t d isc u s s io n s  o f  V ic e n tin o 's  th e o ry  a re :  Theodor
K royer, Die AnfSnge d er Chrom atik im i ta l ie n is c h e n  M adrigal des XVI.
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be d i r e c te d  a t  th re e  q u e s tio n s : 1) What I s  th e  com plete s e t  o f  In te rv a ls

p o s tu la te d  by th e  t h e o r i s t  fo r  use in  m usical p r a c t ic e  and what i s  th e  

in te r n a l  s t r u c tu r e  o f  t h i s  s e t ,  th a t  i s  th e  to n a l  system? 2) How i s  t h i s  

to n a l  system  to  be  used in  com position and in  perform ance? 3) Why was 

t h i s  p a r t i c u l a r  to n a l  system  chosen and why were c e r ta in  p r a c t i c a l  a p p l i 

c a tio n s  proposed? I  hope by t h i s  d isc u s s io n  to  throw  some l i g h t  on th e se  

I fundam ental problem s: th e  t h e o r i s t 's  understand ing  o f  what i s  d ia to n ic

|  and w hat i s  n o t ,  h i s  id e a s  concerning  th e  p o s s ib i l i t y  o f  tran scen d in g

s pu re  d ia to n ic ism  in  p r a c t ic e ,  and h i s  reaso n s fo r  advocating  non-
I
i d ia to n ic is m .

|  Ja h rh u n d e r ts  (L e ip z ig : B re itk o p f & H S rte l, 1902), p p . 99-121; Oscar
C h i l e s o t t i ,  "Di N ico la  V icen tino  e d e i  g e n e r i g r e c i  secondo V incen tio  
G a l i l e i , ”  R iv is ta  M usicale I t a l i a n a .  XIX (1912), 546-565; Hugo Riematm, 
H is to ry  o f  Music Theory (L inco ln : U n iv e rs ity  o f  Nebraska P re s s , 1962,
t r a n s .  from  2nd German e d . ,  B e r lin , 1920), p p . 311-320; Hermann Zenck, 
"N ico la  V ieen tin o s  'L 'a n t i c a  m usica ' (1 5 5 5 ),"  in  Hermann Zenck, Helmuth 
S c h u ltz , and H a lte r  G erstenberg , e d s . ,  Theodor K ro y e r-F e s ts c h r if t  (Regens
b u rg : G ustav B osse, 1933), p p . 86-101; D. P . W alker, "M usical Humanism
in  th e  1 6 th  and E a rly  17th C e n tu r ie s ,"  The Music Review, I I  (1941), 1-13, 
111-121, 220-227, 288-308; I I I  (1942), 55-71; J .  Murray B arbour, Tuning 
and Temperament, a  H is to r ic a l  Survey (2nd e d . ;  E ast L ansing : M ichigan
S ta te  C o llege  P re s s , 1953), pp. 117-120; Claude V. P a l is c a ,  The Beginnings 
o f  Baroque M usic; I t s  Roots in  S ix teen th -C en tu ry  Theory and Polem ics. 
u n p u b lish ed  Ph.D . d i s s . ,  Harvard U n iv e rs ity , 1953, p p . 30-34, 101-123; 
W alter D 8rr, rev iew  o f  V icen tin o , L 'a n t ic a  m usica. fa c s im ile  e d . by 
Edward E . Lowinsky, in  Die M usikforschung. XI7 (1955), 446-448; Henry 
W. Kaufmann, "V ic e n tin o 's  A rciorgano; an A nnotated T ra n s la t io n ,"  Jo u rn a l 
o f  M usic Theory. V (1961), 32-53; Kaufmann, The L ife  and Works o f 
N ico la  V icen tin o  (1511-c . 1576). M usico log ica l S tud ies  and Documents 11 
( n .p . :  American I n s t i t u t e  o f  M usicology, 1966); P au l Robert B rink , The
A rchicem balo o f  N ico la  V icen tin o . unpublished  Ph.D. d i s s . ,  The Ohio S ta te  
U n iv e rs i ty ,  1966; Edward E . Lowinsky, "The M usical A vant-garde o f  th e  
R enaissance o r :  th e  P e r i l  and P r o f i t  o f  F o re s ig h t ,"  in  C harles S.
S in g le to n , e d . ,  A r t. S c ien ce , and H is to ry  in  th e  R enaissance (B altim ore: 
The Johns Hopkins P re s s , 1967), pp. 111-162; Henry W. Kaufmann, "More 
on th e  Tuning o f  th e  A rchicem balo." Jo u rn a l o f  th e  American M usico log ical 
S o c ie ty . XXIII (1970), 84-94.
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I I .  T heory: The Tonal System, I t s  N o ta tion , and Tuning; th e  Archicembalo

I The Tonal System

I The gamut

I C hap ters 14*42 o f  V ic e n tin o 's  Book I ,  ' ‘Concerning M usical P rac -
1 14
I t i c e ,  d e s c r ib e  a l l  th e  I n te rv a ls  a v a i la b le  in  h is  system  up to  an

§ o c ta v e , th a t  i s  h i s  gam ut. There a re  th ir ty -o n e  d i f f e r e n t  In te rv a ls

|  w ith in  an  o c tav e  r e s u l t in g  from th e  d iv is io n  o f  th e  o ctave in to  t h i r t y -
I•'j- -rn .  «  » *  ^  «  «  _ .  _ _  _ _

IV one eq u a l p a r ts . V icen tin o  g iv es  them th e  fo llow ing  names:

1 1 . m inor d ie s i s1 2 a . m ajor d ie s i s
2b . m inor sem itone ( th e  chrom atic e q u iv a le n t o f  the  m ajor

I enharmonic d ie s i s )
k- 3 . m ajor sem itone
5 4 . m inor whole tone
i 5 . whole tone
*S-

6 ; m ajor w hole tone£ 7 . le s s  th an  m inor th i r d
• 8 . m inor t h i r d
f 9 . more th an  m inor th i r d

10 . m ajor t h i r d
11. more th an  m ajor th i r d
1 2 . [ le s s  th a n  fo u rth ]

- 13 . fo u rth
r 14. more th an  fo u rth

15 . t r i t o n e
: 16. dimimished f i f t h

17 . more th an  d im in ished  f i f t h
iv 18. f i f t h

19. more th an  f i f t h
20 . [ le s s  th an  minor s ix th ]
21 . minor s ix th

: 22. more than  m inor s ix th
V 23 . m ajor s ix th

24 . more th an  m ajor s ix th
F 25. ( le s s  th an  m inor seventh]

26 . minor seven th
? 27 . more th an  minor seven th
► 28 . m ajor seven th
i* 29. more th a n  m ajor seven th
c 30 . [ le s s  th a n  o c tave]
<f 3 1 . o c tav e l^

*

t l4 V icen tin o , L 'a n t i c a  m usica, f o l s .  17v-26v.
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A part f r om th o se  l i s t e d  above, V icen tino  in tro d u ce s  one more in 

t e r v a l ,  h a l f  a s  la rg e  as  th e  m inor d ie s i s ,  and c a l l s  i t  comma.^ In  o rder 

to  u n derstand  th e  p e c u l ia r  s ta tu s  o f  the  comma, one has to  r e a l i z e  th a t  

fo r an  in te r v a l  to  be co n sid e red  a  p a r t  o f  a  gamut i t  has to  have a  d e f in i te  

fu n c tio n  in  th e  to n a l  system  v h ich  t h i s  gamut r e p re s e n ts .  Now a  gamut 

does n o t e x i s t  in  i t s e l f ;  i t  i s ,  so to  speak , th e  r e s u l ta n t  o f  th e  con

s t i t u t i v e  s t r u c tu r e s  o f  th e  to n a l  system  which o rg an ize  th e  gamut, in  

t h i s  c a s e - -o f  th e  genera and modes. Since th e  comma has no fu n c tio n  what

so ev er in  th e  form ation  o f  th e  genera  and modes, i t  cannot be considered  

a  p a r t  o f  th e  gamut. I t  i s  n o t an in te rv a l  o f  th e  to n a l system  b u t, as 

we s h a l l  se e , i t  has a  r o le  to  p la y  on th e  le v e l o f  th e  tu n in g  system .

I The g enera

The th re e  V ic e n tin ia n  g enera  a re  in tro d u ced  in  Book I ,  Chs. 6-8 , 

where th e  fo rm ation  o f th e  d ia to n ic ,  chrom atic , and enharmonic te tra c h o rd s  

i s  d isc u s se d . The d ia to n ic  te tra c h o rd  c o n s is ts  o f  two whole to n es  and 

one m ajor sem itone . The chrom atic  te tra c h o rd  combines two consecu tive  

sem itones, th e  f i r s t  m ajor and the  second m inor, w ith  a minor t h i r d .

The enharm onic te tra c h o rd  c o n s is ts  o f  two co n secu tiv e  enharmonic d ie se s ,

V icen tin o , n ev er a  p e d a n tic  a u th o r , om its in  h i s  enum eration th e  i n t e r 
v a ls  o f  le s s  th an  fo u r th , le s s  than  minor s ix th ,  le s s  than  m inor seven th , 
and le s s  th an  o c ta v e . T h e ir  p resence  in  h is  gamut,however, i s  evidenced 
by th e  f a c t  th a t  th ey  a re  a v a i la b le  on h is  arch icem balo . th e  instrum ent 
by means o f  which he wanted to  in tro d u ce  h i s  gamut in to  m usical p r a c t ic e .  
I  have g iv en  them names on th e  b a s is  o f V ic e n tin o 's  analogous in te rv a l  
o f  " le s s  th an  m inor t h i r d . "

16I b id . .  f o l .  17v.

1 7I b id . ,  f o l s .  l?v ~ 1 5 r.
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Che f i r s t  minor and th e  second m ajor, and a  m ajor t h i r d .  V icen tin o  adds, 

however, th a t  in  th e  enharmonic genus no t on ly  th e  m ajor bu t a ls o  th e  

m inor sem itone can be  d iv id ed  in to  two enharmonic d ie s e s .  A c o r re c t  in 

t e r p r e ta t io n  o f  th i s  rem ark i s  im possib le  a t  t h i s  s ta g e  o f  our d isc u s 

s io n .

There a re  v a rio u s  reaso n s  accoun ting  fo r  th e  f a c t  th a t  V icen tino  

in tro d u ces  th e  genera in  th e  form o f th e  te tra c h o rd s ,  th e  most obvious 

one b e in g  th a t  he fo llow s a w e ll-e s ta b l is h e d  t r a d i t i o n  which goes back 

in to  th e  c la s s ic a l  so u rc e s . At t h i s  p o in t ,  however, i t  i s  im portan t to  

re c o n s tru c t  h is  genera , and in  a  system  re sp e c tin g  oc tav e  equ iva lence  i t  

i s  no t p o s s ib le  to  a r r iv e  a t  a  c le a r  understand ing  o f  th e  genera on th e  

b a s is  o f  t h e i r  te tra c h o rd a l  re p re s e n ta t io n  a lo n e . One has to  look  fo r  

re p re s e n ta t io n  o f  th e  genera  w ith in  th e  l im i ts  o f  an o c ta v e . An e x c e lle n t  

s t a r t i n g  p o in t comes in  Book I I I  which d e a ls  w ith  th e  modes. V icen tino  

enum erates th e re  a l l  th e  sp e c ie s  o f  d ia to n ic ,  chrom atic , and enharmonic 

fo u r th s , f i f t h s ,  and o c tav es  ( th a t  i s  s e r ie s  o f  in te rv a ls  which add up 

to  a  fo u r th , a  f i f t h ,  and an octave re s p e c t iv e ly )  th a t  a re  a v a i la b le  in  

h i s  system . The d isco v ery  o f  th e  s tr u c tu r e  common to  a l l  p o s s ib le  oc tave
s
|  r e p re s e n ta tio n s  o f a  g iven  genus would enab le  us to  fo rm ulate  a  d e f in i -
rV
|  t io n  o f  t h i s  genus acco rd in g  to  V icen tin o . U n fo rtu n a te ly  th e  t h e o r i s t 's
£
|  examples a re  f u l l  o f  m is ta k es , and, f o r  t h i s  rea so n , we s h a l l  f i r s t  have

|  to  re c o n s tru c t p a in s ta k in g ly  t h e i r  in tended  form s.

i Only th re e  d i f f e r e n t  sp ec ie s  o f  fo u r th s , fo u r  sp ec ie s  o f  f i f t h s ,
I 18t and seven o c ta v e -sp ec ie s  a r e  p o s s ib le  in  each o f  th e  th re e  g en era .

18" . . .n o  more than th re e  n a tu r a l  fo u r th s , fo u r n a tu ra l  f i f t h s ,  and seven 
n a tu ra l  oc taves w i l l  be  found among th e  o rd e rs  o f  th e  whole d ia to n ic  m u sic ."  
I b id . ,  f o l .  44. ( " . . . n e  g l 'o r d i n i  d i  t u t t a  l a  Musica D ia to n ica , non s i
r i t r o v e r a  a l t r o  che t r e  q u a r te , & q u a ttro  q u in te , & s e t t e  o t ta v e , t u t t e
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B

The d ia to n ic ,  ch rom atic , and enharmonic sp ec ie s  o f  fo u rth  a re  d iscu ssed
19in  C hapters 2 , 36, and 45 o f Book I I I  r e s p e c t iv e ly :

DIATONIC CHROMATIC ENHARMONIC

1 . T S T  1 . S m3 s  1 . d M3 D
2 . S T T  2 . m3 8 S 2 . M3 D d
3 .  T T S  3 .  S s m3 3 . d D M3

( I  use  th e  fo llow ing  symbols: d = minor d i e s i s ;
D = m ajor d i e s i s ;
8 B m inor sem itone;
S * m ajor sem itone;

|  T * whole to n e ;
|  m3 a  m inor t h i r d ;
I K3 * m ajor t h i r d .
I
|  Throughout t h i s  d i s s e r ta t io n  l n t e r v a l l i c  s e r ie s  a re  always p re se n te d  in

I ascend ing  fo rm s.)

1 20In  Book I ,  Ch. 7 we have been  to ld  th a t  in  th e  chrom atic  t e t r a -

? chord th e  m ajor sem itone comes b e fo re  th e  minor one. Now, however, we

|  s ee  th a t  t h i s  i s  n o t th e  only  p o s s ib le  o rd e r :  i n  th e  f i r s t  and second

i s p e c ie s  o f  fo u rth  th e  minor sem itone p recedes th e  m ajor one; in  th e  t h i r d
\ 21I th e  re v e rse  i s  t r u e .  The same in co n s is te n c y  w i l l  be observed amongth e  sp e c ie s  o f  chrom atic  f i f t h s  and o c ta v e s . One has to  conclude th a t  

two v e rs io n s  o f  each chrom atic s e r ie s  a re  p o s s ib le :  in  one th e  m inor

n a t u r a l ! . " ) •  U nless o therw ise  no ted  a l l  t r a n s la t io n s  a re  m ine. In  
V ic e n tin o 's  v o cab u la ry , as in  o u rs , '•n a tu ra l"  and " d ia to n ic "  a re  synony
mous. The numbers o f  the  chrom atic and enharmonic sp e c ie s  o f  fo u r th s ,  
f i f t h s ,  and oc tav es  have to  be th e  same, s in c e —as we s h a l l  s e e --V ic e n - 
t in o  conceives o f  th e  chrom atic and enharmonic s e r ie s  as one to  erne 
tra n sfo rm a tio n s  o f  th e  d ia to n ic  ones .

^ I b ld . , f o l s . 43r-43v, 58v-59v, 6 2v -63 r.

20I b id . ,  f o l s .  1 4 r- l4 v .

21Note th a t  i t  i s  th e  r e l a t iv e ,  n o t th e  a b s o lu te , p o s i t io n  o f  th e  sem i
to n es  I  have in  mind h e re .
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sem itone alw ays p recedes th e  m ajor one, In  th e  o th e r  th e  o p p o s ite  o rd e r  

I s  m ain ta in ed . The exam ination o f  th e  chrom atic sp e c ie s  o f  f i f t h s  and 

oc taves w i l l  show th a t  th e  two o rd e rs  never occur w ith in  a  s in g le  s e r i e s ,  

which su g g ests  t h a t  fo r  V icen tino  such a  m ixture i s  in a d m iss ib le . Thus 

I  would tend  to  supplem ent th e  l i s t  o f  th e  p o s s ib le  chrom atic  sp e c ie s  

o f  fo u rth s  as fo llo w s:

l . S m 3 s  o r  s m3 S
2.  m3 s S o r  m3 S s
3 . S s m 3  o r  s S m3

The o rd e r  o f  th e  minor and th e  m ajor enharmonic d ie se s  w ith in  an 

enharmonic sp e c ie s  o f  fo u rth  p re se n ts  a  s im i la r  problem  and lends i t s e l f  

to  a . s im i la r  s o lu t io n .  I t  seems th a t  two v e rs io n s  o f  each sp e c ie s  o f  

fo u rth  a re  p o s s ib le  depending on w hether th e  minor enharmonic d ie s i s  

p recedes o r  fo llo w s th e  m ajor one:

1 . d M3 D o r  D M3 d
2 . M3 D d o r  M3 d D

► 3 . d D M3 o r  D d M3
i£
| Furtherm ore, V icen tino  e x p la in s  th a t  each chrom atic and enharmonic
ir
t ' sp e c ie s  o f  fo u r th  i s  a  tra n s fo rm a tio n  o f  a  d ia to n ic  o n e . T his t r a n s f o r -rk
£ m ation i s  e f fe c te d  so th a t  th e  l e s s e r  in te rv a l  in  th e  d ia to n ic  o rd e r  (S)
I
f becomes a  g r e a te r  one in  th e  chrom atic and enharmonic o rd e rs  (m3 and M3

I r e s p e c t iv e ly ) ,  w hereas th e  g r e a te r  d ia to n ic  in te r v a l  (T) becomes le s s e r
I 22I in  th e  chrom atic and enharmonic s e r ie s  (s o r  S and d o r  D r e s p e c t iv e ly ) .

22 "Comparing one fo u rth  w ith  th e  o th e r ,  th e  s tu d e n t w i l l  see how th e  su c 
c e ss io n  o f  th e  in te rv a ls  i s  d i f f e r e n t  [ in  b o th ] : where in  th e  d ia to n ic
fo u r th  i s  th e  l e s s e r  in t e r v a l ,  th e re  in  th e  chrom atic fo u rth  th e  g re a te r  
in te r v a l  w i l l  b e g in ; and thus a l l  a re  o rdered  by th e  o p p o s itio n  between 
th e  t w o . . . . "  I b id . ,  f o l .  5 9 r . ("Lo s tu d en te  con i l  Paragone d i  una,
& de l ' a l t r a  q u a r ta , ved ra  come i l  p rocedere  de i  g ra d i s a ra  d i f f e r e n te ,
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In  t h i s  way th e  f i r s t  sp ec ie s  o f  d ia to n ic  fo u rth  i s  transfo rm ed  in to  th e  

f i r s t  chrom atic  and th e  f i r s t  enharm onic, th e  second d ia to n ic  in to  th e  

second chrom atic and second enharm onic, and so on . For exam ple, wc m ight 

re p re se n t th e  tra n sfo rm a tio n s  o f  th e  f i r s t  sp ec ie s  o f  fo u r th  in  th e  f o l 

lowing manner:

DIATONIC:

CHROMATIC:

ENHARMONIC:

o r

m3 o r

or

m3

(6  = e i t h e r  D o r  dd . S u p e rsc rip ts  a re  a ss ig n ed  a r b i t r a r i l y  to  th e  d ia 
to n ic  in te r v a ls  fo r  rea so n s  which w i l l  be exp la ined  l a t e r .  T = th e  whole 
to n e  which always p recedes th e  sem itone, re g a rd le s s  o f  which sp e c ie s  o f  
fo u r th  i s  co n s id e red ; T^ = th e  whole tone which always fo llo w s th e  sem i
to n e .)

The diagram  shows th a t  each d ia to n ic  whole tone, when p a ss in g  to  th e  ch ro 

m atic  l e v e l ,  becomes subd iv ided  in to  two sem itones, one m ajor and one 

m inor. S im ila r ly , each m ajor chrom atic sem itone becomes su b d iv id ed  on 

th e  enharmonic le v e l  in to  two enharmonic d ie s e s ,  one m ajor and one m inor.

& ove S ara i l  m inore grado in  l a  D ia to n ica , i v i  dar^ p r in c ip io  i l  grado 
m aggiore n e l l a  C rom atica; & c o s i  t u t t i  s i  comporranno con l a  o p p o s itio n e  
d i  uno, & d i  1 'a l t r o . . . " )  . And l a t e r :  " . . . I  s h a l l  s t a r t  w ith  th e  f o r 
m ation o f  th e  th re e  enharmonic fo u rth s  which a re  formed in  th e  same o rd e r 
th a t  was follow ed in  th e  chrom atic fo u r th s :  th e  long in te r v a l  i s  p u t in
p la c e  o f  th e  s h o r t d ia to n ic  i n t e r v a l ,  and th e  sh o rt i n t e r v a l s —in s te a d  
o f  th e  long d ia to n ic  o n e s . . . "  I b id . ,  f o l . 62v. ( " . . .d a r o  p r in c ip io  a l i a  
form atione d e l le  t r e  q u a rte  Enarmoniche, le  q u a li  s i  form eranno con 
l 'o r d in e  medesimo che s 'h a  ten u to  n e l le  q u a rte  C ronatiche ; d i  p o rre  i l  
grado lungo, n e l luogo del grado c o rto  D ia to n ico , & i  g ra d i c o r t i ,  in  
cambio de i  lungh i D i a t o n i c i . . .
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The m inor chrom atic sem itone may rem ain unsubdiv ided , changing i t s e l £

in to  th e  m ajor enharmonic d i e s i s .  We s h a l l  r e c a l l ,  however, th e  rem ark

th a t  V icen tin o  made in  Ch. 8 o f  Book I :  "Then, th e  enharmonic genus which

I  u se  i s  no t d iv id ed  i n  th e  same way as  i s  th a t  o f  B o e th iu s , s in c e  he

d iv id e s  o n ly  th e  m inor sem itone and I  d iv id e  b o th  th e  m ajor and th e  m inor,

acco rd in g  to  what happens to  be th e  convenien t usage o f  v a rio u s  in te rv a ls
23and consonances in  a  co m p o sitio n ."  Thus th e  m inor chrom atic sem itone 

may a ls o  become subd iv ided  in to  two minor enharmonic d ie s e s .  This double 

p o s s i b i l i t y  o f  the  minor chrom atic  sem itone i s  re p re se n te d  on my diagram 

by 6 which s ta n d s  f o r :  " e i th e r  D o r  d d ."  I t  should  be c le a r  now th a t

th e  two v e rs io n s  o f  each o f  th e  enharmonic sp e c ie s  o f  fo u r th  should  be 

th u s  m o d ified :

1 . d H3 S o r  8 M3 d
2 . m3 8 d o r  M3 d 8
3 .  d 6 M3 o r  S d m3

Diagrams s im ila r  to  th e  one above may a lso  be c o n s tru c ted  fo r  th e  

second and th i r d  sp e c ie s  o f  f o u r th .  In  each sp e c ie s  o f  fo u rth  th e  d ia to n ic  

sem itone i s  changed in to  th e  chrom atic  m inor th i r d  and enharmonic m ajor 

t h i r d ,  th e  f i r s t  d ia to n ic  whole to n e  (T^) i s  changed in to  th e  chrom atic 

sem itone (m ajor o r  m inor) and enharm onic d ie s i s  (major o r  two minor ones
3

o r  one m ino r), and th e  th i r d  d ia to n ic  whole tone (T ) i s  changed in to  th e  

chrom atic sem itone (minor o r  m ajor) and enharmonic d ie s is ’ (minor o r  major 

o r  two m inor o n e s). The fo llow ing  i s  th e  g en e ra l form ula fo r  th e  t r a n s 

fo rm ations o f  th e  sp e c ie s  o f  fo u r th s :

23 "P ol i l  genere  Enarmonico, c h 'io  uso non e d iv is o ,  come & q u e llo  d i  
B o e tio , p e rch e  esso  d iv id e  i l  sem itone m inore so lam ente, & io  d iv id o  i l  
m aggiore, & i l  m inore, secondo che o c c o rre  n e l le  com position ! p e r  i l  
commodo d i  u sa re  v a r i i  g ra d i & consonanze." I b i d . t £ o l. 1 5 r.
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DIATONIC

S
T3

CHROMATIC

-»m3 )

J
o r

ENHARMONIC

->M3 >

■^d J
o r ( d

M3

L  ft

Note th a t  th e  v e r t i c a l  columns re p re se n t th e  on ly  p o s s ib le  v e rs io n s  o f
1 3th e  sp ec ie s  o f  f o u r th .  Thus i f  T becomes s ,  th e n  T has to  be  changed

in to  S, and v ic e  v e r s a .

The d ia to n ic ,  ch rom atic , and enharmonic sp ec ie s  o f  f i f t h s  a re  d is -
24cussed  in  Book I I I ,  C h s .3 , 37, and 46 r e s p e c tiv e ly :

DIATONIC

1 . T S T T
2 . S T T T
3 . T T T S
4 .  T T S T

CHROMATIC

1 . S m3 s S s
2 . m3 S s S s
3 . S s  S s m3
4 . S s  m3 S s

ENHARMONIC

1 . d M 3 D d d D d
2.  M3 D d d D d d
3.  d d D d d DM3
4.  d D H3 d d D d

The r u le s  o f  tra n sfo rm a tio n  from th e  d ia to n ic  to  th e  chrom atic and en h a r

monic le v e ls  rem ain th e  same: a )  th e  sm all d ia to n ic  in te r v a l  i s  changed

in to  th e  la rg e  chrom atic and enharmonic ones; b ) th e  d ia to n ic  whole tone 

i s  subd iv ided  in to  two chrom atic sem itones (major and m in o r), th e  m ajor 

chrom atic  sem itone i s  subd iv ided  in to  enharmonic d ie se s  (major and m inor), 

and th e  m inor chrom atic sem itone may e i t h e r  be changed in to  th e  m ajor 

enharmonic d ie s i s  o r  i t  may be  subdiv ided  in to  two m inor enharmonic d ie se s . 

The fo llow ing  diagram  re p re s e n ts  th e  tra n sfo rm a tio n s  o f  th e  f i r s t  sp e c ie s  

o f  f i f t h :

24 I b id . ,  f o l s .  43v, 59v, 6 3 r-6 4 r .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



DIATONIC:

CHROMATIC:

ENHARMONIC:

_4 5 6 7T S T T/ N i / \  A
s S s

M3

o r

o r

M3

d6 Ao r

(A 8 e i t h e r  6d o r  d 6. = th e  whole tone which always p recedes the  sem i
to n e , re g a rd le s s  o f  which sp e c ie s  o f  f i f t h  i s  co n sid e red ; T® 8 th e  whole 
tone  which always fo llow s th e  sem itone; T? = th e  whole tone always p laced  
betw een two whole to n e s .)

S im ila r diagram s may be co n s tru c ted  fo r  th e  second, t h i r d ,  and

fo u rth  sp ec ie s  o f  f i f t h .  I n  each sp e c ie s  o f  f i f t h  th e  d ia to n ic  sem itone

i s  changed in to  th e  chrom atic m inor th i r d  and enharmonic m ajor t h i r d ,
4

th e  fo u r th  d ia to n ic  whole tone  (T ) i s  changed in to  th e  chrom atic sem i

to n e  (major o r  m inor) and enharmonic d ie s i s  (major o r  two m inor ones o r  

one m inor), th e  s ix th  d ia to n ic  whole to n e  (T^) i s  changed in to  th e  ch ro 

m atic  sem itone (minor o r m ajor) and enharmonic d ie s i s  (minor o r  m ajor o r 

two minor o n es), and f in a l l y  th e  seven th  d ia to n ic  whole tone (T^) i s  sub 

d iv id ed  in to  two chrom atic sem itones (one m ajor and one m inor) and then  

th e  m ajor chrom atic sem itone i s  subd iv ided  in to  two enharmonic d ie se s  

(one m ajor o r two m inor ones and one m inor) whereas th e  minor one may 

e i th e r  be changed in to  th e  m ajor enharmonic d ie s i s  o r  subd iv ided  in to  

two m inor enharmonic d ie s e s .  The fo llow ing  i s  th e  g en era l form ula f o r  

th e  tra n sfo rm a tio n s  o f  th e  sp e c ie s  o f  f i f t h s :
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CHROMATICDIATONIC ENHARMONIC

The re a d e r  w i l l  n o t ic e  now th a t  th e re  i s  a  m istake  in  V ic e n tin o 's

fo u r th  chrom atic and enharmonic sp e c ie s  o f  f i f t h .  They should  read

Ss S m3 s  and A6 8 M3 d . I t  goes w ithou t say in g  th a t  two v e rs io n s  o f

each chrom atic and fo u r o f  each enharmonic sp e c ie s  o f f i f t h  a re  a v a i la b le

Only now does i t  become p o s s ib le  to  r e c o n s tru c t  th e  in tended  form

o f seven d ia to n ic ,  ch rom atic , and enharmonic o c ta v e -sp e c ie s . These a re
25p re sen te d  in  Book I I I ,  C h s .4 , 38, and 47 re s p e c t iv e ly :

DIATONIC CHROMATIC ENHARMONIC

1 . T S T T S T T 1 . S m3 s S m3 s s s 1 . d M3 D d M3 d d d
2 . S T T S T T T 2 . m3 S s m3 S s s s 2 . M3 D d M3 D d d D
3 . T T S T T T S 3 . S s m3 S s S s m3 3 . d D M3 d D d d d
4 . T S T T T S T 4 . S m3 s S s S m3 s 4 . d M3 d d d M3 D d
5 . S T T T S T T 5 . m3 S s S s m3 S s 5 . M3 D d d M3 d d d
6 . T T T S T T S 6 . S s S s m3 S s m3 6 . d D d M3 d d M3 d
7 . T T S T T S T 7. S s m3 S s S m3 s 7. d D M3 d D M3 d D

V icen tino  e x p la in s  th a t  each o c ta v e -sp e c ie s  r e s u l t s  from combining one 

sp e c ie s  o f  fo u rth  and one sp e c ie s  o f f i f t h  in  th e  fo llow ing way:

1 s t  sp e c ie s  o f  fo u rth + 1 st sp ec ie s  o f f i f t h = 1 st o c tav e-sp ec j
2nd ti it ii + 2nd ii it ii a 2nd it ii
3rd •• ii •t + 3rd •1 It II rz 3rd II II
1 s t •i ii f i f t h + 1 s t " » fo u rth a 4 th It It
2nd •i n •• + 2nd •i ii ii a 5 th It II
3 rd •t •• ii + 3rd it ti it a 6 th II It
4 th •• ii ti + 1 st •i ii it a 7 th II II

25 I b id . ,  f o l s .  43v-44r, 59v-60r, 64r-64v.

D d d 
d d 
D M3 
D d d 
D d d 
d d D 
d d
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A ccordingly  th e  seventh  chrom atic o c ta v e -sp e c ie s  has to  be c o rre c te d  to  

S s S o 3 s S n 3  8, V ic e n tin o 's  m istake  having r e s u l te d  a u to m a tic a lly  from 

h is  p rev ious one in  th e  fo u rth  chrom atic sp e c ie s  o f  f i f t h .  Of th e  en h ar

monic o c ta v e -sp e c ie s  o n ly  the  f i r s t  th re e  a re  f re e  from m is tak es . The 

c o r re c t  chrom atic and enharmonic o c ta v e -sp e c ie s  ( to g e th e r  w ith  th e  a l t e r 

n a tiv e  v a r ia n ts )  should  read as  fo llo w s:

1 . S m3 8 S m3 s S8

CHROMATIC

o r s m3 S s m3 S SS
2 . m3 s s m3 s Ss S o r m3 S s m3 S sS s
3 . s S m3 8 Ss S m3 o r S s m3 S sS s m3
4 . S m3 s Ss S m3 s o r s m3 S sS s m3 S
5 . m3 8 Ss S m3 s S o r m3 S sS s m3 S s
6 . 8 Ss S m3 s S m3 o r S SS 8 m3 S 8 m3
7. Ss S m3 3 S m3 s o r sS s m3 S s m3 S

1 . ft M3 d ft M3 d Aft

ENHARMONIC

o r d M3 ft d M3 ft Aft o r
2 . M3 d ft M3 d Aft ft o r M3 ft d M3 ft Aft d o r
3 . d ft M3 d Aft 8 M3 o r 8 d M3 8 Aft d M3 o r
4 . ft m3 d Aft ft M3 d o r d M3 ft Aft d M3 ft o r
5 . M3 d Aft ft M3 d ft o r M3 ft Aft d M3 ft d o r
6 . d Aft ft M3 d ft M3 o r ft Aft d M3 6 d M3 o r
7. Aft 6 M3 d ft M3 d o r Aft d M3 8 d M3 ft o r

1 . d M3 ft d M3 ft ftA o r 8 M3 d ft M3 d 6A
2 . M3 6 d M3 ft 6A d o r M3 d ft M3 d ftA 8
3 . ft d M3 ft ftA d M3 o r d ft M3 d ftA 6 M3
4 . d M3 ft 6A d M3 ft o r ft M3 d 6A ft M3 d
5 . M3 ft ftA d M3 * d o r M3 d 6A ft M3 d ft
6 . ft ftA d M3 ft d M3 o r d ftA ft M3 d ft M3
7. ftA d M3 ft d M3 ft o r 6A ft M3 d ft M3 d

Having f in a l ly  a r r iv e d  a t  th e  c o r re c t  forms o f  a l l  th e  o c ta v e -sp e c ie s , 

we may t r y  now to  d e f in e  the  s t r u c tu r e  common to  a l l  seven o f th o se  in  

each genus. This co~ -c-n s tru c tu re  can be  d esc rib ed  in  e x a c tly  th o se  term s 

which I  have proposed r the  d e f in i t io n  o f  a  genus, s in c e  th e  co nsecu tive  

in te rv a ls  used and tK - ..  r e l a t iv e  p o s it io n s  a re  th e  same in  a l l  seven
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o c ta v e -s p e c ie s .  Thus th e  d ia to n ic  genus accord ing  to  V icen tino  c o n s is ts  

o f  w ho le .to n es  and m ajor sem itones p laced  so th a t  th e  sem itones a re  s e 

p a ra te d  from each o th e r  a l t e r n a te ly  by two and by th re e  co n secu tiv e  whole 

to n e s . The chrom atic genus c o n s is ts  o f  minor th i rd s  and p a ir s  o f  sem i

to n e s , one m ajor and one m inor, p laced  so th a t  th e  th i rd s  a re  se p a ra ted  

from each o th e r  a l t e r n a te ly  by one and by two p a ir s  o f sem ito n es . There 

a re  two v e rs io n s  o f  th e  genus, depending on which o f  th e  two p o s s ib le  

o rd e rs  w ith in  a  p a i r  o f  sem itones i s  chosen, b u t bo th  o rd e rs  o f  sem itones 

may n o t occu r w ith in  a s in g le  s e r i e s .  In  o rd e r to  make th e  d e f in i t io n  

o f th e  enharmonic genus a  l i t t l e  le s s  cumbersome than  i t  would be f e a s ib le  

o th e rw ise , I  s h a l l  use some o f  th e  symbols in troduced  above: The en h ar

monic genus c o n s is ts  o f  m ajor th i rd s  and two d i s t i n c t  groups o f  d ie s e s , 

a  and b . p la ce d  so th a t  th e  - th ird s  a re  se p a ra te d  from each o th e r  a l t e r -l -  -  -
|  n a te ly  by £  and by b .  There a re  four v e rs io n s  o f  th e  genus:

f  1. a  -  d 6, b = d A6 6;
|  2 ,  a  « d i ,  b = d 6 i  5;
|  3 . a =  S d , b = 8 ifi d ;
|  4 .  a  *  i d ,  b = 5 6A d .

| Note th a t  w ith in  a s in g le  v e rs io n  th e  same in te rv a l  (d o r 6) always p re -
l
t cedes th e  th i r d s  and th e  same in te rv a l  (6  o r  d) always fo llow s th e  th i r d s ,
I.

b u t th e  p reced in g  and fo llo w in g  in te rv a l  always d i f f e r  one from a n o th e r . 

Thus one m ight c o r re c t ly  conclude th a t  th e  enharmonic genus has on ly  two 

v e rs io n s  (one w ith  6 p reced in g , and th e  ocher w ith  6 fo llow ing  th e  t h i r d s ) ,  

each having  i t s  two su b v a ria n ts  (depending on w hether th e  su b d iv is io n s  

o f  th e  d ia to n ic  P  r e s u l t  in  Lb o r  in  bL) .

I t  might be u se fu l a t  t h i s  p o in t to  sum up th e  two p r in c ip le s  which 

govern th e  g en e ric  tra n s fo rm a tio n s :

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



25

1 . Each d ia to n ic  in te r v a l  becomes subdiv ided  o r  changed on th e

chrom atic le v e l ,  and each chrom atic in te rv a l  becomes subdiv ided  

a n d /o r  changed on th e  enharmonic le v e l in  th e  fo llow ing  way:

a )  The d ia to n ic  whole tone (T) i s  subdiv ided  on th e  chrom atic 

le v e l  e i t h e r  in to  a m ajor sem itone follow ed by a  m inor one 

(Ss) o r  v ic e  v e rs a  ( s S ) ;

b ) The d ia to n ic  m ajor sem itone (S) i s  changed on th e  chrom atic 

le v e l  in to  th e  chrom atic m ajor sem itone (S ) ;

c) The chrom atic  m ajor sem itone (S) i s  subdiv ided  on th e  en h ar

monic le v e l  in to  a m ajor enharmonic d ie s i s  fo llow ed by a 

minor one, o r  v ic e  v e rsa , o r  th re e  minor d ie se s  ( i . e .  i ttf.
I
|  i s  su bd iv ided  in to  A = e i th e r  8d o r  d6 * Dd o r  dD o r  d d d );

|  d) The m inor chrom atic sem itone (s) i s  changed o r  subdiv ided
£
|  on th e  enharmonic le v e l  in to  e i th e r  a  m ajor enharmonic d ie s i s ,

|  o r  in to  two m inor ones ( i . e .  i t  i s  changed o r  subd iv ided  in to

c 6 * e i t h e r  D o r  d d ) .
*
|  2 .  Each g en e ric  s e r ie s  c o n s is ts  o f  seven r e l a t iv e  p o s it io n s  which
r

on th e  d ia to n ic  le v e l  a re  f i l l e d  by s in g le  in te r v a ls ,  whereas 

on th e  ch rom atic  and enharmonic le v e ls  each p o s i t io n  i s  f i l l e d  

\ by a  s in g le  in te r v a l  o r  by an in te rv a l  l i e  group. An in te rv a l

o f  a  g iv en  p o s i t io n  w ith in  th e  d ia to n ic  s e r ie s  may be t r a n s 

formed in to  no more than  two d i f f e r e n t  chrom atic  in te r v a ls ,  

o r  g roups, and s im i la r ly  an in te r v a l ,  o r  group, o f  a  g iven  

p o s it io n  w ith in  th e  chrom atic s e r ie s  may be transfo rm ed  in to  

no more th an  two d i f f e r e n t  enharmonic in te r v a ls ,  o r  g roups.

The s p e c i f ic  tra n sfo rm a tio n  made w ith in  one p o s i t io n  a t  any 

g iven  le v e l  may l im it  th e  p o s s ib le  tra n sfo rm a tio n s  in  o th e r  

p o s it io n s  a t  t h i s  le v e l  acco rd ing  to  th e  fo llow ing  form ula:
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ENHARMONIC 
1 s t  su b v ar.

CHROMATIC 
1 s t v e rs io n DIATONIC CHROMATIC 

2nd v e rs io n
ENHARMONIC 
2nd su b v a r.

1 s t  v e r . 2nd v e r . 1 s t v e r . 2nd v e r .

o r

A6 •<

o r

The tra n sfo rm a tio n a l n a tu re  o f  th e  r e la t io n s h ip  between th e  th re e

g enera  p re se n ts  one o f  th e  most f a s c in a t in g  a sp e c ts  o f  the  whole V ic e n tin ia n

system  and one which i s  c o n s ta n tly  emphasized by the  t h e o r i s t .  He sa y s ,

fo r  in s ta n c e :

. . . s o  th e  n a tu re  o f  th e  d iv is io n  o f th e  chrom atic 
genus re q u ire s  th a t  th e  o rd e r  o f th e  d ia to n ic  be 
broken and th a t  two sem itones be made from one 
whole tone and th a t  th e  incom posite in te rv a l  o f  
th e  minor t h i r d  i s  made; th a t  a l l  those  in te rv a ls  
do n o t proceed acco rd in g  to  th e  n a tu ra l  d ia to n ic ;  
th e  n a tu re  o f  th e  enharm onic genus b reaks the  
o rd e r  o f  th e  d ia to n ic  and chrom atic g e n e r a . . . . 26

A pronouncement which i s  even s o re  s t r ik in g  comes e a r l i e r :

B oethius says th a t  chrom atic s ig n i f i e s  no th ing  
e ls e  than th a t  you w i l l  f in d  th a t  th e  d ia to n ic  
o rd e r was moved and transfo rm ed , so th a t  f i r s t  
th e  fo u rth  which con ta in ed  th i s  genus, which 
proceeded by a  whole to n e , a  whole to n e , and a 
sem itone, now moves by two sem itones and an in 
te rv a l  o f m inor t h i r d .  And he does n o t c a l l  i t  
chrom atic o n ly  because o f  th e  d if fe re n c e s  o f  the 
r a t io s ,  b u t a ls o  because o f  th e  in te rv a ls  t r a n s 
formed from one o rd e r  o f in te rv a ls  in to  a n o t h e r . . .27

26
" . . . c o s i  l a  n a tu ra  d e l l a  d iv is io n e  d e l genere Cromatico com porta che 

s i  rompi l 'o r d in e  d e l D ia to n ico , & che s i  f a c c i  d 'u n  tono due sem ito n i,
& p o i che s i  fa c c i  i l  grado d e l tr ie m ito n o  incom posto; che t u t t i  q u e s t i  
g r a d i  non vanno secondo i l  n a tu ra le  D ia to n ico ; & l a  n a tu ra  dell'E narm on ico  
genere rompe l 'o r d in e  d e l  genere D ia to n ico , & d e l C ro m a tic o ..."  I b id . .  
f o l .  66v .
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In  o th e r  w ords, th e  ch rom atic  s e r ie s  i s  n o t s e l f - s u f f i c i e n t . I t  i s  c a l le d  

chrom atic n o t on ly  because i t  co n ta in s  c e r ta in  in te rv a ls  arranged  in  a  

p re sc r ib e d  o rd e r , bu t a ls o  because  th e se  in te rv a ls  and th i s  o rd e r  a re  

"broken" and transfo rm ed  from th e  d ia to n ic  in te rv a ls  and the  d ia to n ic  

o rd e r .  The chrom atic s e r ie s  does n o t e x i s t  independen tly : i t  presupposes

th e  more fundam ental d ia to n ic  s e r i e s .  I t  i s  p o s s ib le  to  conceive o f  th e  

d ia to n ic  w ith o u t th e  ch ro m atic . The concept o f  th e  chrom atic on th e  o th e r  

hand, co n ta in s  th e  id ea  o f  th e  transfo rm ed  d ia to n ic .  Or s t i l l  b e t t e r :  

th e  d ia to n ic  may be "broken" and transfo rm ed  in to  th e  chrom atic , whereas 

th e  chrom atic must be a  broken and transform ed d ia to n ic .  The r e l a t io n 

sh ip  between th e  enharmonic and th e  chrom atic i s  a n a lo g ic a l to  th a t  which 

e x i s t s  between th e  chrom atic and th e  d ia to n ic .  Thus th e  g en eric  t r a n s 

form at t o n a l i ty  e s ta b l is h e s  f o r  V icen tino  th e  th r e e - le v e l  h ie ra rc h y  in  

w hich: a) th e  enharmonic le v e l  n e c e s s a r i ly  presupposes the  more b a s ic

chrom atic le v e l  which in  tu rn  presupposes the  fundam ental d ia to n ic ;

b ) th e  d ia to n ic  co n ta in s  th e  p o s s i b i l i t y  o f  th e  chrom atic su b d iv is io n  

and th e  chrom atic may in  tu rn  be subdiv ided  enharm onically .

V ic e n tin o 's  u n d erstan d in g  o f the  genera became th e  su b je c t o f  h is  

renowned co n tro v ersy  w ith  V icen te  L u s itan o . V icen tino  in s is te d  th a t  in  

a  com position u s in g  th e  incom posite  m inor and m ajor th i rd s  a long w ith  th e  

d ia to n ic  in te r v a ls  ( th e  m ajor sem itone and th e  whole to n e) a l l  th re e  genera 

were mixed, s in c e  th e  th i r d s  d id  not appear in  th e  d ia to n ic  genus and 

re p re se n te d  th e  chrom atic  and enharmonic genus r e s p e c t iv e ly .  For L usitano

27 "E B oetio  d ic e , che Cromatico non s ig n i f i e s  a l t r o ,  s i  non quando 
r i t r o v e r a i  l 'o r d in e  D ia ton ico  e s s e r  mosso, & tra m u ta to ; onde prim a la  
Q uarta che conteneva esso  Genere, & caminava p e r  tono , tono , & sem itono, 
h o ra  s i  muove p er due se m ito n i, & un grado d i  te r z a  m inore, & non lo  d ice  
Cromatico solam ente p e r  le  d if fe re n z e  d e l le  p ro p o r t io n i ,  ma anchors per 
cag ione d e l l i  g ra d i t ra m u ta t i  d 'u n 'o rd in e  d i  g ra d i,  t ra m u ta t i  in  a l t r o  

o r d i n e . . . "  I b id . . f o l . lAv.
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Che p resen ce  o f  th e  th i rd s  was no t enough reaso n  to  c a l l  th e  com position 

n o n -d ia to n ic . Only w ith  two co nsecu tive  sem itones was th e  boundary o f 

th e  d ia to n ic ism  cro ssed  and chrom aticism  in tro d u ce d , whereas th e  p resence  

o f  th e  enharmonic genus could be dem onstrated  o n ly  w ith  th e  appearance 

o f  th e  co n secu tiv e  enharmonic d ie se s  in  th e  com position .

There was no b a s ic  d if fe re n c e  o f  o p in io n  between th e  two th e o r is t s  

so  f a r  a s  th e  s t r u c tu r e  o f  th e  genera was concerned . L usitano  d id  n o t 

m a in ta in  th a t  th e re  a re  no th i rd s  in  th e  chrom atic and enharmonic g en era .

He o n ly  in s i s te d  (and th i s  was th e  c r u c ia l  is su e  o f  the  d eb a te ) th a t  both  

t h i r d s  appeared f i r s t  o f  a l l  on th e  d ia to n ic  l e v e l : th e  m inor t h i r d  was

th e  sum o f  th e  d ia to n ic  whole tone and sem itone and th e  m ajor th i r d  r e 

s u l te d  from th e  a d d it io n  o f  two d ia to n ic  whole to n e s . In  more g e n e ra l 

term s we could  say  th a t  L usitano , in  o p p o s itio n  to  V icen tin o , considered  

th e  sums o f  che c o n s t i tu t iv e  in te rv a ls  o f  a  g e n e ric  s e r ie s  as  in te r v a ls  

be long ing  to  t h i s  genus.

Both th e o r is t s  invoked th e  u lt im a te  a u th o r ity  o f  B oeth ius to  d e-
jt
| fend t h e i r  p o s it io n s  and in  fa c t  th e  d isp u te  could be re so lv ed  sim ply
|
I by  d em onstra ting  whose in te rp r e ta t io n  o f  B oeth ius was c o r r e c t .  The prim ary

| is s u e  o f  th e  d ebate , however, was n o t so  m uchche c o r re c t  in te r p r e ta t io n

\ o f  B oeth ius as th e  b e t t e r  in te r p r e ta t io n  o f  th e  contem porary m usica l

i p r a c t i c e .  From th i s  p o in t o f  view one cannot b u t agree w ith  th e  v e r d ic t
\
| fav o rin g  L usitano  passed by th e  judges in  1551. L u s ita n o ’s p o s i t io n  a t

le a s 4 enab les  us to  determ ine to  which genus any in te rv a l  used in  a  con

tem porary com position b e lo n g s. By adhering  s t r i c t l y  to  V icen tin o  we 

would n o t be ab le  even to  d esc rib e  th e  g e n e ric  membership o f  th e  m a jo rity  

o f  th e  in te r v a ls  proposed by th e  th e o r is t  h im se lf , namely th e  minor whole 

to n e , m ajor whole tone , le s s  than  m inor th i r d ,  more than  m inor th i r d ,
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and a l l  th e  in te r v a ls  la r g e r  th a n  m ajor t h i r d .

T h is vas p re c is e ly  th e  argum ent d ire c te d  a g a in s t  V icen tin o  by one 

o f  th e  judges in  th e  d e b a te , G h ise lin  D anckerts. In  h is  t r e a t i s e  w r i t te n  

in  defen se  o f th e  ju d g e s ' d e c is io n  D anckerts m ain ta ined  th a t  th e  d ia to n ic  

te tra c h o rd  c o n s is te d  o f  a  m inor sem itone follow ed by two co n secu tiv e  whole 

to n es , th e  ch rom atic  te t ra c h o rd  c o n s is te d  o f  a  minor sem itone follow ed 

by a  m ajor sem itone fo llow ed by a  m inor th i r d ,  and th e  enharmonic t e t r a 

chord c o n s is te d  o f  two co n secu tiv e  enharmonic d ie se s  (an enharmonic d ie s i s
28being  one h a l f  o f  th e  m inor sem itone) follow ed by a  m ajor t h i r d .  For 

D anckerts th e  d ia to n ic  sem itone was sm a lle r  than  th e  chrom atic  one, b e 

cause he though t in  term s o f  th e  Pythagorean  tu n in g  i n  which th e  d ia to n ic  

sem itone i s  sm a lle r  than  one h a l f  o f  th e  whole to n e . I n te r v a ls ,  argued 

D anckerts, cou ld  belong to  s e v e ra l  g en e ra . The only  in te r v a l  which was 

p roper e x c lu s iv e ly  to  th e  chrom atic  genus was the  m ajor sem itone and th e  

only  in te r v a l  p ro p e r  e x c lu s iv e ly  to  th e  enharmonic genus was th e  d i e s i s .

The in te r v a ls  w hich were sums o f  one o r  s e v e ra l  m inor sem itones and one
29o r  s e v e ra l  whole tones belonged to  th e  d ia to n ic  genus. V ic e n tin o 's  

argum ent, d e c la re d  D anckerts, would no t a llo w  us to  say  to  which genus 

a  la rg e  number o f  commonly used in te rv a ls  b e lo n g ed .3® Only th e  p resence  

o f  a  m inor sem itone o r a  d i e s i s  would b e tr a y  a  n o n -d ia to n ic  elem ent in  

a com position and s in c e  th e se  in te r v a ls  w ere used n e i th e r  in  p la in c h a n t 

nor in  church polyphony, i t  follow ed th a t  th i s  music was p u re ly  d ia to n ic

C f. D anckerts, o p .c l t . .  P a r t  I I ,  Ch. 1, f o l .  395 r. 

29I b id . ,  p a r t  I I ,  Chs. 1 -3 , f o l s .  3 9 6 r-3 9 7 r.

30I b id . .  p a r t  I I ,  Ch. 6 , f o l .  3 9 8 r.
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and th a t  V ic e n tln o 's  claim  th a t  modern m usic mixed a l l  genera to g e th e r
31was u n ju s t i f i e d .

However, i t  must be s tr e s s e d  th a t  V ic e n tin o 's  s t r ik in g  n a iv e te  

in  th e  deb a te  does no t in v a l id a te  h i s  whole theo ry  o f  genera ( in  p a r t i 

c u la r  i t  leav es  in ta c t  what I  c o n s id e r  th e  most in te r e s t in g  asp ec t o f  

th e  whole th e o ry —h is  in s is te n c e  on th e  tra n sfo rm a tio n a l r e la t io n s h ip  

betw een th e  genera) and th a t  L usitano*s c o r re c tio n  can be in te g ra te d  w ith  

th e  r e s t  o f  th e  V icen tin ian  system . An a ttem p t a t  such an in te g ra t io n  

would have one im portant r e s u l t :  bo th  th i r d s  would have to  a b d ic a te

com pletely  to  th e  sem itones and d ie se s  t h e i r  r o le  as c o n s t i tu t iv e  i n t e r 

v a ls  o f  th e  chrom atic and enharmonic g en e ra . In o th e r  words, i t  would 

be p o s s ib le  to  imagine th e  chrom atic  and enharmonic s e r ie s  w ith o u t any 

th i r d s  a t  a l l .

V icen tin o  was to o  am bitious and s tubborn  ever to  a llow  con sc io u sly  

such a  p o s s i b i l i t y .  N ev e rth e le ss , a t  one p o in t in  th e  t r e a t i s e  he d id

in tro d u ce  what might be t r e a te d  as g e n e r ic  s e r ie s  b u i l t  w ithou t any t h i r d s .
32In  Book I ,  Ch. 5 he p re sen ted  v a r io u s  "hands'* w ith  th e  purpose o f  ex 

ten d in g  th e  Guidonian so lm iza tio n  system  beyond th e  realm  o f d ia to n ic ism . 

Each "hand" was q u a l i f ie d  w ith  an a d je c t iv e  " d ia to n ic ,"  "ch ro m a tic ,"  o r  

"enharm onic ," and each could  be tra n s c r ib e d  as  a  s e r ie s  o f  in te rv a ls  add

ing  up to  an o c tav e . Thus, a  "hand" m ight be t r e a te d  as an example o f
33a  g e n e r ic  s e r i e s .  The " d ia to n ic  hand" ( T S T T S T T o r S T T T S T T )

^ C f .  i b i d . ,  P a r t  I I ,  Cbs. 4 -5 , f o l s .  3 9 7 r-398r.

32L 'a n t ic a  m usica. f o l s .  I l r - I 3 v .

33The example o f  "Mano D ia to n ica"  on f o l .  l l v  compresses two d ia to n ic  
s e r ie s  in to  one by ju x tap o sin g  B*1 o f  th e  hexachordum durum w ith  B  ̂ o f 
th e  hexachordum m o lle .
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conforms very  w e ll  w ith  th e V icen tin ia n  d e f in it io n  o f  th e  d ia to n ic  genus.

Two "chrom atic hands" preserve th e b a s ic  d ia to n ic  framework d iv id in g  each

whole to n e  e i th e r  in to  a minor sem itone fo llow ed  by a major one or v ic e
34v e rsa  and lea v in g  th e d ia to n ic  sem itones undivided:

T S T T S T T  or  T S T T S T T
A i A A ^  A A  A  4 A  A  1 A  As S S s S s S S s S s S  S s S S s S s S S s S s

3 5
The "enharmonic hands'^ (th e  number o f  which may be a ls o  reduced to  two) 

p reserve  th e  b a s ic  chromatic framework and d iv id e  each major sem itone  

e ith e r  in to  a minor d ie s i s  fo llow ed  by a  major one or v ic e  v ersa , whereas 

each minor sem itone i s  d iv id ed  in to  two minor d ie s e s .  Those chrom atic 

sem itones which r e s u lt  from th e  tran sform ation  o f  th e  d ia to n ic  ones are  

always d iv id e d  in to  a minor d ie s i s  fo llo w ed  by a major o n e . Where a d ia 

to n ic  whole ton e was d iv ided  in to  sS , th ere  th e  major chrom atic sem itone  

i s  d iv id ed  in to  Dd and v ic e  v ersa :

S T  T S T T

A i A A i A As S S s S s S S s S s S
A  A  A A A  A,  A  A  A  A  A  A
d d D d d D d d D d d d D d d D d d D d d d D d

or

t *•
i T S T T S
* fca-v
$ 
i'
It

A i A A 1 A Ai s S S s S s S S s S s
Ai  A  j A  A  A  A  A  A  A  A  A  j A
d D d d d D d D d d d D d d d D d D d d d D d d

34 In th e example o f  "mano Croraatica, ascen d en te , con l i  Sem itoni m inori"  
on f o l .  l l v  th e  d ia to n ic  sem itones B -c and e - f  are d iv id e d . Such a d i v i 
s io n  must be considered a m istak e, s in c e  i t  in trod u ces enharmonic d ie s e s  
in to  th e  chrom atic s e r ie s .

35We s h a l l  no t b o th e r  th e  re a d e r  w ith  th e  enum eration of many m istakes 
in  th e  examples o f  "enharmonic hands" on f o l s .  1 2 v -l3 r .
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The system  o f  "h an d s ," a lth o u g h  ad m itted ly  im p erfec t and incom

p le te  on, th e  enharmonic l e v e l ,  i s  a  good in d ic a t io n  o f  what a  h y p o th e tic a l 

compromise between V icen tin o  and L usitano  would look  l i k e .  I t  dem onstrates 

th a t  a  p o s s ib i l i t y  o f  conceiv ing  o f  th e  chrom atic and enharmonic genera 

e n t i r e ly  in  term s o f  sem itones and d ie se s  was n o t com pletely  a l ie n  to  

V icen tin o , a lthough  I  must r e p e a t  th a t  i t  i s  hard  to  imagine th e  th e o r is t  

co n sc io u sly  allow ing such a p o s s i b i l i t y .

|  The modes

|  Book I I I  o f  th e  t r e a t i s e  i s  devoted to  th e  d isc u s s io n  o f th e  modes.

i For V icen tin o  and fo r  s ix te e n th -c e n tu ry  th e o r is t s  in  g en era l a  mode i s
%)
|  a  s e t  o f  c h a r a c te r i s t i c s  th a t  in c lu d e  an  o c ta v e -sp e c ie s  ( th a t  i s ,  a  g en eric

I s e r ie s  w ith  a f ix e d  s t a r t i n g  and te rm in a tin g  p o in t ) .  In  each g en e ric
I ’ 36|  s e r ie s  I  have d is tin g u is h e d  seven r e l a t iv e  p o s i t io n s .  Seven d i f f e r e n t
r"

r modes w i l l  be o b ta in ed  in  each o f  th e  th re e  genera by a s s ig n in g  th e  b e -
l

g inn ing  o f  a  mode in  tu rn  to  each p o s i t io n .  In  o rd e r  to  conform w ith

the  common p r a c t ic e  V icen tin o  adds th e  e ig h th  mode s t a r t i n g  i t  a t  th e
37

I

same p o in t  as th e  f i r s t  one:

1 s t mode s t a r t s a t th e 4 th p o s it io n
2nd " tl IV VI 1 s t it
3rd " If II II 5 th it
4 th  » II It VI 2nd VI
5 th  " II VI II 6 th IV
6 th  " If It VI 3rd VI
7 th  " II II VI 7 th IV
8 th  " VI II It 4 th VI

36The p o s it io n s  a re  numbered in  th e  ta b le  on p . 26 above.

37V icen tin o , fo llow ing th e  m istake made by B^.-'-.thius (De in s t i tu t io n e  
m u8lca. Book IV, Ch. 17), c la im s th a t  th e  e ig h th  mode was added by Ptolemy. 
C f. i b i d . ,  f o l .  4 6 r . A c tu a lly , Ptolem y re je c te d  th e  e ig h th  mode, s in ce  
i t  had th e  same o c ta v e -sp e c ie s  as th e  f i r s t  (Harmonics. Book I I ,  Ch. 9 ) .
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For V icen tin o  each mode i s  d efin ed  a d d it io n a lly  by: a ) a s p e c i f ic

framework o f  juxtaposed f i f t h  and fou rth ; b ) a f i n a l .  Each modal octave*  

sp e c ie s  i s  d iv id ed  in to  a f i f t h  and a fo u r th . In  the odd-numbered modes, 

c a lle d  a u th e n tic , th e f i f t h  i s  p laced below th e  fou rth , in  th e  even -  

numbered o n es , c a lle d  p la g a l , the o p p o site  i s  t r u e .  The f in a l  o f  a  g iven  

mode i s  th e  s te p  which c o n s t itu te s  th e  low er l im it  o f  i t s  f i f t h ,  or the  

|  upper l im it  o f  i t s  fo u rth . The framework o f  juxtaposed f i f t h  and fou rth
: t

t and th e f in a l  i s  what en ab les us to  d is t in g u is h  from each o th er  th e  two
i e
I |  modes which have th e same o c ta v e -sp e c ie s , nam ely, the f i r s t  and th e  e ig h th .

t 38
| There are tw enty-four modes a lto g e th e r ;  e ig h t  in  each genus.
I
|  However, V icen tin o  m entions th at m usicians u s u a lly  th in k  in  terms o f  e ig h t

i modes o n ly , s in c e  in  com positional p r a c t ic e  th e  genera are co n sta n tly
I 39t mixed w ith  each o th e r . In fa c t we s h a l l  r e c a l l  th a t one o f  the r e s u lt s
f
I o f  th e  g en er ic  tra n sfo rm a tio n a lity  i s  th a t th e  genera are in  constant

l c o e x is te n c e  and th a t one im p lies the r e a l or a t  le a s t  p o te n t ia l presence
r.*

o f  th e  oth er tw o. For t h is  reason I  p re fer  to  con ceive  th e V lcen tin ia n  

system  as c o n s is t in g  o f  o n ly  e ig h t modes, each f i l l e d  w ith  th e substance  

o f  a l l  th ree  genera a t  on ce .

38 In Ch. 23, f o l .  51 V icen tino  m entions, w ith o u t accep ting  them in to  h is  
system , fo u r more modes proposed by contem porary m u sic ian s . He d esc rib es  
only  two o f them b u t s in c e  both  a re  a u th e n tic  i t  i s  f a i r  to  guess th a t  
th e  o th e r  two a re  p la g a l :

9 th  mode (a u th e n tic )  s t a r t s  a t  th e  1 s t p o s it io n
[10 th  " (p la g a l)  " " " 5 th  " ]

11th " (a u th e n tic )  " " " 3rd  ”
[1 2 th  " (p la g a l)  " " " 7 th  " ]

39C f. ib i d . ,  f o l .  64v.
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The to n a l system

1 have d e fin ed  th e to n a l system  as s ig n ify in g  th e  in t e r v a l l i c

m a ter ia l a v a ila b le  to  th e  composer and th e  p re-com p osition a l organ iza -
40t io n  o f  t h i s  m a te r ia l. V ic en tin o , as many o th er  t h e o r is t s  o f  h is  tim e, 

organ ized  h i s  gamut by means o f  s p e c i f i c a l l y  conceived  in t e r v a l l i c  s e r ie s  

- - t h e  genera and th e  modes. I  would in d ic a te  as th e  most im portant fe a 

tu re  o f  t h i s  o rg a n iza tio n  th e  fa c t  th a t  i t  e s t a b lis h e s  a c e r ta in  h ierarch y  

among th e  s te p s  o f  th e  gamut. With th e  genera a lon e th e h ierarch y  i s  

t h r e e - le v e l :  the s te p s  w hich belong to  th e  d ia to n ic  s e r ie s  are e s ta b lish e d

a s b e in g  more im portant than th e  r e s t ,  and th e  chrom atic s te p s  are  e l e 

vated  above th e  enharmonic o n e s . A mode in trod u ces to  the h iera rch y  the  

fou rth  l e v e l ,  even more b a s ic  than th e  d ia to n ic  on e. I t  d is t in g u is h e s  

among a l l  th e  d ia to n ic  s te p s  th o se  two which e s t a b l is h  the framework o f  

th e  ju xtaposed  f i f t h  and fo u r th . F in a lly  th e  s te p  which c o n s t itu te s  the  

f in a l  o f  th e  mode i s  a d d it io n a lly  d is t in g u ish e d  among th e l a s t  tw o.

The R o ta tio n

The th ree  b a s ic  e lem en ts o f  s te p -n o ta t io n - - th e  s t a f f ,  c l e f s ,  and 

n otes--m ake p o s s ib le  th e graphic  r ep re sen ta tio n  o f  the d ia to n ic  s e r ie s  

o n ly . A cc id en ta ls  are needed in  order to  go beyond d ia to n ic ism . For 

V icen tin o  th e  chrom atic s ig n  put on th e  same l in e  or  space as th e note

The id ea  o f  th e  p r e -c o m p o s itio n a lly  determ ined m a ter ia l was made cur
ren t by tw e lv e -to n e  th eory  but i t  can be u s e fu l o u ts id e  th e  realm o f  
s e r i a l  m usic to o . However, when th e  concept which in  th e  case o f  s e r ia l  
m usic in d ic a te s  th e  s e t  o f  d e c is io n s  preced ing a s in g le  com position  i s  
a p p lie d  to  the o ld er  m usic, i t  might r e fe r  to  th e d e c is io n s  preced ing  
th e  w hole com p osition al p r a c t ic e  o f  a m usical e r a .
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41 aJt 42a f t e r  i t  sharpens t h i s  no te  (ft) o r  f l a t t e n s  i t  (b) by a  m inor sem itone.

The n a tu r a l  s ig n  p u ts  th e  n o te  back  in to  i t s  n a tu ra l  p o s i t io n .  The en

harm onic s ig n , th e  d o t, pu t c e n t r a l ly  above th e  n o te  sharpens i t  by a 
43minor d i e s i s .  F in a l ly ,  a comma p u t above th e  n o te  sharpens i t  by  a 

comma.

Although i t  i s  n o t p o s s ib le  to  tra n scen d  d ia to n ic ism  n o ta t io n a l ly  

w ith o u t th e  a c c id e n ta ls ,  i t  does n o t fo llo w  th a t  each s te p  w r i t te n  w ith 

ou t them i s  d ia to n ic , n o r  th a t  a  s te p  w ith  an a c c id e n ta l  i s  always non- 

d ia to n ic .  A s te p  is  d ia to n ic  (o r  ch ro m atic , o r  enharmonic) on ly  when i t  

belongs to  th e  d ia to n ic  (o r ch rom atic , o r  enharmonic) i n t e r v a l l i c  s e r ie s  

and re g a rd le s s  o f  th e  way in  which i t  i s  n o ta te d . This independence o f  

th e  s t r u c tu r e s  o f  th e  to n a l system  from th e  manner o f  t h e i r  n o ta tio n  i s  

c o n s ta n tly  emphasized by V icen tin o . In  p a r t i c u la r  he g iv es  numerous ex 

amples o f  d ia to n ic  s tr u c tu re s  n o ta te d  w ith  v a rio u s  a c c id e n ta ls  and r e 

p e a te d ly  w arns h is  read ers  n o t to  confuse t h i s  manner o f  n o ta t io n  w ith

41When th e  a c c id e n ta l o r n a tu ra l  s ig n  i s  pu t somewhat below th e  n o te  to  
i t s  l e f t  (o r r ig h t )  i t  a p p lie s  o n ly  to  th e  f i r s t  (o r second) h a l f  o f  th e  
n o te .  To avo id  p o ss ib le  m isu n d erstan d in g s, V icen tino  recommends th a t  
a  f l a t  w r i t te n  a f te r  and below th e  n o te  should  be re v e r te d  (4 ) .  C f.
Book I ,  Ch. 12, f o l s .  16v-17r.
42V icen tin o  fo llow s h is  example o f  p u re ly  chrom atic com position w ith  a 
n o te  which we see so o f te n  in  tw e n tie th -c e n tu ry  s c o re s : " . . . t h e  acc id en 
t a l  a p p lie s  on ly  to  t h i s  no te  by which i t  i s  p u t ;  th e  r e s t  o f  th e  no tes  
w r i t t e n  w ith o u t a c c id e n ta ls  w i l l  be sung accord ing  to  t h e i r  o rd in a ry  
c l e f . . . "  I b id . .  f o l .  62v. ( " . . . q u e l l e  n o te  che saranno s ig n a te  con alcun  
segno, q u e lle  solam ente s i  can teranno  p e r  q u e llo , & i l  r e s to  senza segno 
s i  can teranno  p e r  i l  segno d e l la  sua ch iave o r d in a r i a . . . " ) .  The fa c t 
th a t  he was compelled to  w rite  such a  w arning t e s t i f i e s  th a t  t h i s  might 
n o t have been th e  usual p r a c t ic e  o f  h i s  co n tem p o raries . He was p a r t ic u 
l a r l y  annoyed by the f a c t  th a t  composers d id  no t in d ic a te  e x p re ss ly  
w hether th ey  wanted th e  p e n u ltim a te  n o te  o f  a  cadence sharpened o r  n o t.
C f. i b i d . ,  f o l .  53 r.
43When th e  do t i s  put above th e  n o te  somewhat to  i t s  l e f t  (o r  r ig h t )  i t  
a p p lie s  o n ly  to  th e  f i r s t  (o r second) h a l f  o f  th e  n o te .  C f. Book I ,  Ch. 
13, f o l s .  17 r-17v .
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t r u e  n o n -d ia to n ic ism . For In s ta n c e , in  Book I I I ,  Ch. 13 he g iv es  examples

o£ d ia tom ic  s e r ie s  tran sp o sed  w ith  B  ̂ in  th e  key s ig n a tu re  and a fo u rth

above i t s  n a tu r a l  p o s i t io n ,  and he comments:

The fo u r th s , f i f t h s ,  and o c tav es  d iscu ssed  above 
you w i l l  see  w r i t te n  below w ith  . However, fo r  
th e  e a rs  th e re  w i l l  be no tra n sfo rm a tio n  w hatso
ev e r d i f f e r e n t  from going from B  ̂ to  B^, s in ce
no changes o f  th e  in te rv a ls  w i l l  occur in  th e  
p ro c e ss . The song w i l l  be  transform ed and lowered 
from Bw to  B^ a  minor sem itone below on ly  fo r  th e  
e y e s . Such a  com position cannot be c a lle d  ch ro 
m atic  m usic, because from i t s  beg inn ing  to  end i t  
w i l l  no t have any tra n s fo rm a tio n . But t r u ly  i t  
w i l l  be p o s s ib le  to  c a l l  i t  chrom atic t r a n s c r ip 
t io n ,  th a t  i s  from B*l to  bK . . . ^

I In  th e  n ex t c h a p te r  he  appends examples o f  s im ila r  "chrom atic t r a n s c r ip 

t io n s "  (o r t r a n s p o s i t io n s ,  as we c a l l  them today) u sing  th re e  f l a t s  in

th e  key s ig n a tu re  w ith  th e  fo llow ing  rem arks: "One ought n o t to  speak
L

o f  f a l s i f i e d  music b u t r a th e r  o f  f a l s i f i e d  t r a n s c r ip t io n ,  because [although] 

th e  m usic i s  n o ta ted  w ith  fou r f l a t s  which [th u s] to  th e  eye seems com-
r-

p le te ly  transfo rm ed  by th e  n o ta tio n , to  th e  e a rs  th e re  i s  no d if fe re n c e  

to  be h eard  between m usic w r i t te n  w ith  f l a t s  and th a t  w r i t te n  w ithou t 

[ f l a t s ] ,  as  I  have s a id  above; and l e s t  anyone c a l l  t h i s  com position chro

m atic  m usic, we have a lread y  exp la ined  in  th e  f i r s t  book what [ s o r t  o f] 

th in g  chrom atic m usic [ re a l ly ]  i s ,  which invo lves th e  change th a t  one 

h e a rs  when f i r s t  th e re  i s  a  tone and then  i t  i s  transfo rm ed  in to  a sem itone,

44 "& vedendo q u i s o t to  s c r i t t o  le  sopra  d e t te  Q uarte e Q uinte, & O ttave 
p e r b .  m o lle , non s a ra  pero tram u ta tio n e  a lcu n a  £ g l 'o r e c c h i  d if f e r e n te  
d a ^ .  quadro a  b .  ro tondo , non occorrendo n e l p ro ced ere  a l t r e  m u ta tio n i 
de i  g ra d i ,  ma solam ente i  g l 'o c c h i  i l  c a n ta re  s a ra  tra m u ta to , & abbassato  
da k]. quadro a  b . rotondo un sem itono minore p iu  b asso , & a t a l  composi- 
tio n e  non s i  p o tra  d i r e  Cromatica Musica, perche d a l suo p r in c ip io ,  f in  
a l  f in e  non h av ra  tram u ta tio n e  a lcu n a ; ma veram ente s i  p o tra  chiamare 
t r a n s c r i t t l o n e  Crom atica, c ioe  da b . quadro a b . r o to n d o . . . "  I b id . ,  
f o l s .  4 6 r-4 6 v .
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and [co n v erse ly ] from a  sem itone in to  a to n e , w ith  th e  chrom atic s p e c ie s
45

and w ith  th e  d ep r iv a tio n  o f  p ro g ressin g  by n a tu ra l s t e p s . . . . "  The con

cep t o f  " f a l s i f i e d  tr a n sc r ip tio n "  a p p lie s  not on ly  to  g e n e r ic , but a ls o  
46

to  modal s e r i e s .  Chromatic modes may be transposed as w e ll  as th e d ia -  
47

to n ic  o n e s . T ra n sp o sitio n  may be e f f e c t e d  not on ly  by means o f  f l a t s ,
48

but a ls o  w ith  sharps, enharmonic d o ts , and variou s com binations th e r e o f .

The fa c t  th a t th e  use o f  a c c id e n ta ls  does not n e c e s s a r ily  s ig n i f y  

th e  in tro d u c tio n  o f  chrom aticism  i s  a ls o  s tr e s se d  by V icen tin o * s opponent, 

G h ise lin  D anckerts. H is remarks on t h i s  to p ic  are o f  p a r t ic u la r  in t e r e s t  

to  u s , s in c e  th ey  in d ic a te  th e  boundary between mere tr a n s p o s it io n  and 

genuine chrom aticism  as seen  through th e eyes o f  a co n serv a tiv e  Roman 

composer o f  th e  1550s. At th e  b eg in n in g  o f  Part I I I  o f  h i s  t r e a t i s e  

Danckerts r e la t e s  th e  h is to r y  o f  a con troversy  th at took  p la c e  during  

the papacy o f  Paul I I I  betw een two Roman s in g e r s , a  ba*3 named Guido and

4 5
"& non s i  d£ d i r e  m usica f i n t a ,  ma p iu  p re s to  t r a n s c r i t t i o n e  f in t a ,  

perche l a  Musica £ n o ta ta  con Q uattro  b .  m o lli ,  che a l i a  v i s t a ,  p a re  
t u t t a  tra m u ta ta  p e r lo  n o ta re , & a g l 'o r e c c h i  n issu n a  d if f e re n z a  s i  
s e n t i r a  d a l l a  Musica s c r i t t a  con b .  m o lli-  a  q u e lla  s c r i t t a  senza come 
d i  so p ra  ho d e t to ,  & acc io  che alcuno  not ; a  Musica Crom atica a  quel l a  
com positions, che sa r£  n o ta ta  con q u a ttro  b .  m o lli ,  n o i g i£ n e l  primo 
L ib ro  haviamo d ic h ia ra to  che cosa s i a  Musica Crom atica, la q u a le  s a r i  la  
tra m u ta tio n e  che s i  s e n t i r a  quando prim a s e r i  tono, p o i che s i  tram u te ra  
in  sem itono, & d i  sem itono in  to n o , con l e  s p e t ie  Cromatiche & con l a  
p r iv a tio n e  d e l cam inare p e r i  g ra d i n a t u r a l i . . . "  I b id . .  f o l .  47v. T ran s
l a t i o n  by Kaufmann, The L ife  and Works o f N ico la  V icen tin o , p .  130.

46
C f. examples in  V icen tin o , o p . c i t . .  Book I I I ,  Chs. 15-23, f o l s .  47v-51r.

47
"The reader w i l l  n o t ic e  th a t the chrom atic modes n otated  above may be  

composed w ith  a n atu ra l s ig n , w ith  a f l a t ,  and as f a l s i f i e d  m u s ic .. ."  
I b id . .  f o l .  6 l r .  ("II L etto re  a w e r t ir S ,  che i  sopra n o t a t i  modi Croma- 
t i c i  s i  possono comporre per t{ . & per b . & per musica f i n t a . . . " ) .

^^C f. Book V, Chs. 44-47, f o l s .  122r-123v; Ch. 59, f o l s .  1 3 3 v -l4 3 r.
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49G iovanni, a  te n o r .  During a re h e a rs a l o£ a  Lam entation by Juan 

E scrlb an o  in  which a  sm all number o f B 's  were f la t te n e d  in  th e  bass 

p a r t  Guido decided  th a t  th e  b ass  should  have one f l a t  in  th e  key s ig n a 

tu r e  f la t t e n in g  B 's  th ro u g h o u t. G iovanni p ro te s te d  th a t  such a  key 

s ig n a tu re  would f l a t t e n  o r d in a r i ly  a l l  B 's ,  whereas on ly  c e r ta in  B 's  

should  b e  f la t t e n e d  a c c id e n ta l ly . The d isp u te  was re so lv ed  by two s in g e rs  

o f  th e  P ap a l ch ap e l, Constanzo F e s ta  and C harles d 'A rg e n t i l ly ,  in  favor 

o f  G iovanni. Guido appealed  se v e ra l tim es and a t  one p o in t Danckerts 

was asked fo r  h i s  o p in io n . D anckerts, l i k e  a l l  p rev io u s  ju d g es, thought 

th a t  G io v an n i's  o b je c t io n  was c o r r e c t .  He argued th a t  in  th e  com position 

th a t  was in  th e  second mode (as th e  composer h im se lf  a t t e s te d )  th e re  should 

be no f l a t  in  th e  key s ig n a tu re , s in c e  such a f l a t ,  o r d in a r i ly  and p e r 

m anently  f la t t e n in g  a l l  B 's ,  would change th e  sp e c ie s  o f th e  fo u rth  which 

i s  p ro p e r  to  th e  second mode (A B C D = T s T) in to  an o th e r one 

(A B  ̂ C D = 8 T T ) . The f l a t s  should  be ap p lie d  a c c id e n ta l ly  only a t  

such p o in ts  where they  a re  n ecessa ry , fo r  in s ta n c e , in  o rd e r to  avoid 

dim inished  o r  augmented f i f t h s  o r  fo u r th s ,  e tc .

The d isp u te  dem onstrates th a t  i t  was a  common o p in io n  o f composers 

a t  th e  tim e th a t  chrom atic s te p s  could be used in  two m anners: 1) A

c o n s is te n t  chrom atic in f le c t io n  o f one o r  s e v e ra l d ia to n ic  s te p s  th rough

ou t th e  p iece  o r  i t s  s e c t io n  d id  not s ig n i f y  th e  in tro d u c tio n  of chroma

t ic is m  b u t r a th e r  a  t r a n s p o s i t io n ,  o r  m odulation (change o f  mode), o r  

b o th . 2) Genuine chrom aticism  re s u l te d  when a c c id e n ta ls  were no t ap p lied  

c o n s is te n t ly ,  b u t sp a r in g ly  and a c c id e n ta l ly ,  so t h a t  they  d id  no t r e s u l t

49C f. D anckerts, o p . c i t . ,  P a r t I I I ,  Chs. 1-2, f o l s .  405r-407v. The anec
d o te  i s  d iscu ssed  in  Lewis Lockwood, "A D ispute  on A cc id en ta ls  in  S ixteenth* 
Century Rome," A nalecta  M usicologica. I I  (1965), 24-40. Lockwood d a te s  
th e  d isp u te  in  th e  p erio d  between 1538 and 1544.
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in  t r a n s p o s i t io n ,  m odulation , o r  b o th . Elsewhere D anckerts g iv es  an ex** 

ample w hich c le a r ly  shows th a t  a c c id e n ta ls  do n o t in tro d u c e  chrom aticism  

as long a s  th e  in te r v a ls  a r e  d i a t o n i c . T h u s  bo th  th e  "co n se rv a tiv e"  

D anckerts and th e  " p ro g re s s iv e "  V icen tino  d is t in g u is h  between t ru e  ch ro 

m aticism  ( th e  use  o f  th e  chrom atic i n t e r v a l l i c  s e r ie s )  and mere t r a n s 

p o s i t io n .

The system  o f  tu n in g

A system  o f  tu n in g  i s  th e  f i r s t  n ecessary  s te p  in  th e  p rocess  o f

t r a n s la t in g  th e  a b s tr a c t  to n a l  system  in to  a co n cre te  sound-medium u sab le

in  m u sica l p r a c t i c e .  I t  g iv e s  a b so lu te  s iz e s  to  the  in te r v a ls  o f  th e

to n a l  sy stem . The tu n in g  system  and th e  to n a l system  a re  to  a  very  la rg e

e x te n t m u tu a lly  indep en d en t. A g iven  to n a l system  may b e  tuned in  many

d i f f e r e n t  w ays. In  Book I ,  Chs. 6 -8  V icen tino  d e sc rib e s  th e  te tra c h o rd s

o f  th e  th r e e  g en era  and m entions t h a t  he tunes them d i f f e r e n t ly  from

B o e th iu s . N e v e rth e le ss , th e  te tra c h o rd  r e ta in s  i t s  s t r u c tu r a l  id e n t i ty

re g a rd le s s  o f  tu n in g :

Some m ight say  th a t  s in c e  th e  genus under d is c u s 
s io n  i s  n o t composed o f two sesn u io c tav a  whole 
to n es  and a m inor sem itone, i t  r e a l ly  should  not 
be c a l le d  d ia to n ic .  We answer th a t  th e  etymology 
o f  th e  name d e r iv e s  from th e  f a c t  th a t  th e  d ia to n ic  
genus proceeds through two consecu tive  w hole-tone 
in te r v a ls  and a  sem itone w ithou t any in te r r u p t io n ;  
and n o t from th e  r a t i o s .  B oethius h im se lf , speak
ing  about th e  s ig n if ic a n c e  of a l l  th e  th re e  genera 
in  Book I ,  Ch. 21, says th a t  th e  d ia to n ic  genus is  
c a l le d  d ia to n ic  because i t  proceeds through a whole 
to n e  and a  whole to n e  and a minor sem itone in  i t s  
fo u r th  and not because th e  two whole tones which 
th i s  genus c o n ta in s  a re  se sq u io c ta v a . But he says 
d ia to n ic ,  s in c e  i t  moves through th e  co n secu tiv e

50C f. o p . c i t . .  P a r t I I ,  Ch. 4 , f o l .  397v.
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w hole-tone I n te rv a ls  and th e  sem itone. Whenever 
a  fo u rth  composed o f  two sesq u io c tav a  whole to n es , 
o r  o f  a  sesq u io c tav a  and a  sesquinona whole tones 
and a  major sem itone, o r  o f  two whole tones and 
a  sem itone o f  w hatever r a t io s  w i l l  be seen moving 

; th rough co nsecu tive  in te rv a ls  o f  two whole tones
and a  sem itone, t h i s  fo u rth  w i l l  be c a lle d  d ia 
to n ic  on account o f  the  in te rv a ls  o f  the  whole 
tones and th e  sem itone and n o t because o f  the 

i r a t i o s .  And i t s  sp e c ie s  w i l l  be two n a tu ra l  whole
tones and a  n a tu ra l  s e m ito n e .. . .5 1

Moreover, n o t on ly  can a  to n a l system  be tuned  in  many d i f f e r e n t  ways, 

b u t w ith in  one ty p e  o f  tu n in g  an in te rv a l  o f  th e  system might be r e p re 

sen ted  by s e v e ra l  d i f f e r e n t  r a t i o s ,  as i s  seen  from th e  above q u o ta tio n

when two d i f f e r e n t  r a t io s - - t h e  se sq u io c tav a  and th e  se sq u in o n a --a re  a l 

lowed fo r  th e  tu n in g  o f  th e  whole to n es  o f a  s in g le  s e r ie s ,  s in c e --e x p la in s

V icen tin o —" . . . t h i s  l i t t l e  d if fe re n c e  betw een th e  two i s  n o t p e rc e iv a b le
32in  s in g in g  n o r in  p l a y i n g . . . . '^

The d e ta i le d  d e s c r ip t io n  o f  th e  tu n in g  system (or r a th e r  o f  two 

system s) advocated by V icen tino  i s  n o t n ecessa ry  h e re . For our p re se n t

"A lcuni potrebbono d ir e ,  che non essendo d e tto  Genere, composto d i  due 
t c n l  s e s q u io t ta v i ,  & un sem itono m inore, veram ente non s i  p o tra  chiam are 
D ia to n ico ; S i risp o n d e  che la  E th im ologia d e l nome e d e t ta  d a l Genere 
D ia ton ico , quando esso  Genere camina per due g ra d i co n tin u i d i  to n i  con 
lo  sem itono, senza in te rv a l lo  a lcu n o ; & non e d e tto  d a l le  p ro p o r tio n i,
& B oetio  is te s s o  n e l primo l ib r o ,  b. cap . XXI, n a rra  d e l la  s ig n i f ic a t io n e  
d i  t u t t i  t r e  l i  G e n e ri,d ic e  i l  Genere D iaton ico  s i  domanda D ia ton ico , 
perche camina p e r  tono, & tono & sem itono minore n e l la  sua q u a r ta , & non 
d ice  perche l i  due to n i ,  che esso  c o n tie n e , sono se sq u i o t ta v i :  Ma d ice
D ia to n ico , perche s i  muove p e r  due g ra d i d i  to n i  co n tin u i & lo  sem itono:
& ogn i v o l ta  che s i  ved ra  una q u a r ta  composta d i  due to n i  se sq u i o t t a v i .  
overo d 'u n  tono se sq u i o tta v o , & sesquinono , & semitono m aggiore, overo 
d i  due to n i  & sem itono, d i  q u a l i  p ro p o r tio n i e s se r  s i  v o g lian o , movendosi 
p e r  g ra d i c o n tin u i d i  due to n i ,  & sem itono . A llhora  e ssa  q u a r ta  s i  domandera 
D ia to n ico , d e t to  d a l l i  g ra d i d e l l i  to n i  & d e l sem itono, & non d a l le  p ro 
p o r t io n i :  & le  sue s p e t ie  saranno l i  due to n i ,  & semitono n a t u r a l i . . . "
L *anttea m usica. f o l .  1 4 r.

52" . . .q u e s t a  poca d if fe re n z a  d i  uno, & d e l l 'a l t r o  non s i  pub s e n t i r e  
cantando ne s o n a n d o ..."  I b id . .  f o l .  143v .
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purposes i t  w i l l  s u f f ic e  to  in d ic a te  th e  most g en era l fe a tu re s  o f  th e
53t h e o r i s t 's  p ro p o sa l. He chose th e .m o st obvious way to  tune h is  gamut;

th e  temperament d iv id in g  th e  o c tave  in to  th ir ty -o n e  equal p a r t s .  I t  i s

in te r e s t in g  to  n o te  th a t  such a temperament does no t d i f f e r  p e rc e p tib ly

from th e  usual meantone temperament in  which th e  f i f t h s  a r e  tempered by 
541/4  comma. This temperament was used o r d in a r i ly  fo r  tu n in g  keyboard 

in stru m en ts  in  th e  s ix te e n th  cen tu ry . Thus V ic e n tin o 's  tu n in g  o f th o se  

s te p s  which were commonly found on s ix te e n th -c e n tu ry  keyboards ( th a t  i s ,  

th e  d ia to n ic  s te p s  p lu s  S  I #  G# 6^ ) was p r a c t ic a l ly  id e n t ic a l  w ith

th e  u su a l one; th e  f a c t  which he h im se lf  o b s e r v e d . H e  was obviously  

s a t i s f i e d  w ith  th e  o rd in a ry  meantone temperament o f  th e  contem porary key

board  in s tru m en ts . He ju s t  wanted to  extend i t  to  th o se  s te p s  o f  h is  

system  which were n o t commonly found on s ix te e n th -c e n tu ry  keyboards. As 

J .  Murray Barbour p u t i t ;  h is  "was a  c le v e r  method o f  ex tending  the  u su a l 

meantone temperament o f  1 /4  comma u n t i l  i t  formed p r a c t i c a l ly  a  closed

53 I  fo llow  here  th e  in te r p r e ta t io n  o f  Barbour, Tuning and Temperament, 
pp . 117-121. For more d e ta i l s  see B rink , The Archicembalo o f N icola 
V ice n tin o . pp. 85-154; Kaufmaxm, "More on th e  Tuning o f  th e  A rchicem balo." 
84-94 .

54A ccording to  B arbour, o p .c i t . . p .  118, t h i s  f a c t  was e s ta b lis h e d  by 
C h r is t ia n  Huyghens, "Novus cyclus harm onious," Opera v a r ia  (Leyden, 1724), 
p p . 747-754.

^ " . . . f i r s t  th e  p r a c t i t io n e r  in  tu n in g  th e  common in strum en ts  such as 
o rg an s, monochords, h a rp s ic h o rd s , and o th e r  s im ila r  in strum en ts  should 
tu n e  o r  temper d i l ig e n t ly  th e  keyboard o f  th e  f i r s t  and second row so 
th a t  i t  i s  w ell cuned and as p e r f e c t ly  as he knows and i s  ab le  to .  Having 
tuned  th e  f i r s t  and second keyboards accord ing  to  th e  usage o f th e  o th e r  
in s tru m en ts  w ith  th e  f i f t h s  and fo u rth s  somewhat tem pered, as is  done by 
good m a s te r s . . . "  V icen tin o , op. c i t . ,  f o l .  103v . ( " . . .p r im a  i l  p r a t t i c o  
d 'a c c o rd a re  g l i  s tro m e n ti communi come sono O rgani, Monocordi, C lav icem bali, 
A rp ico rd i, & a l t r i  s im i l i  s tro m e n ti d§ acco rd a re , o tem perare l a  t a s t a tu r a  
d e l primo & secondo o rd in e , con d i l ig e n z a , che s i a  bene ac co rd a ta , & p.iu 
p e rfe tta m e n te , che e g l i  sa , & che puo, acco rd a ta  p o i che hau ra  la  prim a 
& seconda t a s t a tu r a  secondo l 'u s o  de g l ' a l t r i  s tro m en ti con l e  q u in te  &
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sy s tem .If̂  I n c id e n ta l ly ,  what V icen tin o  c a l le d  "comma," was th e  d iffe re n c e  

betw een Jthe p e r fe c t  and th e  tem pered f i f t h .

The m utual independence o f  th e  tu n in g  and th e  to n a l system s not-* 

w ith s ta n d in g , th e  cho ice  o f  th e  s p e c i f ic  tu n in g  i s  n o t in d i f f e r e n t  fo r  

th e  manner in  which th e  system  w i l l  be used in  p r a c t i c e .  The tu n in g  makes 

some a sp ec ts  o f  th e  to n a l system  p r a c t i c a l ly  a v a ila b le  (o r n o t)  according  

t o  c e r ta in  e x te rn a l  c r i t e r i a .  V ic e n tin o 's  in te n t io n s  in  th i s  re sp e c t 

a re  b e s t  observed when he compares th e  advantages o f  h is  tu n in g  system  

w ith  th o se  o f  some o th e r s .  His main re fe re n c e  p o in t i s  th e  Pythagorean 

system  espoused by B o e th iu s . V icen tin o  claim s th a t  in  h i s  tu n in g , in  

c o n tra s t  to  B o e th iu s 's ,  " . . . i n e q u a l i t y  o f th e  whole tones g ives b i r t h  to  

th e  convenience o f  being  ab le  to  use  th e  consonances o f  th i rd s  and s ix th s ,  

b o th  m ajor and m i n o r . M o r e o v e r ,  " . . . t h e  fo u rth s  and f i f t h s  o f  B oethius 

a r e  p e r fe c t  and th o se  which we use a re  a  l i t t l e  b lu n te d  and sc an t in  th e  

tu n in g  o f  th e  in s tru m e n ts . The reaso n  fo r  t h i s  d if fe re n c e  in  tun ing  

i s

. . . t h a t  th e  an c ien t m usicians used in  t h e i r  p ra c 
t i c e  th e  genera s e p a ra te ly  from each o t h e r , . . .
[whereas] we use th e  genera  and t h e i r  sp ec ie s  a l l

q u a r te  a lq u an to  sp o n ta te , secondo che fanno l i  buoni M a e s t r i . . . " ) .  The 
ex p ress io n s  " th e  keyboard o f th e  f i r s t  and second row" and th e  e q u iv a le n t 
" f i r s t  and second keyboard" r e f e r  to  th a t  p a r t  o f  th e  V ic e n tin ia n  key
board  which i s  id e n t ic a l  w ith  th e  norm al s ix te e n th -c e n tu ry  one. Cf. 
p .  45 below .
56B arbour, o p . c i t . ,  p p . 117f.

. . in e q u a l i ty  d i  to n i ,  f a  n a sc e re  l a  commodita d i  p o te r  u sa re  le  con- 
sonanze d e l le  T erze, & d e l le  S e s te , c o s l  m aggiori come m in o ri."  V icen tin o , 
o p . c i t . ,  f o l .  13v.
58 " . . . l e  Q uarte & le  Q uinte d i  B oetio  sono p e r f e t t e ,  & q u e lle  che n o i 
usiam o, sono un poco sp o n ta te  & s c a rs e  n e l aco rd are  l i  s to rm e n ti ."
L o c .c i t .
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to g e th e r , w ith  more consonances than  th ey  d id , 
t h a t  i s  th e  th i rd s  and the  s ix th s .  In  o rd e r to  
be  a b le  to  have many consonances and to  use in  
p r a c t ic e  many in te r v a ls ,  we do not th in k  i t  i s  
inconvenien t to  s h o rte n  tn e  f i f t h  and to  len g th en
th e  f o u r t h . . . . 59

In  th e  Pythagorean system th e  f i f t h s  and th e  fo u rth s  a re  j u s t  b u t th e  

th i r d s  and th e  s ix th s  a re  o u ts id e  th e i r  sim ple r a t i o s .  V icen tin o  tem pers 

th e  p e r fe c t  consonances in  o rd er to  make the  im p erfec t ones more u sab le , 

more j u s t .  M oreover, th e  e q u a l i ty  o f  h is  d iv is io n  makes th o se  in te rv a ls  

e q u a lly  u sab le  re g a rd le s s  o f  t r a n s p o s it io n . Thus i t  i s  p o s s ib le  to  use 

th e  im perfect consonances b u i l t  from the  s te p s  be long ing  to  d i f f e r e n t  

g en era . The Pythagorean system  was s u f f ic ie n t  fo r  a  p r a c t ic e  which d id  

n o t want to  employ im perfect consonances, nor mixed g enera , no r tra n sp o 

s i t i o n s .  But fo r a  p ra c t ic e  in  which a l l  th e se  th in g s  a re  u sed , V icen tino  

recommends h is  own system .

B esides th e  Pythagorean tu n in g , V icentino c r i t i c i z e s  a ls o  th a t  

type in  which a l l  sem itones a re  equal His in s is te n c e  on th e  im portance 

o f  g iv in g  two d i f f e r e n t  s iz e s  to  th e  major and m inor sem itone i s  s i g n i f i 

can t in  my o p in io n . He wanted to  un d erlin e  on th e  le v e l  o f  tu n in g  system  

t h i s  c h a r a c te r i s t i c  p ro p e rty  o f  h i s  to n al system : th e  e x is te n c e  o f  two

d i f f e r e n t  sem itones.

59 " . . . c h e  l i  M usici a n t ic h i  usavano n e l la  sua p r a t t i c a  i  G eneri a p p a r ta t i  
uno da 1 ' a l t r o , . . .n o i usiamo l i  Generi & le  s p e t ie  d 'e s s i  in siem e, con 
consonanze d i  p iu  d i  lo ro ,  c io e  le  Terze & le  S e s te , & p er p o te r  havere 
m olte consonanze, come p e r  p r a t t i c a r e  m o ltl g ra d i,  non Habbiamo p e r  in -  
convenien te  sp o n ta r una q u in ta , & a llu n g are  una q u a r t a . . . "  Loc. c i t .

^ I b i d . ,  Book V, Ch. 66, f o l .  146v.
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The archicem balo

I f  th e  tu n in g  system  was th e  f i r s t  s te p  in  th e  p ro cess  o f  t r a n s 

la t in g  th e  a b s t r a c t  to n a l  system  in to  a  co n cre te  sound-medium u sab le  in  

m usical p r a c t i c e ,  th e  archieem balo i s  th e  end-product o f  t h i s  p ro c e ss .

In  V icen tin o * s su p erh a rp sich o rd  th e  system  m a te r ia liz e s  and m usicians 

g e t th e  to o l  fo r  i t s  p r a c t i c a l  im plem entation . For th e  t h e o r i s t  th e  main 

advantage o f  th e  instrum en t i s  th a t  i t  makes any t r a n s p o s i t io n  p o s s i b l e . ^  

Such a  s i t u a t i o n  occurs on ly  when a l l  th e  s te p s  d iv id e  th e  o c tav e  in to  

eq u a l p a r t s .  The archicem balo p re s e n ts  a l l  th e  in te r v a ls  o f  th e  gamut 

tuned  acco rd in g  to  V ic e n tin o 's  p re c e p ts ,  r e a l iz e s  th e  id e a l  o f  making

a l l  t r a n s p o s it io n s  p o s s ib le —each in te r v a l  i s  a v a i la b le  a t  each  key in  
62b o th  d i r e c t io n s  —as f a r  as i t  i s  p r a c t i c a l l y  p o s s ib le ,  and makes the  

h ie r a r c h ic a l  o rg a n iz a tio n  of th e  g en era  v i s i b l e  in  th e  arrangem ent o f  

i t s  keyboards. In  o th e r  w ords, i t  ta k e s  in to  c o n s id e ra tio n  th e  most im

p o r ta n t  a s p e c ts  o f  th e  th eo ry  d iscu ssed  th u s  f a r .

The f i f t h  and l a s t  book o f  th e  t r e a t i s e  d e sc rib e s  th e  in s tru m en t. 

There a re  s ix  rows o f  keys arranged  in  two keyboards, an o c ta v e -s e c tio n  

o f  which i s  p re sen te d  h e re :

^ C f .  pp . 7 2 f . below .

6 2" . . . t h e  a rc h ic e m b a lo .. . . f i r s t  and p e r f e c t ,  because on each key i t  does 
n o t la c k  any c o n so n a n c e ..."  I b id . .  f o l . 9 9 r. ( " . . . 1 'A rch icem b alo ,. . .
primo & p e r f e t to ,  p erch e  in  ogn i ta s to  non l i  manca consonanza a lc u n a .• . " ) .
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In  r e a l i t y  b o th  keyboards com prise th re e  such o c tav es  p lu s  an E below 

th e  low est oc tav e  in  th e  f i r s t  and fo u rth  rows and a  f i f t h  (o m ittin g  B^) 

above th e  h ig h e s t oc tave  in  b o th  keyboards. In  th e  diagram  I  have d i s 

carded  V icen tino*s cu rio u s  way o f  naming th e  keys s in c e  i t  does no t c o r 

respond to  h is  manner o f  n o ta t io n  and I  have s u b s t i tu te d  one which does. 

Keeping in  mind th e  p r in c ip le s  o f  th i s  n o ta tio n , th e  re a d e r  w i l l  e a s i ly  

see  th a t  th e  f i r s t  f iv e  rows o f  th e  keys do r e a l iz e  th e  th ir ty -o n e -d e g re e  

g a m u t-re p re sen ta tio n  which makes any tra n s p o s i t io n  p o s s ib le .  The keys 

o f  th e  s ix th  row a re  tuned a  comma h ig h e r th an  th e  corresponding  keys 

o f  th e  f i r s t  row. T h e ir  fu n c tio n  i s  to  p rov ide  fo r  some degrees o f th e  

gamut a l t e r n a t iv e  consonances, p u re r th an  th o se  g iven  by th e  V ic e n tin ia n  

tu n in g . In  p a r t i c u la r  th ey  g iv e  p e r fe c t f i f t h s  above some s te p s  o f th e  

f i r s t  row and below th o se  o f  th e  fo u rth  row. The e x is te n c e  o f  such a l 

te r n a t iv e s  i s  y e t an o th e r p ro o f th a t  in  V ic e n tin o 's  mind th e  to n a l system  

i s  independent o f  tu n in g .

Another in s tru m en t, th e  a rc io rg an o . i s  d esc rib ed  by th e  th e o r is t
63in  a b ro ad sh ee t which appeared in  1561. Although few d e ta i l s  o f  the
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c o n s tru c tio n  a re  g iven , i t  was p robab ly  very  s im ila r  to  th e  arch icem balo .

judg ing  from th e  a u th o r 's  rem ark th a t  he "has in  h is  p o ssess io n  a  C lav i-
64cembalo, made in  th e  manner o f  th e  A rc io rg a n o ..."  However, th ey  might 

have been d i f f e r e n t  in  one r e s p e c t :  among many advantages o f  th e  a rc io rg an o .

V icen tino  m entions th a t  i t  can p la y  in  ensemble w ith  v a r io u s  k inds o f  

in s tru m en ts , such as lu te s  and v io la s ,  re g a rd le s s  o f  t h e i r  tu n in g  

In  L 'a n t ic a  m usica. however, he m aintained th a t  lu te s  and v io la s  which 

were commonly tuned so th a t  t h e i r  sem itones were equal could  no t p lay  

in  tune w ith  in strum en ts  which had two d i f f e r e n t  s iz e s  o f  sem itones, as 

d id  presum ably th e  archicem balo

Were th e  archicem balo and th e  a rc io rg an o  tuned d i f f e r e n t ly ?  I  

do n o t th in k  s o . V ic e n tin o 's  rem ark should be counted among those  exag

g e ra te d  claim s which a re  q u ite  common in  c i r c u la r s  o f  a  prom otional n a tu re . 

I t  i s  a ls o  p o s s ib le  th a t  the  t h e o r i s t  decided th a t  th e  chrom atic and en

harm onic keys would supply  th e  s te p s  n ecessary  to  make i t  approxim ately  

in  tu n e  w ith  th e  lu te  and v io l a .

63 fD escriz io n e  d e ll*  a rc io rg an o ] (Venice: N icolo B e v il’acqua, 1561).
The te x t  was r e p r in te d  and t r a n s la te d  in to  E ng lish  by Henry W. Kaufmann, 
" V ic e n tin o 's  A rciorgano; an A nnotated T ra n s la t io n ,"  Jo u rn a l o f Music 
Theory. V (1961), 32-53.

64 I b id . ,  p .  39.

65C f. i b i d . .  p . 37.

66C f. V icen tin o , L 'a n t ic a  m usica. f o l .  146v.
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I I .  P o e t ic s :  A spects o f  th e  Composition and Perform ance o f  N on-D iatonic

Music

Com position 

Im ita tio n  o f  th e  words

The main o b je c t iv e  o f  th e  f i r s t  p a r t  o f  t h i s  c h a p te r  was to  e s ta b l is h  

th e  n a tu re  o f  th e  to n a l s tr u c tu r e s  th a t  V icen tin o  considered  to  be non- 

d ia to n ic .  New I  pass to  th e  com positional and perform ing p r a c t ic e  o f 

n o n -d ia to n ic  m usic .

V ocal m usic r a th e r  th an  in s tru m en ta l i s  u su a lly  a t  th e  c e n te r  o f  

th e  R enaissance m u s ic ia n 's  i n t e r e s t ,  and i t  i s  to  th e  problems o f  vocal 

com position  th a t  V icen tin o  ad d resses  h im se lf  p r im a r i ly .  The p r in c ip le  

on which he i n s i s t s  a lm ost o b se ss iv e ly  th roughou t th e  t r e a t i s e  i s  th a t  

music sh o u ld  im ita te  th e  w ords. For in s ta n c e , in  Book IV, Ch. 36, a f t e r  

d e s c r ib in g  a  somewhat m echanical way o f  in v e n tin g  m elodic p h rases in  an 

in s tru m e n ta l com position , he adds: "This r u le  w i l l  no t be se rv ic e a b le

fo r  th e  com position  made w ith  words, because th e se  them selves g ive  th e  

r u le ,  as we read  above in  th e  t r e a t i s e  on th e  im ita t io n  o f th e  n a tu re  

o f  th e  words accompanied w ith  th e  s te p s  and sk ip s  and w ith  th e  consonances."6^ 

The id ea  t h a t  m usic should  im ita te  th e  n a tu re  o f  th e  words i s  c e n tr a l  to  

V ic e n tin o 's  p o e tic s  and we s h a l l  have to  look  c lo se ly  a t  some o f  th e  p a s 

sages in  which t h i s  ia e a  i s  p re sen ted  in  o rd e r  to  g rasp  i t s  meaning.

What i s  i t  p r e c is e ly  th a t  music should  im ita te ?  "The composer 

should  have a  r e f in e d  judgm ent," says V ic e n tin o , "and he should  compose

^"Q uesta re g o la  non p o tra  s e ru i r e  a l i a  com positione f a t t a  con p a ro le , 
perche q u e l le  daranno l a  re g o la  da se  medesime, come d i  so p ra  s 'h a  in te s o , 
n e l t r a t t a t o  d e l l a  im ita tio n e , d e l la  n a tu ra  d e l le  p a ro le , accompagnate 
con i  g r a d i ,  & s a l t i ,  & con le  consonanze." I b id . .  f o l . 91v.
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go
h is  com positions according to  th e  su b jec t and argument o f  th e  w o rd s."

Thus, what shou ld  be im ita te d  a re  no t the  words them selves b u t r a th e r  

th a t  to  which th ey  r e f e r ,  t h a t  i s  t h e i r  " s u b je c t ."  E a r l i e r  he s a id  th a t  

" . . . t h e  com poser.. .w i l l  on ly  be o b lig ed  to  g ive l i f e  to  those  words and 

to  show by means o f  th e  harmony t h e i r  p a ss io n s—sometimes h a rsh , sometimes
gQ

sw eet, sometimes c h e e r fu l,  sometimes sad—accord ing  to  t h e i r  s u b je c t ."

The s u b je c t  o f  th e  words seems to  be r e s t r i c te d  h e re , and a lso  in  th e

fo llo w in g  most re v e a lin g  p assag e , to  th e i r  "p ass io n s" :

.. .m u s ic  made upon words i s  made fo r  no o th e r  
purpose than  to  exp ress  th e  thought and th e  p as
s io n s  and t h e i r  e f f e c t s  w ith  harmony. I f  the  
words speak about m odesty, one w i l l  proceed in  
th e  com position m odestly  and not fu r io u s ly ,  and 
i f  they  speak o f  c h ee rfu ln e ss , one does n o t make 
th e  music sad , and i f  o f  sadness, one does no t 
ren d e r i t  c h e e rfu l, and when th ey  a re  about 
h a rsh n ess , one w i l l  no t make i t  sw eet, and when 
th e y  a re  s o f t ,  one should  not accompany them in  
o th e r  ways, because they  w i l l  seem d i f f e r e n t  
th a n  th e  th o u g h t. . . . 7 0

Music e x i s t s  to  exp ress  th e  "p ass io n s"  o f  th e  words and presum ably 

to  enhance t h e i r  e f f e c ts  on th e  l i s t e n e r .  This i s  n o t to  say th a t  th e

6 8  x"Et i l  Com positore, de hauere i l  suo g iu d it io  lim a to , & comporre le  
sue com position! secondo i l  su g g e tto , & i l  p ro p o s ito , d e l le  p a r o le ."
I b id . .  f o l .  84v.

69 »» v." . . . i l  C om positore. . .s a r a  solam ente o b lig a to  a  d a r  l 'an im a , a  q u e lle
p a ro le , & con l'A rm onia d i  m ostrare  le  sue p a s s io n ! , quando a sp re , & quando 
d o ic i ,  & quando a l le g r e ,  & quando m este, & secondo i l  lo ro  s u g g ie t to ."  
I b id . .  f o l .  4 8 r .

^ " . . . l a  m usica f a t t a  so p ra  p a ro le , non e f a t t a  p e r  a l t r o  se  non p e r  
esp rim ere  i l  co n ce tto  & le  p a s s io n !  & g l i  e f f e t t i  d i  q u e lle  con l 'a rm o n ia ;
& s e  le  p a ro le  parle ran n o  d i  m odestia , n e l la  com positione s i  p ro ced era  
m odestam ente, & non in f u r ia to ;  & d 'a le g re z z a , non s i  f a c c i  la  m usica m esta; 
& se  d i  m e s t i t ia ,  non s i  componga a l le g r a ;  & quando saranno d 'a sp re z z a , 
non s i  f a ra  d o lc e ; & quando soaue, non s'accom pagni in  a l t r o  modo, perche 
pareranno  d iffo rm i d a l suo c o n c e t to . . . "  I b id . ,  f o l .  8 6 r.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



49

m u sica l im i ta t io n  o f  some o th e r  a sp e c ts  o f  th e  te x t  i s  t o t a l l y  excluded . 

In  th e  p assag e  im m ediately  p reced in g  th e  l a s t  q u o ta tio n  V icen tino  c r i 

t i c i z e s  th o se  composers who do n o t ta k e  in to  c o n s id e ra tio n  th e  len g th s 

o f  th e  s y l l a b le s  o f  th e  te x t  and who do n o t reproduce them in  a p p ro p ria te  

n o te  v a lu e s .  What i s  even more in te r e s t in g  fo r  o u r s u b je c t ,  he advocates 

th e  m usica l im i ta t io n  o f  n o t o n ly  th e  tem poral o rg a n iz a tio n  o f  th e  te x t  

b u t a l s o  o f  i t s  p i tc h -o rg a n iz a t io n :

Everybody w i l l  be a b le  to  s e t  in  music h is  manner 
o f  s in g in g  w ith  th e  in te r v a ls  o f  th e  d iv is io n  o f 
our in stru m en t [ th a t  i s ,  th e  a rch icem b a lo ]. With 
th e  music used nowadays one can w r i te  no French,
German, Spanish, H ungarian, T u rk ish , Hebrew songs, 
n o r  one in  an o th er language, because th e  s te p s  and 
s k ip s  o f  a l l  th e  n a tio n s  o f  th e  w orld  do n o t p ro 
ceed acco rd in g  to  t h e i r  m aterna l p ro n u n c ia tio n  
e x c lu s iv e ly  through th e  in te r v a ls  o f  whole tones 
and n a tu r a l  and a c c id e n ta l  sem itones, b u t through 
d i e s i s  and enharmonic sem itones, whole to n e s , and 
s k ip s .  So th a t  w ith  t h i s  d iv is io n  o f ours we have 
accommodated a l l  th e  n a tio n s  o f  th e  w orld who w i l l  
b e  a b le  to  w r i te  t h e i r  accen ts  and s e t  them in  as 
many v o ice s  as they  w i l l  see  f i t . 71

However, th e  id e a  i s  n o t pursued any f u r th e r ,  and th e  t h e o r i s t 's  em phasis 

th roughou t th e  t r e a t i s e  i s  c e r ta in ly  on the  m usical im ita t io n  o f  th e  p a s 

s io n s  o f  th e  t e x t  and n o t o f  i t s  o th e r  a s p e c ts .

How i s  t h i s  to  be accom plished? How can the p assio n s  be expressed  

in  m usic? V icen tin o  conceives o f  each in te r v a l  as having i t s  own a f f e c 

t iv e -e x p re s s iv e  c h a ra c te r ,  o r - - a s  he c a l l s  i t - - i t s  own " n a tu re ."  As we

”& t u t t i  po tranno  p o rre  in  m usica i l  suo modo d i  c a n ta re  con i  g ra d i 
d e l l a  d iu is io n e  d e l n o s tro  s tro m en to , che con l a  m usica che h o ra  s 'u s a ,  
non s i  puo s c r iu e r e  a lcu n a  canzone F ran zese , ne Tedesca, ne Spagnuola, 
ne  V ngara, ne T urca, ne Hebrea, ne d 'a l t r e  n a t io n i ,  perche i  g ra d i  & s a l t i  
d i  t u t t e  l e  n a t io n i  d e l mondo, secondo l a  sua p ro n u n tia  m atem a, non p ro - 
cedeno so lam en te  p e r  g ra d i d i  to n o , & d i  sem ito n i n a tu r a l i ,  & a c c id e n ta l ! ,  
ma p e r  D ie s is ,  & se m ito n i, & to n i ,  & p e r  s a l t i  Enarm onici; s i  che con 
q u es ta  n o s tr a  d iu is io n e  hauremo accommodato t u t t e  le  n a t io n i  d e l mondo, 
che po tranno  s c r iu e r  i  lo ro  a c c e n t!  & com porli a  quante u o c i £ lo ro  p a r e r a ."  
I b id . .  f o l .  85v.
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s tu d y  th e  a d je c t iv e s  used to  d e sc rib e  th e  n a tu re s  o f  v a rio u s  in te r v a ls ,  

we d isc o v e r  th a t  th e y  a l l  m ight be arranged  in to  two g ro u p s. The a d je c 

t iv e s  w ith in  each  group a re  m u tu a lly  in te rch an g eab le  and th ey  a re  opposed 

to  th o se  b e lo n g in g  t o  th e  o th e r  g roup . Thus, an in te r v a l  i s  d esc rib ed  

as be in g  in c i te d  ( i n c i t a t o ) ,  c h e e rfu l ( a l le g ro ) ,  hard  (d u ro ), and h a rsh  

(a sp ro ) , w h ile  a n o th e r  i s  s o f t  (m o lle), sad (m esto), and sw eet (do lce 

o r  so a v e ) , to  l i s t  o n ly  th e  most commonly used a d je c t iv e s .  The re a d e r  

w i l l  r e c a l l  th a t  s im i la r  term s were used by V icen tino  to  d e sc rib e  v a rio u s  

p a ss io n s  o f  th e  w ords. I t  i s  p r e c is e ly  thanks to  th e  a f fe c t iv e -e x p re s s iv e  

c h a ra c te r  o f  th e  in te r v a ls  th a t  music can r e f e r  to  and exp ress  p a s s io n s .

" I t  seems to  m e," says V icen tin o , " th a t  th e  whole co n ten t o f  a  

s o f t  and harm onious com position  c o n s is ts  in  a rran g in g  th e  compos i t  io n  

acco rd ing  to  th re e  p r in c ip a l  w ays. Before th e  composer w r i te s  an y th in g , 

he shou ld  pay a t t e n t io n  to  what he w ants to  co n s tru c t th e  com position 

upon. The f i r s t  way i s  to  app ly  th e  s te p s  and sk ip s , in c i te d  and s o f t ,  

to  th e  s u b je c t .o f  th e  words o r  to  a m usical theme f f a n t a s i a ] . The second 

way i s  o f  no sm all im portance; when th e  composer has arranged  th e  s te p s  

and s k ip s ,  he shou ld  accompany them w ith  consonances and d isso n an ces, 

in c i te d  and s o f t ,  in  accordance w ith  h is  p rev ious arrangem ent o f  th e  s te p s  

and s k ip s ,  so th a t  th e  s te p s  and sk ip s  a re  s im ila r  in  n a tu re  to  th e  in c i te d  

and s o f t  consonances. The th i r d  and l a s t  way w i l l  be th a t  when th e  com

p o se r has p u t to g e th e r  th e  s te p s  and sk ip s  and the  consonances and d i s 

sonances, th en  a  s u i t a b le  movement w i l l  be g iven  to  th a t  su b je c t which
72communicates th e  argum ent o f  th e  words o r  o th e r  th o u g h ts ."  The f i r s t

72"A me p a re , che t u t t o  i l  c o n tin e n te  d 'u n a  soaue & arm oniosa com positione 
c o n s is ta  n e l l 'o r d i r e  d e t ta  com positione, con o rd in e  d i  t r e  modi p r in c ip a l ! :  
& in a n z i c h ' i l  Com positore compogna a lcuna com positione, de a u e r t i r e  sopra  
che uuo le  f a b r ic a r e  d e t t a  com positione: I I  Primo modo s a ra  che deue
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trwo "ways" claim  our immediate i n t e r e s t .  The f i r s t  *Vay" c o n s is ts  in  

choosing  h o r iz o n ta l  in te rv a ls  a p p ro p ria te  to  th e  su b je c t o f  th e  words, 

th a t  i s  to  t h e i r  p ass io n s , th e  second , in  adding th e  a p p ro p ria te  v e r t i c a l  

i n t e r v a l s .

The h o r iz o n ta l  in te rv a ls

The in fo rm atio n  on th e  a f f e c t iv e  n a tu re  o f  th e  h o r iz o n ta l  i n t e r -
73v a ls  can be e x tra c te d  from Book I ,  Chs. 15-41. I t  i s  summarized in  

th e  l i s t  below . The p lu s  r e f e r s  to  th e  in c i te d  (and c h e e r fu l ,  h ard , 

h a rsh , e t c . )  in te r v a ls ,  th e  minus to  th e  s o f t  (and sad , sw eet, e t c . ) ,  

and zero  to  th o se  which a re  in d e te rm in a te - - in c i te d  and s o f t  a t  th e  same 

tim e :

a p p l ic a r e  i  g ra d i,  & i  s a l t i ,  i n c i t a t i  & mo H i ,  a l  s u g g ie tto  d e l le  p a ro le , 
ouero ad a l t r e  f a n ta s ie .  11 Secondo modo non e d i  poca im p o rta n tia , che 
quando d e t to  Compositore hau ra  d isp o s to  i  g ra d i, & i  s a l t i ,  che g l'accom - 
p ag n i con l e  consonanze, & d isso n an ze , i n c i t a t e  & m o ll i ,  secondo che 
h au ra  primo d isp o s to  i  g ra d i,  a c c io  s ian o  s im i l i  d i  n a tu ra ,  i  g ra d i & 
s a l t i ,  con le  consonanze in c i t a t e  & m o ll i .  I I  Terzo & u ltim o  modo s a ra ,  
che quando i l  Compositore haura co n te s to  i  g ra d i & i  s a l t i ,  & le  consonanze 
& d isso n an ze  insiem e: a l lh o ra  s i  d a ra  i l  moto conuenien te  sop ra  a quel
s u g g ie t to ,  che s ia  in  p ro p o sito  d e l le  p a ro le , ouero sop ra  a l t r i  p e n s ie r i . "  
I b id . .  f o l .  2 7 r .

73I b id . .  f o l s .  17v-26r.
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INTERVAL ASCENDING DESCENDING

m inor d ie s i s _
m ajor d ie s is  and minor sem itone + -
m ajor sem itone - +
minor whole tone 0 0
whole tone + -

m ajor whole tone + -
le s s  th an  minor th i r d - +
minor th i r d - +
more th a n  minor th i r d + -

m ajor th i r d + -
more th an  m ajor th i r d + -
fo u rth + -
more th an  fo u rth + -
t r i t o n e + -
dim inished f i f t h - +
more th an  dim inished f i f t h 0 0
f i f t h + -
more th an  f i f t h + •

The n a tu re  o f  la rg e r  in te rv a ls  i s  n o t e x p la in ed . A ll in te rv a ls  w ith  th e  

ex cep tio n  o f  th e  sm a lle s t and th e  two in d e te rm in a te  ones have one o r  th e  

o th e r  o f  th e  two opposing n a tu re s , depending on w hether th ey  ascend or 

descend.

V icen tino  does no t t e l l  us why he th in k s  an  in te r v a l  has th e  p a r 

t i c u l a r  n a tu re  which he a s c r ib e s  to  i t ,  n o r does he e x p la in  why one and 

th e  same in te r v a l  can have two opposing c h a ra c te r s  depending on i t s  d i 

r e c t io n .  He ta lk s  about che a f f e c t iv e  n a tu re s  o f  in te r v a ls  as  i f  he were 

s ta t in g  commonly known and accep ted  f a c t s .  I t  i s  my im pression  th a t  th e  

a f f e c t iv e  c h a ra c te r  o f  a h o r iz o n ta l  in te rv a l  depends somehow on th e  f u r th e r  

d i r e c t io n  o f  th e  melodic movement which t h i s  in te r v a l  im p lie s . I f  an 

in te r v a l  i s  to  be follow ed by an ascending  m otion i t  i s  In c i te d ,  i f  a 

descending m otion i s  im plied a s  i t s  c o n tin u a tio n  i t  i s  s o f t .  Such an ex 

p la n a tio n  i s  to  a la rg e  e x te n t s u b s ta n tia te d  by a  s tu d y  o f th e  n o ta ted
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forms o f  th e  in t e r v a l s .  In  V ic e n tin o 's  time (and p r a c t ic a l ly  throughout 

th e  whole h is to r y  o f  W estern m usic) a  f la tte n e d  n o te  im plied a  downward 

c o n tin u a tio n  o f  th e  s tep w ise  m elodic movement, whereas a  sharpened n o te  

was u s u a lly  follow ed by a  m otion ascending s tep w ise . I t  w i l l  be remembered 

th a t  in  V ic e n tin o 's  n o ta t io n  a  d ia to n ic  whole torie can be d iv id ed  in to  

f iv e  m inor enharmonic d ie se s  and th a t  th e  four d iv id in g  degrees have to  

be n o ta te d  w ith  th e  fo llow ing  a c c id e n ta ls :

A n o te  w ith  a sharp  and a  dot i s  eq u iv a len t to  th e  next h ig h e r  n o te  w ith  

a  f l a t ,  and bo th  forms o f  n o ta t io n  a re  employed. A d ia to n ic  sem itone 

can be  d iv id ed  in to  th re e  m inor enharmonic d ie se s  by two d eg rees, each 

o f  which can be n o ta te d  in  two eq u iv a len t forms w ith  th e  fo llow ing  a c c i 

d e n ta ls :

The th re e  lower degrees d iv id in g  th e  n a tu ra l whole tone ( th a t la  th e  d e

g rees  n o ta ted  w ith  a  d o t,  o r  a sh a rp , o r bo th ) can be in te rp re te d  as 

sharpen ing  th e  low er n o te  which l im i ts  the whole to n e . A n a lo g ica lly , 

th e  th re e  h ig h e r degrees d iv id in g  th e  n a tu ra l whole tone can be under

sto o d  as  f la t te n in g  th e  h ig h e r  no te  which l im its  th e  whole to n e , a lthough  

i t  i s  a  p e c u l ia r i ty  o f  V ic e n tin ia n  n o ta tio n  th a t  one o f  those  degrees 

has to  be  provided w ith  a  sh a rp . The two degrees d iv id in g  a n a tu ra l  sem i

tone can  be in te rp re te d  as  e i th e r  sharpening th e  lower n o te  o f  a  sem itone 

o r  f la t te n in g  th e  h ig h e r  one . I f  we n o ta te  a l l  th e  in te rv a ls  d esc rib ed
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by V icen tin o  as in c i te d  so th a t  th e  f i r s t  n o te  o f  each in te r v a l  i s  n a tu r a l ,  

we s h a l l  d isc o v e r  th a t  w ith  v e ry  few ex cep tio n s  th e  second n o te  o f  each 

in te rv a l  i s  e i t h e r  n a tu r a l  o r  i t  i s  sharpened, t h a t  i s  i t  im p lies  an  up

ward c o n tin u a tio n  o f  th e  m elodic m otion . N o ta ting  s im i la r ly  a l l  th e  s o f t  

in te r v a ls  we s h a l l  see  th a t  a g a in  w ith  very  few ex cep tio n s  th e  second 

n o te  o f  each in te r v a l  i s  e i th e r  n a tu r a l  o r  i t  i s  f la t te n e d ,  im plying thus 

th a t  th e  melody should  be con tin u ed  do:*nwards.

Two a d d i t io n a l  f a c ts  su p p o rt th e  above e x p la n a tio n . F i r s t l y ,  th e

chrom atic a c c id e n ta ls  a re  a s s o c ia te d  by V icen tino  w ith  a f f e c t io n s .  He

says fo r  in s ta n c e  th a t  th e  two s ig n s  o f  b n a tu ra l  and b f l a t  may be c a l le d

e i t h e r  "square  b "  (b . quadro. th a t  i s , ^ )  and "round b "  fl>. ro to n d o . th a t

i s ,  b ) ,  o r  th ey  may be c a l le d  " h a rd ,"  o r  b e t t e r  " in c i te d  b "  fb .  duro o r
74b .  in c i t a to )  and " s o f t  b "  fb . m o lle ) . I t  i s  c h a r a c t e r i s t i c  th a t  th e  

newer o f  th e  two nom enclatures a s s o c ia te s  th e  two key a f f e c t iv e  d e s c r ip 

t io n s ,  " in c i te d "  and " s o f t , " w ith  a c c id e n ta ls .  F urtherm ore, V icen tino  

says e x p re ss ly  th a t  " . . . e a c h  tim e any s ig n s  a re  p laced  a c c id e n ta l ly  in  

a  com position , th ey  w i l l  a l t e r  th e  n a tu re  o f  t h i s  p ro c e ss , and th e  f l a t  

w i l l  lend  m elancholy, th e  n a tu r a l  w i l l  make th e  com position c h e e r fu l ,  and 

th e  sharp--w hen i t  a ls o  i s  p laced  a c c id e n ta l ly - -w i l l  tran sfo rm  th e  n a tu re  

o f  th e  c o m p o s i t io n . . . ." 7^ Secondly, th e  in c i te d  in te r v a ls  a re  a s so c ia te d  

by th e  t h e o r i s t  w ith  upward and th e  s o f t  ones w ith  downward m o tio n .7^

74C f. i b i d . .  f o l .  4 6 r .

75" . . .o g n i  u o l ta ,  che a lc u n i  seg n i s i  porranno n e l l e  co m p o sitio n i a c c i -  
dentalm ente muoueranno l a  n a tu ra  d i  quel p ro ced ere , & i l  b .  d a ra  m alen- 
c o n ia , & 11 N . i n c i t a t o ,  f a ra  a l l e g r a  l a  com positione, & i l  D ie s is  Cro- 
m atico , come s i  m e tte ra  ancho e g l i  acc id en ta lm en te  f a ra  tra m u ta r  n a tu ra  
a l i a  c o m p o s it io n e ..."  I b id . ,  f o l .  8 1 r .

7^ " . . . t h e  ascending  m otion w i l l  g iv e  always l iv e l in e s s  and the descending 
m otion  w i l l  g iv e  alw ays s a d n e s s ."  I b id . . f o l .  146v. ( " . . .s e m p re  l ' a s -  
cendere d a ra  u iu a c i ta ,  & i l  d isce n d e re  d a ra  m e s t i t i a . " ) .
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We le a rn  about th e  m inor t h i r d  th a t  being  very  weak and sad i t  tends to

d escen d .77 Of th e  m ajor th i r d  i t  i s  s a id  th a t  because o f i t s  l iv e ly  and
78c h e e rfu l n a tu re  i t  l ik e s  to  ascend . I t  i s  t ru e  th a t  those  o b se rv a tio n s

a re  made about v e r t i c a l  in te r v a ls  b u t i t  seems to  me th a t  I  am j u s t i f i e d

in  ap p ly in g  them to  th e  h o r iz o n ta l  ones as w e ll ,  s in c e  V icen tino  h im se lf ,

when s t a r t i n g  to  d e sc rib e  th e  v e r t i c a l  in te r v a ls ,  says th a t  he w i l l  no t

re p e a t which o f  th e se  a re  in c i te d  and which a re  s o f t ,  s in ce  he had ex-
79p la in e d  th a t  in  connection  w ith  th e  h o r iz o n ta l  in te r v a ls .  Thus, he 

seems to  eq u a te  th e  a f f e c t iv e  n a tu re s  o f th e  v e r t i c a l  and the h o r iz o n ta l  

I n te r v a l s .

The v e r t i c a l  in te r v a ls

This b r in g s  us to  th e  problem o f  th e  ex p re ss iv e  ch a ra c te r  o f  th e  

v e r t i c a l  in t e r v a ls ,  th e  problem which—as th e  re a d e r  w i l l  n o tic e  immedi

a t e l y —is  n o t as sim ple as V icen tino  would lead  us to  b e lie v e , s in ce  a 

v e r t i c a l  in te r v a l  dees n o t have th e  ascending  and descending form s. With 

few ex cep tio n s  (most n o ta b le  being  th e  two th i rd s  mentioned above) V icen- 

t in c  does nor say what th e  a f f e c t iv e  n a tu re  o f  any p a r t ic u la r  v e r t i c a l  

in te rv a l  i s ,  and i t  i s  n o t easy  to  re c o n s tru c t h is  in te n tio n s  in  th i s  

r e s p e c t .  A ll we know fo r  su re  i s  th a t  th e  m ajor consonances ( th a t  i s  

m ajor th i r d  and m ajor s ix th )  a re  c h ee rfu l and imply upward m otion, whereas 

th e  m inor ones ( th a t  i s  minor th i r d  and m inor s ix th )  a re  sad  and tend  

to  d escen d .88

77C f. i b i d . .  f o l .  33v.

78C f. i b i d . ,  f o l .  3 4 r .

79C f. i b i d . .  f o l .  27v.
80

C f. e .g .  i b i d . ,  f o l .  86
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These im perfect v e r t i c a l  consonances seem to  be d e c is iv e  fo r  th e
81a f f e c t iv e  c h a ra c te r  o f  a  com position . In  g e n e ra l, V icen tino  co n sid e rs

v e r t i c a l  in te rv a ls  to  be more im portan t as v e h ic le s  o f  ex p re ss io n  than

th e  h o r iz o n ta l  ones:

The whole a r t  o f  music l i e s  in  knowing how to  
choose the  movement, th e  s te p s ,  and the  conso
nances accord ing  to  th e  argument o f  th e  su b je c t 
on which one has to  compose, and f i r s t  one should 
n o tic e  th a t  th e  consonances a re  th e  p r in c ip a l  
among th e se  th re e  re so u rc e s . The reason  i s  th a t  
i f  th e  composer c o n s id e rs  th a t  th e  h ea rin g  I r 
n ou rished  w ith  consonances and th a t  i f  i t  h ea rs  
th e  s te p s  w ith o u t consonances b u t w ith  movement 
as when one s in g s  a lo n e , and th a t  t h i s  has the  
s te p s  and the  movement b u t n o t th e  consonances,
[he w i l l  r e a l iz e  th a t]  t h i s  w il l  n o t s a t i s f y  th e  
e a rs  o f  th e  l i s t e n e r . [ . . . ]  And i f  th e  e a rs  a re  
b e t t e r  fed by consonances than by hearin g  a 
sim ple vo ice  composed w ith  the  s te p s  and w ith  
th e  movement, th en  th e  consonances a re  th e  p r in 
c ip a l  [ re so u rc e ] , s in c e  they  w i l l  make harmony 
w ith o u t being  su b o rd in a ted  to  s tep s  o r  movement.
But when th e  consonances a re  accompanied by s te p s  
and movement accord ing  to  th e  argument o f  th e  
s u b je c t ,  th en  t h i s  com position w i l l  be g o o d .

Thus, th e  v e r t i c a l  in te rv a ls  a re  most im p o rtan t, th e  h o r iz o n ta l  ones are

s u b o rd in a te , as i s  th e  tem poral o rg a n iz a tio n , and a l l  th re e  a re  n ecessa ry

®*Cf. e .g .  i b i d . ,  f o l s .  81v-82r.

82 "T utto  i l  c o n tin en te  d e l l a  M usica, s t a  ne l sapere  dare  i l  moto, & g ra d i,
& consonanze^ in  p ro p o sito  d e l s u g g ie t to ,  sopra  d i  che s 'h a b b i  da comporre 
& prim a s i  de a u u e r t i r e  che le  consonanze, sono le  p r in c ip a l i ,  f r a  q u e s ti  
t r e  o r d in i :  & l a  rag io n e  e q u e s ta ; che se  i l  Compositore co n s id e re ra  che
g l 'o r e c c h i  s i  n o trica n o  d i  consonanze; & che se g l 'o r e c c h i  udiranno i  
g ra d i  aenza consonanze con i l  Moto come fa  uno, quando ca n ta  s o lo ;  & che 
q u e llo  possied e  i  g ra d i & i l  Moto, ma non l e  consonanze q u e llo  non s a t i s -  
f a r a  a  g l 'o r e c c h i  de g l i  o d i to r i  [ . . . ]  & se g l 'o r e c c h i  s i  pascono p iu  
d i  consonanze, che d i  s e n t i r  una uoce sem plice, composta con i  g ra d i,
& con i l  moto; adunque le  consonanze saranno le  p r in c ip a l i .  perche faranno 
Armonia senza s u b a lte m a tio n e  a lcu n a , d i  grado, ne d i moto. Ma quando 
l e  consonanze saranno accompagnate, con g ra d i,  & con i l  moto r .’. p ro p o sito  
d e l s u g g ie t to .  a l lh o ra  q u e lla  com positione s a ra  buona."  I b id . ,  f o l .
81v.
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to  ach ieve a s a t i s f a c to r y  com position . The preem inence o f  th e  v e r t i c a l  

in te rv a ls  and th e  su b o rd in a tio n  o f  an independent m elodic movement to  

them i s  worth n o tin g , s in c e  i t  i s  r e f le c te d  in  th e  d i s t i n c t  in t e r e s t  o f  

some composers o f  th e  second h a l f  o f  th e  s ix te e n th  cen tu ry  in  q u a s i-  

homophonic w r i t in g .

The genera

I t  i s  q u i te  obvious t h a t  p assio n s  w i l l  be im ita te d  n o t o n ly  by 

s in g le  in te rv a ls  b u t a ls o  by la rg e r  in t e r v a l l i c  s t r u c tu r e s  such as th e  

genera and th e  modes. We have noted th a t  th e  ex p re ss iv e  n a tu re  o f  a l l  

th e  in te rv a ls  could be d e sc rib ed  as  belonging to  one o f  th e  two opposed 

ty p e s ; some in te rv a ls  were in c i te d ,  o th e rs  were s o f t .  The same b in a ry  

o p p o s itio n  p e r ta in s  to  th e  a f f e c t iv e  ch a ra c te r  o f  th e  g en e ra . The d ia 

to n ic  i s  u su a lly  d esc rib ed  by V icen tino  as being  h a rsh  (a sp ro ) , whereas 

th e  n o n -d ia to n ic  genera a re  c h a ra c te r iz e d  to g e th e r  a s  s o f t  o r  sweet 

(so av e), th e  d if f e re n c e  betw een th e  two being  th a t  th e  enharmonic i s  even 

more sw eet th an  th e  ch ro m atic . Thus, th e  r e a l  o p p o s itio n  i s  between th e  

d ia to n ic  and n o n -d ia to n ic  g en era , w h ile  th e  d if f e re n c e  betw een th e  ch ro 

m atic  and th e  enharm onic i s  one o f  degree o n ly .

The genera  d e r iv e  t h e i r  c h a ra c te rs  from th e  n a tu re s  o f  t h e i r  con

s t i t u t i v e  i n t e r v a l s .  Thus, f o r  example, we le a rn  t h a t  sm a lle r  s te p s  a re  

sw eeter than  la r g e r  ones when accompanied w ith  consonances; when accom

panied  w ith  d issonances th e  sm a lle r  w i l l  o ffen d  th e  e a r  le s s  than  th e  
83la rg e r  o n es . The "bad consonances" such as th e  d im in ished  f i f t h ,  a re

84more smoothly re so lv ed  in  th e  movement o f  sem itones th a n  o f  whole to n e s .

83C f. i b i d . .  f o l .  3Or.
84C f. i b i d . .  f o l s .  31v-32r.
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The p en u ltim ate  n o te  in  cadences g iv es  a  sweet e f f e c t  when sharpened and
85a hard  e f f e c t  i f  l e f t  unsharpened. Chromatic com positions a re  sweet

86because they  avoid  th e  s te p  o f  th e  whole tone , which i s  hard  and h a rsh .

In  g en e ra l th e  enharmonic d ie s i s  i s  sw eeter than th e  chrom atic  sem itone,

which in  tu rn  i s  sw eeter th an  th e  d ia to n ic  whole to n e : " . . . t h e  s h o r te r
87s te p s  w i l l  always g iv e  sw eeter h a rm o n y ...."  Consequently th e  chrom atic 

s e r ie s  i s  sw eeter th an  th e  d ia to n ic ,  and the  enharmonic i s  sw eeter th an
gA

th e  ch ro m atic . An example o f  a  p u re ly  d ia to n ic  p iece  i s  c h a ra c te r iz e d
89as f u l l  o f  "g re a t h a rsh n e s s ."

The a f f e c t iv e  c h a r a c te r i s t i c  d escrib ed  above was designed  to  p o in t

ou t th e  n a tu re  o f  a  genus as  i t  r e l a t e s  to  th e  n a tu re s  o f  th e  o th e r  two

g en e ra . A chrom atic p ie ce  i s  sw eeter than  a  d ia to n ic  one, b u t i t  does

n o t fo llow  th a t  a l l  chrom atic music i s  n e c e s sa r ily  condemned to  sw ee tn ess .

V icen tino  a ssu re s  us th a t  th e  a f f e c t iv e  range o f chrom atic music i s  q u i te

b road  and embraces sad n ess , c h e e rfu ln e ss , harshness, sw eetness, and mix- 
90tu re s  th e r e o f .  The reaso n  fo r  t h i s  broad a f fe c t iv e  range i s  probably  

th a t  in te rv a ls  o f  v a rio u s  n a tu re  a re  p o s s ib le  w ith in  th e  genus.

Throughout th e  t r e a t i s e  composers a re  encouraged to  mix v a rio u s

85C f. i b i d . .  f o l .  5 3 r .

“ C f. i b i d . ,  f o l .  62v.

87 v x
" . . . i  g ra d i p iu  c o r t i  daranno sempre p iu  dolce a rm o n ia . . .” I b id . .  f o l .

2Sv.

88C f. e .g .  i b i d . . f o l .  Av.

89I b id . ,  f o l .  5 2 r.

90C f. i b i d . .  f o l .  61v.
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genera  w ith in  one p ie c e  in  o rd e r  to  exp ress  m u sica lly  th e  p a ss io n s  o f 

th e  t e x t ,  Having in  mind h is  own p e c u lia r  understand ing  o f  th e  genera, 

V icen tin o  m ain tained  th a t  contem porary composers in  fa c t  unknowingly 

mixed a l l  th e  genera when th e y  used th e  m ajor and minor th i r d s  to g e th e r  

w ith  th e  d ia to n ic  in t e r v a l s .  He urged  them to  ta k e  th e  n ex t lo g ic a l  

s te p  and s t a r t  u sing  th e  sm a lle r  n o n -d ia to n ic  in te rv a ls  as  w e l l .  More

o v e r , one i s  allow ed to  mix w ith in  a  s in g le  com position n o t on ly  a l l  the

g enera  bu t a ls o  t h e i r  d iv e rse  v e r s io n s ,  in  o rder to  in su re  th e  maximum
91a f f e c t iv e  f l e x i b i l i t y  o f  m usic.

The modes

- Not o n ly  genera  b u t a lso  modes a re  endowed w ith  th e  power to  ex

p re s s  p a s s io n s . They a re  c h a ra c te r iz e d  in  t h i s  re sp e c t in  Book I I I ,  Chs. 
925-12 , and 15-22. S im ila r ly  to  in te r v a ls  and genera , modes a re  c l a s s i 

f ie d  in to  two opposed a f f e c t iv e  g roups: th e  a u th e n tic  modes a re  more

c h e e rfu l th an  t h e i r  r e s p e c tiv e  p la g a l modes and, o f  c o u rse , v ic e  v e rsa , 

th e  p la g a l modes a re  sad d er th an  t h e i r  a u th e n tic  c o u n te rp a r ts .  However, 

th e re  seems to  be much v a r ia t io n  in  th e  degree o f  in t e n s i ty  o f  th e  ch a r

a c te r  w ith in  each group, and i t  i s  p ro b ab le  th a t  V icen tin o  would co n sid e r 

some p la g a l modes to  be more c h e e r fu l th a n  even some a u th e n tic  ones, a l 

though c e r ta in ly  n o t more c h e e r fu l  th an  t h e i r  a u th e n tic  c o u n te rp a r ts .

Thus, th e  s ix th  mode i s  d e sc rib ed  as  s l i g h t l y  sad d er than  th e  f i f t h  but 

a ls o  c h e e rfu l and f i e r c e .  The reaso n  fo r  t h i s  c h e e r fu ln e s s , w hich--as 

th e  th e o r is t  e x p re ss ly  t e l l s  u s - - i s  q u i te  u n c h a r a c te r is t ic  o f  th e  m a jo rity

91C f. ib id . .  f o l s .  6 lv , 63v.

9 ̂  I b id . .  f o l s .  44v-46r, 47v-50v.
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o f  p la g a l  modes, i s  th a t  th e  s ix th  mode has a  m ajor th i r d  fo llow ed by 

a  m inor one above i t s  f i n a l .  The a s s o c ia t io n  a t  t h i s  e a r ly  d a te  o f  what 

was l a t e r  to  become known as th e  m ajor to n ic  t r i a d  w ith  c h e e rfu ln e ss  and 

by Im p lic a tio n  o f  the  minor to n ic  t r i a d  w ith  sadness i s  c e r ta in ly  w orth 

p o in tin g  o u t .

According to  V icen tino  composers should choose th e  mode a p p ro p ri

a te  to  th e  passio n s  o f  th e  te x t  they  s e t  to  m usic. This i s  d e c e p tiv e ly

a  sim ple p r in c ip le .  The mode o f  a  com position can be d isco v e red  by ob -
93se rv in g  i t s  bass p a r t .  However, we le a rn  th a t  when in  a  polyphonic

com position one p a r t  re p re s e n ts  an  a u th e n tic  mode, ano ther w i l l  always
94re p re s e n t th e  corresponding  p la g a l  one, and v ic e  v e rs a .  Thus a  p o ly 

phonic com position i s  never w r i t te n  in  a  pure mode b u t in  a  com bination 

o f  an a u th e n tic  w ith  i t s  corresponding  p la g a l .  How then  can one match 

a  mode w ith  th e  p ass io n s  o f  th e  words when one has learn ed  from V icen tin o  

h im se lf  th a t  an a u th e n tic  mode has a  more c h e e rfu l c h a ra c te r  th a n  i t s  

corresponding  p lag a l?  I t  i s  p o s s ib le  th a t  th e  answer to  t h i s  problem 

l i e s  in  the  p rev io u s ly  n o tic e d  a s s o c ia t io n  o f th e  s o -c a l le d  m ajor to n ic  

t r i a d  w ith  ch ee rfu ln ess  and o f  th e  m inor one w ith  sadness s in c e  such a 

t r i a d  i s  shared  by an a u th e n tic  mode w ith  i t s  co rresponding  p la g a l .

The m usical a r c h i te c tu re

V arious modes may be in tro d u ced  w ith in  a  s in g le  com position  in  

o rd e r  to  im ita te  d iv e rse  p a ss io n s  o f  th e  t e x t .  However, one mode has 

to  be e s ta b lis h e d  as th e  b a s ic  mode o f  th e  com position, and o th e r  modes

93C f. i b id . .  f o l .  4 8 r . 

94C f. i b i d . .  f o l .  60v.
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have to  be  t r e a te d  as  secondary . The form o f  a p ie c e , o r r a th e r  i t s  s t r u c 

tu r e  ( f a b r i c s ) —as V icen tino  c a l l s  i t ,  w i l l  be  determ ined by i t s  modal

o rg a n iz a t io n .  The t h e o r i s t 's  rem arks on m usical s tr u c tu r e  a re  so i n t e r 

e s t in g  th a t  th e y  d eserv e  an e x ten s iv e  q u o ta tio n :

The b ro a d e s t foundation  which th e  composer ought 
to  have i s  to  co n s id e r  on what he wants to  con
s t r u c t  h i s  com position , according to  th e  words, 
w hether e c c l e s i a s t i c ,  o r  of an o th e r s u b je c t .
The foundation  o f t h i s  s tru c tu re  i s  to  choose a
to n e , o r  mode, th a t  w i l l  s u i t  th e  argument o f  th e
w ords, o r  ano ther m usical theme, as th e  case may 
b e , and on th a t  good foundation  he w i l l  measure 
w e ll w ith  h is  judgment and he w i l l  draw th e  l in e s  
o f  th e  fo u rth s  and o f  th e  f i f t h s  o f  th i s  tone and 
o f  t h e i r  l im i t s ,  which w i l l  be th e  columns th a t  
w i l l  keep th e  s t r u c tu r e  o f th e  com position s ta n d 
in g . Although th e  fo u rth s  and f i f t h s  o f  o th e r  
modes may be p laced  between th e se  [fundam ental] 
fo u r th s  and f i f t h s ,  they  [ th e  in te r je c te d  fo u rth s  
and f i f t h s ]  w i l l  no t damage th i s  s t r u c tu r e  when 
p u t in  a  few p la c e s  and w ell accompanied in  the  
m iddle o f  th e  com position . With th e  v a r ie ty  o f 
a r c h i te c tu r e ,  th ey  w i l l  [ ra th e r ]  em b ellish  th e  
s t r u c tu r e  o f  th e  com position, as good a r c h i te c ts  
do who s k i l l f u l l y  e x p lo it in g  th e  l in e s  o f  th e  
t r i a n g le  d azz le  th e  s ig h t  o f  men and by t h e i r  
means ach ieve  th a t  a  facade o f  some b e a u t i fu l  
p a la c e , which in  a  p ic tu re  i s  p a in ted  v ery  c lo se  
to  th e  s ig h t  o f  th e  onlooker, w i l l  appear to  him 
v e ry  f a r  w ith o u t be ing  d is ta n t  a t  a l l .  This i l 
lu s io n  r e s u l t s  from knowing how to  accompany 
c o lo rs  w ith  l i n e s .  O ften a r c h i te c ts  accompany 
d iv e rse  manners o f  o rd e rs  o f  c o n s tru c tio n  in  one 
s t r u c tu r e ,  as one sees in  th e  c e le b ra te d  V itru v iu s :
The D oric o r d e r 9^ w i l l  be accompanied by th e  A tt ic  
one, and th e  C o rin th ian  by th e  Io n ic ; and they  a re  
so w e ll connected and u n ited  th a t  even though th e  
manners a re  d iv e r s e ,  th e  p r a c t ic a l  a r t i s t  using  
h i s  judgment composes the  s t r u c tu r e  p rop o rtio n ed  
w ith  v a rio u s  ornam ents. So i t  happens th a t  the  
composer o f  music can w ith  a r t  make v a rio u s  mix
tu re s  o f  fo u rth s  and f i f t h s  o f  o th e r  modes, and

95 In  th e  o r ig in a l  th e  same term —mode (modo) —is  used fo r  b o th  th e  a r c h i 
t e c tu r a l  o rd e rs  and fo r  th e  m usical modes, thus s tre n g th en in g  th e  
an a lo g y .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



he can em b ellish  th e  com position w ith  v ario u s  
in te r v a ls ,  p ro p o rtio n ed  accord ing  to  th e  e f f e c ts  
o f  th e  consonances a p p lie d  to  th e  words; and he 
should  observe c lo s e ly  th e  tone o r  th e  m o d e . 96

The m usical s t r u c tu r e  i s  to  be based on th e  fundam ental mode, th e

cho ice  o f  which w i l l  be governed by th e  words, and th e  two s te p s  which 

l im i t  th e  jux taposed  f i f t h s  and fo u rth s  o f  th e  mode ( th a t  i s  th e  f in a l  

and th e  s te p  a f i f t h  above th e  f in a l )  w i l l  se rv e  as th e  columns s u p p o rt

in g  th e  whole s t r u c tu r e .  Secondary modes may be in troduced  in  th e  cou rse  

o f  th e  com position , always fo llow ing  th e  w ords. These in te r je c te d  modes 

should  n o t b e  confused w ith  th e  fundam ental framework o f th e  s t r u c tu r e

b u t a re  to  b e  t r e a te d  a s  ornam ents in tro d u ced  fo r  th e  sake o f v a r ie ty

96 %" I l  maggior fondamento che de hauere  i l  Compositore s a ra  q u e s to , che
r ig u a rd e ra  so p ra  d i  che u o rra  f a b r ic a re  la  sua  com positione. secondo 
l e  p a ro le , o E c c le s ia s t ic h e . o d 'a l t r o  su g g e tto , e t  i l  fondamento d i  d e t t a  
f a b r ic a  s a ra  che e le g g e ra  un to n o , o un modo, che sa ra  in  p ro p o s ito , d e l le  
p a ro le , o s i a  d 'a l t r a  f a n ta s ia ,  & sop ra  quel fondamento m isu re r t  bene 
con i l  suo g iu d i t io ,  & t i r e r a  l e  l in e e  d e l le  Q uarte & d e l le  q u in te  d 'e s s o  
tono , sopra  11 buono fondamento, ie q u a l i  saranno l e  colonne che te rra n n o  
in  p ie d i  l a  f a b r ic a  d e l l a  com positione; & de su o i te rm in i, quantunque 
f r a  queste  Q uarte & q u in te  s i  r ip o n e sse  le  q u a rte  & le  q u in te  d ' a l t r i  
Modi. Q ueste non faranno danno a  e s sa  f a b r ic a  quando q u e lle  sa ran n o , 
in  a lc u n i lu o g h i d isp o s te , & con b e l  modo accompagnate n e l mezzo d i  d e t ta  
com positione, che con l a  u a r ie ta  d i  q u e lla  A rc h i te t tu r a ,  o rn e ra  l a  f a b r ic a  
d e l la  com positione, come fanno i  buoni A r c h i t e t t i ,  che con b e l modo d i  
p rocedere  con l e  l in e e  d e l  T riangu lo  fanno a b b a g lia r  l a  u i s t a  a  g l i  
huom ini, & con q u e lle  fanno p a re re ,  una f a c c ia ta  d i  qualche be l P a lazzo , 
che s a ra  d ip in ta  m olto appresso  a l i a  u i s t a ,  d i  c o lu i  che g u ard e ra  t a l  
p i t t u r a  & a  q u e llo , e s sa  l i  p a re ra  m olto lo n tan a  & non s a r a .  Q uesta 
a p p a re n tia  auu iene da i l  modo d i  sap e re  accompagnare i  c o lo r i ,  con l e  
l in e e ,  & anchora m olte u o l te ,  g l i  A r c h i t e t t i  accompagnano d iu e rse  m aniere, 
de i  modi d e l  f a b r ic a r e  in  una f a b r ic a  come s i  uede n e l c e le b ra to  V itru u io , 
che i l  modo D orico, s a r a  accompagnato con l 'A t t i c o ,  & i l  C o r in t io ,  con 
i l  Ion ico  & sono ta lm en te  bene c o l l i g a t i ,  & u n i t i ,  anchora che le  m aniere 
s ian o  d iu e rse , nondimeno, 11 p r a t t i c o  a r t e f i c e ,  con i l  suo g iu d i t io ,  corn- 
pone l a  f a b r ic a  con u a r i j  ornam ent! p ro p o rtio n a ta , c o s i  auu iene a l  com
p o s ito re  d i  M usica, che con l ' a r t e  puo f a r  u a r ie  com m istioni, d i  Q uarte ,
& d i  q u in te  d ' a l t r i  Modi, e t  con u a r i j  g ra d i ad om are  la  com positione p ro 
p o r tio n a te  secondo g l i  e f f e t t i  d e l le  consonanze a p p l ic a t i  a l l e  p a ro le ,
& de m olto ossezruare i l  ton o , o i l  modo." I b id . . f o l s .  4 7v-48r.
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and e x p re ss iv e  f l e x i b i l i t y .  I t  i s  in te re s t in g  th a t  th e  a r t  o f  th e  com

p o se r  o rg an iz in g  th e  form o f  h i s  work i s  compared w ith  th a t  o f  a  p a in te r  

o rg a n iz in g  forms in  space by means o f  p e rsp e c tiv e , c re a t in g  th e  i l lu s io n  

o f  dep th  on a  tw o-dim ensional su rfa c e  through l in e s  converging in  a  s in g le  

p o in t  and marking th e  d im in ish in g  s iz e s  o f reced in g  o b je c ts .  There i s  

fu r th e r  com parison w ith  an a r c h i te c t  who i s  a b le  to  u n ite  d iv e rse  o rd e rs  

in  one s t r u c tu r e .  The a r t  o f  a  composer, as  th a t  o f  a  p a in te r  o r  an 

a r c h i te c t ,  enab les  him to  o rgan ize  d iv e rse  elem ents in to  a  s tr u c tu re  based

on a  8 in g le ,  u n ify in g , fundam ental p r in c ip le ,  be  i t  p e rsp e c tiv e  o r  th e  
97b a s ic  mode. U nderlying V ic e n tin o 's  thought on m usical form i s  the  need 

to  ach ieve a  ba lan ce  betw een th e  demand o f  e x p re ss iv e  f l e x i b i l i t y  and o f  

a  n o n -ex p ress iv e , p u re ly  form al id e a l ,  the  work seen  as a  u n if ie d  w hole.

Although in  th e  l a s t  sen ten ce  o f  th e  passage quoted above the  com

p o se r i s  urged to  observe c lo s e ly  th e  b a s ic  mode o f  h is  com position, in  

th e  passage im m ediately fo llow ing  we lea rn  th a t  in  c e r ta in  v e rn acu la r 

com positions, such as so n n e ts , m ad rig a ls , and canzonas, which t r e a t  numerous 

and d iv e rse  p a ss io n s , i t  i s  p o s s ib le  to  s t a r t  th e  p iec e  in  one mode and 

end in  a n o th e r , i f  th e  te x t  so r e q u ire s .  U sually ,how ever, th e  p iece  w i l l  

s t a r t  and end in  i t s  b a s ic  mode, and secondary modes w i l l  be in troduced

97
Comparisons between music and a r c h i te c tu re  were f re q u e n tly  made by 

R enaissance w r i te r s  on th e  b a s is  o f  num erical r a t io s  be ing  common to  
bo th  m usical consonances and to  a r c h i te c tu ra l  p ro p o r t io n s .  Cf. Rudolf 
W ittkower, A rc h ite c tu ra l  P r in c ip le s  in  the Age o f  Humanism (London:
The Warburg I n s t i t u t e  1949); Robert K lein, La forme e t  1 1 i n t e l l i g i b l e .
M erits  su r  l a  R enaissance e t  l ' a r t  moderne ( P a r is :  G allim ard, 1970),
pp . 151-173; Jean-M arc Bonhote, "Resonance m usica le  d 'u n e  V i l la  de P a l la d io ,"  
M usica D is c ip lin a , XXV (1971), 171-178. Pythagorean sp e c u la tio n s  o f t h i s  
k ind w ere, however, thorough ly  d i s t a s t e f u l  to  V icen tin o  who, w ith  h is  
u su a l o r ig in a l i t y ,  managed to  make h is  comparison on a  d i f f e r e n t  ground.
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98o n ly  in  th e  m id d le . The f i f t h s  and fo u r th s  o f  th e  b a s ic  mode w i l l  be
99th e  oner ~ost f re q u e n tly  used in  th e  com position . T h e ir l im it in g  

p itc h e s -  » f in a l  and i t s  upper f i f t h —"w ill be the  columns su p p o rtin g  

th e  whole s t r u c tu r e ,  as  we have lea rn ed  above. The in te r n a l  and f in a l  

cadences o f  th e  p ie c e  w i l l  be b u i l t  m ostly  on th o se  p itc h e s  and a lso  on 

th e  p i tc h e s  l im it in g  th e  f i f t h s  and fo u rth s  o f  th e  secondary  modes.

The s k e le to n  o f  th e  m usica l s t r u c tu r e  could be v is u a l iz e d  a s  c o n s is tin g  

o f  th e  fundam ental le v e l  in  which th e  cadences b u i l t  on  th e  p itc h e s  

l im it in g  th e  f i f t h s  and fo u r th s  o f  th e  b a s ic  mode would se rv e  as  p o in ts  

o f  re p o se —columns su p p o rtin g  th e  whole s tru c tu r e - - a n d  o f  th e  tipper le v e ls  

in  which s im i la r  r o le  would be p layed  by th e  cadences b u i l t  on th e  p itc h e s  

l im i t in g  th e  f i f t h s  and fo u rth s  o f  secondary  modes.

T h is  s k e le to n  can b e  f le sh e d  o u t w ith  p i tc h -m a te r ia l  coming from

a l l  th e  g e n e ra . The m ixing o f g en era  w i l l  n o t in tro d u ce  t o t a l  chaos p re 

c i s e ly  because th e  p iece  h as t h i s  firm  in te r n a l  s k e l e t o n . M o r e o v e r ,  

in  t h i s  c o n tex t i t  becomes p o s s ib le  to  understand  V ic e n tin o 's  well-known 

rem arks to  th e  e f f e c t  th a t  a  s in g le  com position may be perform ed w ith  

o r  w ith o u t a c c id e n ta ls .  More p r e c is e ly ,  he in d ic a te s  th a t  a  com position 

may be perform ed in  th re e  ways: 1) w ith o u t a c c id e n ta ls ;  2) w ith  chrom atic

s ig n s ;  3) w ith  chrom atic and enharmonic s ig n s ;  o r  even in  f iv e :  1) d ia 

to n ic ;  2) ch rom atic ; 3) chrom atic and enharm onic; 4 ) d ia to n ic  and chrom atic

go
C f. e .g .  i b i d . ,  f o l .  7 9 r.

99C f. i b i d . ,  f o l .  6 6 r .

100C f. i b i d . ,  f o l .  5 5 r .

101C f. i b i d . ,  Book I I I ,  Ch. 48, f o l s .  64v-65v.
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1025) d ia to n ic ,  chrom atic , and enharm onic. Thanks to  th e  co n s tan t i n t e r 

n a l  sk e le to n  th e  com position w i l l  r e t a in  i t s  s t r u c tu r a l  id e n t i ty ,  a lthough  

i t s  a f f e c t iv e  "n a tu re "  w i l l  be somewhat changed in  each perform ance.

One cannot overem phasize the im portance o f  V ic e n tin o 's  id ea  o f  

m usical form fo r  th e  p roper understand ing  o f  h i s  concep tion  o f  non- 

d ia to n ic  ism . I f  we want to  g rasp  n o t on ly  th e  ex p ress iv e  b u t a lso  th e  

s t r u c tu r a l  fu n c tio n  o f  chrom aticism  in  any m usical work, we have to  in 

v e s t ig a te  th e  chrom atic phenomena w ith in  th e  con tex t o f  th e  whole p ie c e .

In  th e  f i r s t  p a r t  o f  t h i s  ch ap te r I  have t r i e d  to  show th e  r e l a t iv e  im

p o rtan ce  o f  the  n o n -d ia to n ic  s te p s  w ith in  th e  whole s te p -h ie ra rc h y . I  

hope th a t  in  th e  above d isc u ss io n  o f  th e  m usical a r c h i te c tu re  I  have been 

a b le  .to  in d ic a te  th e  p o s it io n  o f  th e  genera w ith in  th e  o v e ra l l  co n tex t 

o f  th e  form al phenomena.

More co n se rv a tiv e  th e o r is t s  o f  the  tim e dep lo red  th e  f a c t  th a t  

th e  in d isc r im in a te  use o f  a c c id e n ta ls ,  the  d e s ir e  to  mix th e  genera , 

d estro y ed  th e  modal o rd e r o f  a  com position . G h ise lin  Danckerts a tta c k e d  

th e  "greenhorn composers" (com posito ri n o v e l l i l  o f  h i s  tim e fo r  t h e i r  

"new manner" (nuova m aniera) which c o n s is te d  p r im a r ily  in  th e  fa c t  th a t  

t h e i r  way o f u sing  a c c id e n ta ls  d estroyed  th e  mode o f  a  com position:

I  s h a l l  n o t leave o u t th e  account o f th e  abuse 
th a t  was in troduced  in  our tim e, n o t many y ears  
ago, by c e r ta in  greenhorn composers in  composi
t io n  o f polyphonic w orks. Having sco rn  fo r a l l  
good laws, o rd e rs , and a n c ien t ru le s  (persuading  
them selves th a t  w ith  t h e i r  new laws and ru le s  
they  w il l  ta k e  away th e  fame from o th e r  com posers),

C f. i b i d . .  f o l .  67v. Kaufmann c o r re c t ly  observed th a t  " i f  th ese  r e 
marks a re  a  r e f l e c t i o n  o f  contemporary p r a c t ic e ,  they  h e lp  to  b o ls te r  
L ow insky 's th e s is  o f  a  's e c re t  chrom atic a r t . ' "  The L ife  and Works o f 
N ico la  V icen tin o . p .  144. C f. a lso  C arl D ahlhaus, "Zur chrom atischen 
Technik C arlo  G esu ald o s," A nalecta M usicolopica. IV (1967), 77-96.
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th ey  show th a t  th ey  do no t know th e  o rd e rs  o f  
th e  a u th e n tic  and p la g a l inodes th a t  have to  be 
n e c e s s a r i ly  observed in  d ia to n ic  com positions 
so as n o t to  e n te r  in to  d iso rd e rs  because o f  
which ev e ry th in g  goes to  ru in ,  o r  i f  th ey  know 
them th e y  show th a t  th ey  do n o t want to  observe 
them, busying them selves o n ly  w ith  sharpening 
and f la t t e n in g  n o te s  beyond th e i r  o rd in a ry  in 
to n a tio n , in  o rd e r  to  reduce not o n ly  th e  i n t e r 
v a l o f  m inor sem itone in to  a  whole tone ( e .g .
B-ctf o r  C-B^), b u t a lso  th e  in te rv a l  o f  th e  
whole to n e  in to  a  m inor sem itone ( e .g .  A-B^ o r  
D-C#), o r (which i s  worse) in to  a  minor th i r d  
( e .g .  F-Gn-A). They do i t  w ithou t g iv in g  any 
reaso n , excep t t h a t  they  compose in  such way 
in  a  new m anner. They l i k e  to  do i t ,  s in c e  
th ey  see  th a t  a ls o  o th e rs  do i t ,  and th u s , one 
b l in d  man lead in g  a n o th e r , they  a l l  tumble 
down in to  th e  d i t c h . 103

A ccid en ta ls  can be used o c c a s io n a lly  when th ey  are n ecessa ry , but not

in  such a  way as  to  d e s tro y  th e  mode o f  a  com position . They a re  used

p r im a r ily  to  supply  p e r fe c t  fo u rth s  and f i f t h s  where th e se  would be

o th erw ise  m iss in g . But they should  be introduced sp a r in g ly , so as to

make i t  c le a r  th a t  they  a re  used  a c c id e n ta l ly .  O therw ise, as we a lread y

know, they  w i l l  produce m odulation , t r a n s p o s i t io n ,  o r  b o th , th ey  w i l l

^®^"Non la s c ia ro  d i  d i r e  d e l l a  abusione che a  tem pi n o s t r i  da pochi aim i 
in  qua e n a ta  n e l  comporre i  c a n t i  f i g u r a t i ,  da c e r t i  com posito ri n o v e l l i ;  
i  q u a l i  d isprezzando  t u t t e  le  buone le g g i:  o r d in i :  e re g o le  antic 'ne
(persuadendosi con l e  lo r  r.ove le g g i  e re g o le , d i  to g l ie r e  la  fama a  g l i  
a l t r i  com posito r!) d im ostrano non sa p e re  g l i  o r d in i  d e l l i  tu o n i a u te n t ic i  
e p la g a l i ,  che sono n e c e s s a r i i  d i  o s s e rv a r s i  n e l l i  c a n t i  d ia to n ic i ,  per 
non e n tra re  n e l l i  d is o r d in i ,  p e r  l i  q u a l i  o g n i cosa va in  ro v in a ; 3 se 
g l i  saimo m ostrano non v o l e r l i  o s se rv a re , facendo p ro fe s s io n e  solam ente, 
d i  a lz a re  e t  abbazzare le  n o te  fu o r d e l la  l o r  o rd in a r ia  in to n a tio n e , p e r 
r id u r r e  non solam ente l ' i n t e r v a l l o  d e l sem iton io  minore a  tuono in t ie ro
c o s i  overo c o s i  [Pbi_> ma ancho l ' in t e r v a l l o  d e l tuono a sem i-
to n  minore c o s i • ci c o s i  £^jfrO -- overo (quelche e peggio) a  sem idi-
tono c o s i  y . — & c io  senza asseg n are  rag g io n  veruna se  non che com-
pongono d i  q u es ta  s o r te  a l i a  nuova m aniera, e t  pi&ce c o s i a  lo ro  d i  f a r lo  
vedendo che anchora a l t r i  lo  fanno . e c o s i l 'u n  c ieco  guidando 1*a l t r o ,  
t u t t i  cascano n e l f o s s o ."  D anckerts , o p . c i t . ,  P a r t  I I I ,  Ch. 3, f o l .
407v.
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d e s tro y  th e  mode o f  a  com position . The in n o v a to rs  th in k  th ey  a re  r e s t o r 

ing  a n c ie n t g enera , when in  r e a l i t y  th ey  ju s t  tra n sp o se  sem itones from 

t h e i r  p ro p e r  p o s it io n s  w ith o u t r e a l ly  leav in g  th e  d ia to n ic .  D anckerts

advocates  th e  a c c id e n ta l  use o f  chrom atic s te p s ,  when n ecessa ry , b u t he
104abhors t h e i r  m odulating o r  tra n sp o s in g  u se . V ic e n tin o 's  s o p h is t ic a te d  

view  o f  fo rm al a r c h i te c tu re  was needed to  show th a t  th e  m ix tu re  o f  genera 

and modes d id  n o t have to  c re a te  to n a l  chaos.

Norm and l ic e n c e

1 have suggested  above th a t  V ic e n tin o 's  id ea  o f  m usical a r c h i te c 

tu r e  r e s u l te d  from an a ttem p t to  accommodate two opposing im pulses which 

f o r  him la y  behind an a c t  e f  r e p o s i t i o n :  on th e  one hand th e  need to

ex p ress  m u s ic a lly  th e  d iv e rse  p ass io n s  o f  th e  w ords, on th e  o th e r  th e  

need to  ach iev e  a  coheren t w hole, a  form u n if ie d  by  a  s in g le ,  a l l -  

pervad ing  p r in c ip le .  In  more g en e ra l term s, i t  i s  th e  te n s io n  between 

th e  c o n f l ic t in g  demands o f  u n ity  and v a r ie ty  which u n d e r lie s  V ic e n tin ia n  

p o e t ic s .  On th e  le v e l  o f  form th e  c o n f l ic t  i s  re so lv ed  by su b je c tin g  

th e  v a r i e ty  o f  modes and genera  to  a  u n ify in g  s k e lto n  o f th e  b a s ic  mode.

On th e  co n tra p u n ta l le v e l th e  a n a lo g ic a l c o n f l ic t  invo lves what m ight 

b e  la b e le d  a  norm and a  lic e n c e , a  s tan d a rd  usage and a d e f le c t io n  from 

i t .

C h a r a c te r i s t ic a l ly ,  th e  whole s t r e s s  i s  p u t on th e  id e a l  o f  v a r i e t a . 

V icen tin o  w r i te s  a g a in s t  th e  background o f  contem porary R enaissance th eo ry  

and p r a c t ic e ,  which emphasized such id e a ls  a s  harmony, u n i ty ,  and s t a b i l i t y .  

He ta k e s  th e  e x is te n c e  and n e c e s s i ty  o f  th o se  id e a ls  fo r  g ran ted  and devotes

104C f. i b i d . .  P a r t  I I I ,  Chs. 3 -4 , f o l s .  4 0 8 r-4 1 0 r. C f. a lso  p p . 3 7 f f .  
above.
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a l l  h i s  energy to  th e  p ro p ag a tio n  o f  t h e i r  o p p o s ite , v a r ie ty .  His th eo ry  

o f  co u n te rp o in t i s  n o t r a d ic a l ly  d i f f e r e n t  from th a t  smnma of Renaissance 

m usical grammar, G ioseffo  Z a r l in o 's  Le I s t i t u t i o n l  harrooniche. P art I I I  

(1558), a lthough  i t  i s  co n s id e rab ly  le s s  sy s te m a tic . The b a s ic  d iffe re n c e  

between those  two s tu d en ts  o f  A drian W illa e r t i s  th a t  whereas Z arlino  

d esc rib ed  the  normal ru le s  o f  co u n te rp o in t as p e r fe c te d  by h is  teach er 

and p ra c tic e d  by th e  composers o f  h is  own g e n e ra tio n , V icentino took 

th o se  norms fo r  g ran te d , d esc rib ed  them r a th e r  s k e tc h ily ,  and was much 

more in te re s te d  in  ex p lo rin g  th e  p o s s i b i l i t i e s  o f  d e v ia tin g  from them.*8^

In  a v o cal work th e  te x t  j u s t i f i e s  th e  l ic e n c e : " . . .a n y  wrong

s te p  w ith  bad consonance may be used w ith  words, accord ing  to  th e i r  e f 

f e c ts  . . . . Unl i mi t ed freedom i s  g ran ted  in  th e  trea tm en t o f v e rn acu la r 

t e x t s ;  "cose e c c le s ia s t ic h e '. ' should  be approached w ith  more r e s p e c t .

A com poser's freedom is  most r e s t r i c t e d  in  in s tru m e n ta l music, s ince  

lic e n c e s  th e re  cannot be j u s t i f i e d  by t e x t .  For t h i s  reason in strum en tal

music should be as sweet and harmonious as p o s s ib le ,  b u t even th e re  v a r ie ty  
108i s  n e c e ssa ry . For th e  same reason  n o t a l l  vocal com positions can be

Many sc h o la rs  id e n t i fy  th e  tendency to  d ep a rt from p rev io u sly  e s ta b 
l is h e d  c la s s i c a l  norms in  o rd er to  express th e  te x t  as one of the  c h ie f  
s t y l i s t i c  t r a i t s  o f  m usical mannerism. V icen tino  was c e r ta in ly  one o f 
th e  most e loquen t e a r iy  exponents o f m annerist te n d e n c ie s . Cf. Claude 
V. P a l is c a ,  "A C la r i f ic a t io n  o f  'M usica R e se rv a ta ' in  Jean I a i s n i e r 's  
'A s tro lo g ia e , ' 1559." Acta M usico losica . XXI (1959), 133-151; Kaufmann, 
The L ife  and Works o f N icola V icen tin o . Ch. 4 : "R eservata—A Problem
of M usical Mannerism, 11 pp. 175-224.

*88" . . .o g n i  mal g rado , con c a t t iv a  consonanza, so p ra  le  p aro le  s i  p o t r l  
u sa re , secondo i  lo ro  e f f e t t i . . . . "  V icen tin o , L 'a n t ic a  musica. f o l .  48 r.

107C f. e .g .  i b i d . ,  f o l .  27v.

108C f. e .g .  i b i d . ,  f o l .  3 5 r.
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109perform ed In s tru m e n ta lly . But even though th e re  a re  no words to  guide 

o r  j u s t i f y  him, an in s tru m e n ta l composer can im ita te  in  h is  works th e  

a f fe c t io n s  o f  in c ite d n e ss  and s o f tn e s s .

I  f in d  i t  im possib le  to  show w ith  any p re c is io n  th e  r e l a t io n  b e 

tween, on th e  one hand, th e  d iv is io n  o f  co n tra p u n ta l usage in to  normal 

and l ic e n t io u s  and, on th e  o th e r ,  th e  d iv is io n  o f th e  genera  in to  d ia to n ic  

and n o n -d ia to n ic . I t  i s  q u ite  c e r ta in  th a t  not a l l  use o f  n o n -d ia to n ic ism  

would be regarded  as  d e v ia tin g  from th e  norm, j u s t  as n o t a l l  d ia to n ic  

c o u n te rp o in t i s  c o r re c t .  One can on ly  suppose th a t  th e re  would be more 

"norm" on th e  s id e  o f  d ia to n ic ism  and more " l ic e n c e "  on th a t  o f non- 

d ia to n ic ism . At any r a t e ,  th e  n o n -d ia to n ic  re so u rces  may be used n o t 

on ly  w ith  v e rn a c u la r  b u t a ls o  w ith  e c c l e s i a s t i c a l  t e x t s ,  and in  i n s t r u 

m ental w orks.

U n fo rtu n a te ly  V icen tino  says v e ry  l i t t l e  about th e  use o f  chrom atic

and enharmonic n o tes  in  c o u n te rp o in t. In  a  tw o -p a rt com position one should

avoid  two co n secu tiv e  v e r t i c a l  im p erfec t consonances o f  th e  same s i z e .
112A ccid en ta ls  a r e  used to  make one o f  them m inor o r  th e  o th e r  m ajor.

C h a r a c te r i s t ic a l ly ,  t h i s  i s  n o t an a b so lu te  p ro h ib it io n , b u t r a th e r  adv ice
113fo r  th e  sake o f  v a r i e ty .  In  g e n e ra l, a c c id e n ta ls  a re  used to  change 

minor consonances in to  m ajor ones and v ic e  v e rs a  and to  make th e  consonances

109c f . i b i d . . f o l . 27 v .

u o c f . i b i d . . Book V, Ch. 65, f o l s .  I4 6 r- l4 6 v

U 1 C f. i b i d . . fo ls . 6 lv ,  I4 6 r .

n 2 C f. i b i d . . f o l . 83 v .

U 3 C f. i b i d . . f o l . 36v.
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p e r f e c t .  The composer I s  adv ised  to  p rep a re  an a c c id e n ta l  n o te  by p re -
114ceding i t  w ith  a  n a tu ra l  one a  f i f t h  o r  fo u rth  above o r  below .

The use o f  th e  n o n -d ia to n ic  re so u rc e s  i s  l in k e d  w ith  the id e a l  

o f  v a r i e ty .  Mixing genera  in  a  com position i s  encouraged, because i t  

e n la rg es  th e  v a r ie ty  o f  i n t e r v a l s . B e s i d e s ,  i t  i s  th e  fu n c tio n  o f  

d issonances to  in tro d u ce  v a r ie ty ,  and th e  number o f  d issonances i s  

o b v io u sly  en la rg ed  once th e  n o n -d ia to n ic  no tes  a re  u sed .

Perform ance

L ike most t h e o r i s t s ,  V icen tino  i s  more in te r e s te d  in  com position 

th an  in  perfo rm ance. Among h is  s c a t te re d  rem arks on perform ance p r a c t ic e ,  

some concern n o n -d ia to n ic  m usic o r  a re  o th erw ise  re le v a n t to  our s u b je c t .

I  would l i k e  to  m ention them h e re .

I t  i s  w orth remembering th a t  th e  l in e  s e p a ra tin g  com position and 

perform ance was much le s s  c le a r  in  the s ix te e n th  cen tu ry  than  i t  i s  to d ay . 

Undoubtedly th e  R enaissance recognized  com position and perform ance as 

two d i s t i n c t  a re a s  o f  m usical a c t i v i t y .  But th e  two a reas  overlapped  and 

f re q u e n tly  i t  i s  hard  to  d ec id e  w hether a  phenomenon belongs to  th e  f i e ld  

o f  com position  o r  to  th a t  o f  perform ance. Indeed such a  d e c is io n  i s  q u ite  

u n n ecessa ry , i f  we keep in  mind the  f a c t  th a t  a  R enaissance m usician  was 

l ik e ly  to  reg a rd  h is  m usical a c t i v i t y  as an uncom partm entalized w hole.

The concept o f  movement ( i l  moto) which embraces bo th  rhythm and

114
C f. i b i d . .  f o l s .  80v-81r.

* ^ C f .  i b i d . ,  f o l s .  6 4 v -6b r.

116C f. i b i d . .  f o l .  29v.
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tempo I s  an  example o f  th e  b o rd e r phenomena I  have in  m ind. To a  c e r ta in  

e x te n t th e  movement may be composed and n o ta te d ; to  a  c e r ta in  ex ten t i t  

must be l e f t  to  th e  d is c r e t io n  and good sense o f  the  p e rfo rm ers . As a l 

ready  n o ted , movement i s  th e  t h i r d  a sp e c t o f  m usic, a f t e r  v e r t i c a l  and 

h o r iz o n ta l  in te r v a ls ,  which should  be used to  exp ress  th e  passio n s  o f

th e  w ords.*17 In  g e n e ra l, f a s t  movement i s  used in  a  c h e e rfu l composi-
118t io n  and slow movement goes w e ll w ith  m elancholic  m usic . I t s  appro

p r ia te n e s s  to  th e  words i s  o f  g r e a t  im portance to  a  su c c e ss fu l composi

t io n ,  s in c e  th e  movement can a f f e c t  th e  n a tu re  o f  th e  in te rv a ls  and change
119th e  c h a ra c te r  o f  th e  whole p ie c e .  S p ec ia l c o n s id e ra tio n  should be

g iven  to  th e  chrom atic and enharmonic in te rv a ls  th a t  cannot be p ro p e rly

p erce iv ed  in  a  movement which i s  to o  f a s t  o r  too  slow ; they  r e q u ire  moder- 
120a te  movement. P erfo rm ers, alw ays observ ing  th e  w ords, can vary  th e

121tempo w ith in  a  com position .

Dynamics, w hich—as V icen tin o  th in k s --c a n n o t be  n o ta te d , may a lso

v ary  w ith in  a  s in g le  p ie c e ;  in  t h i s  re sp e c t too  th e  t e x t  should guide th e  
122p e rfo rm ers . V ic e n tin o 's  rem arks concerning dynamics a re  no t e n t i r e ly  

c l e a r ,  s in c e  th e  vocabu lary  a p p ro p ria te  to  th e  problem  was no t y e t developed 

in  h i s  tim e . In  p a r t i c u la r  i t  i s  n o t always p o s s ib le  to  d is t in g u is h  w hether

117C f. p . 50 above.

118C f. V icen tin o , L * an tica  m usica. f o l s .  81v-82r, 8 6 r .

11QiA*Cf. i b i d . .  f o l s .  27r-27v, 4 2 r .

120C f. i b i d . .  f o l .  6 7 r .

121C f. i b i d . .  f o l .  94v.

122C f. i b i d . ,  lo c . c i t .
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th e  th e o r i s t  has in  mind th e  dynamic le v e l  o f  th e  perform ance, o r  th e

s iz e  o f  th e  perform ing group, o r even th e  p la c e  o f  th e  perform ance. A ll

th e se  a sp e c ts  o f  perform ance a re  s tro n g ly  in te rc o n n e c te d . Enharmonic
123music should  be sung " . . . i n  th e  chambers and in  a  low v o i c e . . . . "  The

p u re  in to n a tio n  o f  a c c id e n ta l o c tav es  i s  v e ry  hard  when sung in  a  f u l l

v o ice  (a  p ien a  v o c e ) . I t  w i l l  be e a s ie r  in  chamber m usic which i s  sung 
124s o f t l y  (p iano ) . But in  Book I I I ,  Ch. 44 V icen tin o  g iv es  an  example 

o f  " . . . a  l i t t l e  ch e e rfu l m otet, com pletely  ch rom atic , which we s in g  in  

church on th e  day o f  th e  R esu rre c tio n  o f  o u r Lord, so  th a t  everybody

may see  th a t  th e  chrom atic music can be sung in  th e  churches w ith  a  loud
..125 v o ic e . "

In stru m en ta l accompaniment w i l l  h e lp  s in g e rs  to  so lv e  th e  problems
126o f  in to n a tio n  in  n o n -d ia to n ic  m usic . The archicem balo in  p a r t i c u la r

i s  an in d isp e n sa b le  to o l fo r  accompaniment and a ls o  fo r  le a rn in g  how to
127s in g  th e  unusual in te rv a ls  c o r r e c t ly .  But th e  g r e a te s t  and unprece

den ted  advantage th a t  th e  archicem balo and a rc io rg an o  have over a l l  o th e r  

in s tru m en ts  i s  th a t  they  make a l l  t r a n s p o s it io n s  p o s s ib le .  This means 

th a t  i t  i s  p o s s ib le  to  accompany o r to  answer a  c h o ir  in  any mode on th e

123 " . . . n e l l e  camere, & con b a ssa  u o c e . . . . "  I b id . ,  f o l .  65v.

124C f. i b i d . ,  f o l .  3 7 r .

125 " . . . u n  M ote ttino  a lle g ro  t u t t o  Crom atico, i l  quale  n o i cantiam o in  
c h ie s a  i l  g io rno  d e l la  r e s u r r e t t io n e  d e l n o s tro  s ig n o re , a c c io  che ogniuno 
uegga che l a  m usica Crom atica s i  puo c an ta re  n e l le  ch ie se  ad a l t a  u o ce ."  
I b id . ,  f o l .  6 lv .

126C f. e .g .  i b i d . ,  f o l .  3 7 r.

127
* #C f. i b i d . ,  f o l .  16v .
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128p i t c h - le v e l  conven ien t to  th e  s in g e r s .  V icen tin o  d is c u s se s  what he

c a l l s  "chrom atic tr a n sc r ip tio n "  (th a t i s ,  tr a n sp o s it io n )  alw ays in  th e
129co n tex t o f  an in s tr u m e n ta lis t  who accompanies or answers s in g e r s .

This i s  th e  co n tex t in  which th e  id ea  o f  tr a n sp o s it io n  makes sen se  in  

a m u sica l w orld which does not know an a b so lu te  p itc h  stan d ard . An in 

s tr u m e n ta lis t  p la y in g  V ic e n tin o 's  super-instrum ents w i l l  be a b le  to  tr a n s 

pose any com position  to  any p i t c h - le v e l  and thus to  accommodate th e  

s in g e r s .

The p o e tic s  o f  im ita t io n

Im ita t io n  o f  th e p a ss io n s  o f  the words i s  th e  b a s ic  p r in c ip le  o f  

V ic e n t in o 's  p o e t ic s ,  g iv in g  i t  i t s  u n ity  and governing both com position  

and performance p r a c t ic e .  There i s  a chain o f  im ita tio n  which s t a r t s  

w ith  th e " su b ject o f  th e  words" (th a t i s ,  th e  p a ss io n s) and ends in  p er

form ance. F ir s t  th e  composer im ita te s  v a r io u s su b je c ts  o f  th e  words by 

d e v is in g  v a r io u s  manners o f  com position . Then th e  s in g e r  im ita te s  th ose  

v a r io u s  s u b je c ts  and manners o f  com position by u sin g  d iv e r se  ways o f  

s in g in g :

Com positions d i f f e r  according to  th e su b je c ts  on  
which th ey  are made, and some s in g e rs  o f t e n  do 
not pay a t te n t io n  in  s in g in g  to  what th e  compo
s i t i o n  i s  about and s in g  w ithout any co n sid era 
t io n  and always in  a c e r ta in  way o f  th e ir  own 
according to  th e ir  own nature and h a b it . Compo
s i t i o n s  th a t are made on various su b je c ts  and 
v a r io u s m usical themes carry w ith  them various  
manners o f  composing and thus th e s in g e r  should  
con sid er  th e  mind o f  the m usical poet as w e l l  as

I28C f. i b i d . .  f o l .  128r.

129C f. e .g .  i b i d . ,  Book I I I ,  Ch. 14, f c l s .  46v-47v.
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th e  v e rn a c u la r  o r  L a tin  p o e t,  and im ita te  th e  
com position w ith  th e  v o ic e , and use  d iv e rse  ways 
o f  s in g in g  as a re  d iv e rse  th e  manners o f  th e  
compos i t i o n s . 130

The words im ita te  th e  p a s s io n s ;  th e  composer im ita te s  th e  w ords, and th e  

s in g e r  im ita te s  th e  m usic, and w h ile  doing so bo th  im ita te  th e  p a s s io n s .

As th e  composer should  go beh ind  th e  l e t t e r  o f  th e  words and im ita te  t h e i r  

s p i r i t ,  so th e  s in g e r  should  p e n e tra te  behind  th e  l e t t e r  o f  th e  m usical 

te x t  to  i t s  s p i r i t .  In  b o th  cases th e  p assio n s  c o n s t i tu te  th e  u ltim a te  

r e fe re n c e .

The concept o f  im ita t io n  c re a te s  an in tim a te  l in k  betw een th e  a r t

o f  th e  p o e t, th e  composer (whom V icen tin o  s ig n i f i c a n t ly  c a l l s  P o e ta  M usico).

and th e  s in g e r .  M oreover, i t  a s s o c ia te s  th e  a r t  o f  s in g in g  w ith  o ra to ry .

The s in g e r  should  im ita te  th e  methods o f  th e  o r a to r :

The ex p erien ce  o f  th e  o r a to r  teach es  him . For 
one sees  by th e  way he d e l iv e r s  th e  o r a t io n  th a t  
he speaks now lo u d ly , now s o f t l y ,  now s lo w er, 
and now f a s t e r ;  and w ith  t h i s  he moves th e  l i s 
te n e rs  v e ry  much. T his way o f  changing th e  meas
u re  has a g re a t  e f f e c t  on th e  s o u l.  For t h i s  
reaso n  one w i l l  s in g  m usic by h e a r t  in  o rd e r  to  
im ita te  th e  ac c e n ts  and th e  e f f e c t s  o f  th e  p a r ts  
o f  th e  o r a t io n .  What e f f e c t  would th e  o ra to r  
have i f  he r e c i te d  a  b e a u t i f u l  o ra t io n  w ith o u t 
th e  re so u rces  o f  a c c e n ts ,  p ro n u n c ia tio n , ra p id  
and slow movement, and s o f t  and loud speech?
T his would no t move th e  l i s t e n e r s .  So i t  should  
be in  m usic, because  i f  th e  o r a to r  moves the  
l i s t e n e r s  w ith  th e  a b o v e -s ta te d  re so u rc e s , how

" D if fe re n t i  sono le  co m p o sitio n i, secondo che sono i  s u g g e t t i ,  so p ra  
che sono f a t t e ,  & a lc u n i  c a n ta n t i  m olte u o lte  non a u u e r tis c a n o , cantando 
sopra  che s i a  f a t t a  la  com positione, & cantano senza a lcu n a  c o n s id e ra tio n e , 
& sempre a  un c e r to  suo modo, seconda l a  sua n a tu ra  & i l  suo uso, & le  
com position! che sono f a t t e  so p ra  u a r i j  s u g g e tt i ,  & u a r ie  f a n ta s ie ;  
po rtano  seco d i f f e r e n t i  m aniere d i  comporre, & c o s i i l  c a n ta n te  de con- 
s id e  r a re  la  mente d e l P o e ta  M usico, & c o s i d e l P o e ta  u o lg a re , o L a tin o ,
& im ita re  con l a  uoce l a  co m positione , & u sa re  d iu e r s i  modi d i  can ta re  
come sono d iu e rse  le  m aniere d e l le  compos i t  i o n i . 11 I b id . ,  f o l .  9 4 r.
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much g re a te r  and s tro n g e r  w i l l  be th e  e f f e c t  made 
by music r e c i te d  w ith  th e  same reso u rces  accom
panied  by th e  w e ll-u n ite d  harmony?131

German th e o r is t s  o f  th e  Baroque were to  go one s te p  f u r th e r  and 

c re a te  a  m usical r h e to r ic —th e  th eo ry  o f  com position m odelled on th e  

th e o ry  o f  o ra to ry  and o rg an iz in g  th e  ways in  which words can be im ita te d  

in to  a  system  o f  m u s ic a l- rh e to r ic a l  f ig u re s .  The b a s ic  and s tro n g  sug

g e s tio n  fo r  c re a tin g  a m usical r h e to r ic  a re  a lre a d y  p re se n t in  V icen tino*s 

t r e a t i s e .  But he was n o t r e a l l y  in te re s te d  in  p e d a n tic  sy s te m a tiz a tio n  

o f  s tan d a rd  f ig u re s  o f m usical im ita t io n  and con ten ted  h im se lf  w ith  

e s ta b l is h in g  th e  b a s ic  p r in c ip le s .

I I I .  A es th e tic s

nAccording to  th e  P h ilo so p h e r ,"  says V icen tin o , " a l l  who do some

th in g , do i t  in  o rd e r  to  ach ieve a  g o a l.  Now th e  goal o f  m usic i s  to
132s a t i s f y  th e  e a r s . . . . "  V icen tin o  m a k e s  i t  c le a r  now and ag a in  th a t  

th e  f in a l  aim o f a l l  m usical a c t i v i t y  i s  th e  l i s t e n e r .  And i t  i s  n o t 

th e  h ig h e s t r a t io n a l  f a c u lty  o f  th e  l i s t e n e r  th a t  th e  m usician  w ants to  

re a c h ; he alms low er, a t  th e  sen se  o f  h e a r in g , " th e  e a r s ."

131
"& l a  e sp e rie n z a , d e l l 'O ra to r e  l 'in s e g n a ,  che s i  uede i l  modo che t ie n e  

n e l l 'O r a t io n e ,  che h o ra  d ic e  f o r t e ,  & h o ra  p ian o , & p iu  ta rd o , & p iu  p re s to ,  
& con questo  muoue a s s a i  g l 'o d i t o r i ,  & questo  modo d i  muouere l a  m isu ra , 
f a  e f f e t t o  a s s a i  n e ll 'a n im o , & p e r  t a l  rag io n e  s i  c a n te ra  l a  Musica a l i a  
mente p e r  im ita r  g l i  a c c e n ti ,  & e f f e t t i  d e l le  p a r t i  d e l l 'o r a t io n e ,  & che 
e f f e t t o  f a r i a  1 'O ratore che r e c i t a s s e  una b e l l a  o ra tio n e  senza l 'o r d in e  
de i  su o i a c c e n ti ,  & p ro n u n tie , & m oti u e lo c i ,  & t a r d i ,  & con i l  d i r  piano 
e t  f o r te  q u e llo  non m uoueria g l 'o d i t o r i .  I l  s im ile  de e s se re  n e l l a  M usica. 
perchc se  1 'O ratore muoue g l i  o d i to r i  con g l 'o r d i n i  s o p ra d e t t i ,  quanto 
maggiormente l a  Musica r e c i t a t a  con i  medesimi o rd in i  accom pagnati 
d a ll 'A rm o n ia , ben u n ita ,  f a ra  molto p iu  e f f e t t o . "  I b id . ,  f o l .9 4 v .

132 "& secondo i l  F ilo so fo , t u t t i  q u e l l i  che fanno; fanno p e r  i l  f in e ,  
adunque i l  f in e  d e l la  Musica e d i  s a t i s f a r e  a g l 'o r e c c h i . . . . "  I b id . ,  
f o l .  93v. " I I  F ilo so fo "  i s ,  o f course , A r i s to t l e .
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V ic e n tin o  s t a r t s  h is  t r e a t i s e  by re p o rtin g  th e  e x is te n c e  o f  th e

th re e  sch o o ls  o f  thought among an c ie n t m usical t h e o r i s t s .  A ristoxenus

based  a l l  h i s  v a lu e  judgements concern ing  m usical m a tte rs  on th e  evidence

o f  th e  se n se  o f  h ea rin g  and d id  n o t c o n su lt reaso n ; P ythagoras based a l l

h is  judgm ents on p u re  reaso n in g  and n e g le c te d  a l l  sen su a l ex p erien ce .

V icen tin o  d e lc a re s  h im se lf  a  fo llo w er o f  Ptolemy, who in  h i s  judgments
133took  in to  accoun t b o th  reaso n  and se n se . Im m ediately a f t e r  t h i s  d e c la r 

a t io n ,  how ever, he adds th a t  he in ten d s  to  show In  h is  work many such 

cases in  w hich th e  judgments o f  sense  and th o se  o f  rea so n  a re  c o n tra d ic 

to ry ,  which dem onstra tes th a t  he i s  w e ll  aware th a t  th e  P to lem aic compro

m ise i s  p o s s ib le  o n ly  when th e  f in d in g s  o f  sense and reaso n  can be recon

c i l e d .  When th ey  a re  c o n tra d ic to ry  no compromise i s  p o s s ib le ,  and i t  

i s  in  such cases  th a t  V icen tino  shows h im se lf  to  be a  pure A ris to x en ia n . 

T his becomes p a r t i c u la r ly  c le a r  in  h is  judgments concern ing  tun ing  sy s 

tem s, th e  v e ry  f i e ld  th a t  was t r a d i t i o n a l l y  dominated by Pythagorean 

r a t io n a l is m . V icen tin o  approaches problems o f  tun ing  w ith  "A ris toxen ian"

pragm atism : For example, he allow s tem pering o f  f i f t h s ,  s in c e  i t  i s  u se-
134f u l  and does no t o ffend  th e  h e a r in g . He a lso  advocates th e  enharmonic

f**
genus, w e ll  aware th a t  i t s  in te rv a ls  a re  " i r r a t i o n a l . " "  ' C h a ra c te r is t ic  

a re  h i s  comments on th e  g re a t v a r ie ty  o f  m usical judgments and ta s te s  

found among v a r io u s  n a tio n s  o f  th e  w orld and even among a  s in g le  n a tio n .

* ^ C f .  i b i d . ,  f o l s .  3 r ,  7 r .

1 O /
C f. p p . 4 7 f .  above. Note th a t  V ic e n tin o ’s approach to  problem s o f tu n 

ing  i s  "A ris to x en ia n "  b u t h is  tu n in g  system  i s  n o t .  S ix te en th -ce n tu ry  
th e o r i s t s  b e lie v e d  th a t  A ristoxenus inven ted  equal tem perament, a  system  
c r i t i c i z e d  by V icen tin o . C f. B arbour, o p . c i t . , p .  2 .

135C f. V icen tin o , L *an tlea  m usica. f o l .  66v.
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A composer shou ld  tak e  a l l  those  v a rio u s  t a s t e s  in to  c o n s id e ra tio n  and
136he 8houl4 t r y  to  s a t i s f y  them a l l .  For a  Pythagorean r a t i o n a l i s t  th e  

judgments o f  re a so n  a re  u n iv e rs a l ly  v a l id  and th e  v a r i a b i l i t y  o f  t a s t e s  

can be d ism issed . By ta k in g  in to  account th e  v a r ie ty  o f  human judgments 

V icen tin o  re v e a ls  h im se lf  to  be an A ris to x en ian  e m p ir ic is t  and r e l a t i v i s t .

In  d e s c r ib in g  e a r l i e r  th e  chain  o f  im ita t io n  lead in g  from th e  p a s 

s io n s  to  th e  p o e t,  th e  composer, and th e  s in g e r ,  I  l e f t  ou t th e  l a s t  l i n k

o f  th e  ch a in , namely, th e  l i s t e n e r .  The f in a l  goal o f  a l l  m usical e f f o r t s
137i s  to  make an e f f e c t  on th e  l i s t e n e r ,  to  move him. V icen tino  alms 

a t  th e  l i s t e n e r 's  sense  o f  h ea rin g , b u t h i s  goal i s  no t pure  e n t e r t a in 

m ent. He w ants th e  m usic ian  to  arouse th e  im ita te d  p assio n s  in  th e  l i s 

te n e r .  The ch a in  o f  im ita t io n  s t a r t s  and ends w ith  p ass io n s  and i t s  goal 

i s  to  a f f e c t  th e  low er, " su b ra tio n a l"  spheres o f  th e  l i s t e n e r 's  in n e r  

l i f e :  ■ h is  sen se  o f  h e a r in g  and through i t  h i s  em otions.

There can be l i t t l e  doubt th a t  t h i s  b a s ic  p o s tu la te  o f  L 'a n t ic a  

m usica was in s p ire d ,  a t  l e a s t  in  p a r t ,  by th e  legends o f  m iracu lo u s ly  

pow erful e f f e c t s  o f  m usic on em otional and m oral l i f e  in  a n c ie n t tim e s .

The c l a s s i c a l  r e p o r ts  o f  those m iraculous e f f e c ts  were so w id e ly  c i r c u -
138la te d  and commented upon throughout th e  R enaissance th a t  V icen tin o ,

136C f. i b i d . ,  f o l .  7 r .  I t  seems to  me th a t  V ic e n tin o 's  aw areness o f c u l 
t u r a l  v a r ie ty  r e f l e c t s  h is  V enetian background. In  t h i s  g re a t c e n te r  o f  
in te rn a t io n a l  t ra d e  he might have had many occasions to  acq u a in t h im se lf  
w ith  fo re ig n  and even w ith  e x o tic  m usical p r a c t i c e s .  He h im se lf  a t t e s t e d  
to  t h i s ,  r e p o r tin g  th a t  he had heard from some V enetian  m erchants about 
an a rc h a ic  m usical n o ta t io n  used in  c e r ta in  p a r ts  o f  contem porary Hungary. 
C f. i b i d . ,  f o l .  8v.

137C f. e .g .  th e  q u o ta tio n s  on pp . 48 and 7 4 f. above.

138C f. W alker, "M usical Humanism in  th e  16th and E a rly  17th C e n tu r ie s ."
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presupposing  a  knowledge o f  them on th e  p a r t  o f  h is  r e a d e rs , r e fe r re d  to

them c a su a lly  as " th o se  e f f e c t s  which, as th e  Authors w r i te ,  were made
139in  a n c ie n t t im e s ,"  w ith o u t quo ting  any o f  th e  legends h im se lf . I t

was h is  aim to  r e s to r e  th e  m iracu lous power o f  an c ie n t m usic, th e  s e c re t
140o f  which was l o s t ,  he th o u g h t, to  th e  m usicians o f  h is  tim e .

However, V icen tino  d id  n o t b e lie v e  th a t  t h i s  s e c re t  could be r e 

cap tu red  by an a n tiq u a r ia n  r e s to r a t io n  o f  th e  te c h n ic a l ,  form al, o r  s ty 

l i s t i c  a sp e c ts  o f  th e  a n c ie n t m usic . For him, music was making co n sta n t 

p ro g re ss , being  more p e r fe c t  in  h is  tim e than  te n , tw en ty -fiv e , f i f t y ,

o r  a  hundred y ears  b e fo re , and prom ising a con tin u in g  p ro g ress  in  th e  
141fu tu r e .  He a s s e r te d  now and a g a in  th e  s u p e r io r i ty  o f  contem porary

142o v er a n c ie n t m usic. A ncient com posers, he th o u g h t, d id  no t mix genera ,

whereas h is  contem poraries d id .  As a r e s u l t  a  modern m usician  had a  much

g re a te r  v a r ie ty  o f  in te r v a ls  a t  h i s  d isp o s a l,  and h is  com positions were

r ic h e r .  Modern tu n in g  system s, which made such mixing o f genera p o s s ib le ,

were a ls o  su p e rio r  to  th e  a n c ie n t ,  Pythagorean system . Those who thought

th a t  th e  power o f  a n c ie n t m usic could  be recap tu red  once th e  a n c ie n t music
143i t s e l f  was re s to re d  deluded them selves, a s se r te d  V icen tin o . What was 

meant by th e  programmatic t i t l e  o f  th e  t r e a t i s e ,  The A ncient Music R estored  

to  Modern P ra c t ic e ,  was th e  r e s to r a t io n  o f th e  m iraculous e f f e c ts  o f  th e

139
" . . . q u e l l i  e f f e t t i  che sc riu o n o  g l i  A u thori an ticam ente f a r s i . . . . "  

L 'a n t ic a  m usica. f o l .  6v .

^ ^ C f .  i b i d . ,  l o c . c i t .

1 4 lC f. i b i d . .  f o l s .  lO r, 33v.

142A C f. e .g .  i b i d . ,  f o ls  13v, 15 r, 3 4 r .

*4^C f. i b i d . ,  f o l .  3 4 r .
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a n c ie n t m u sic , n o t o f  i t s  s ty l e  o r  co m p o sitio n al re so u rc e s .

I f  o u r m usic i s  b e t t e r  th an  th a t  o f  th e  a n c ie n ts ,  asks V icen tin o , 

why cannot we make th o se  pow erful e f f e c t s  o u rse lv e s?  The reaso n  i s  th a t  

m usical re so u rc e s  have an  e f f e c t  o n ly  when th ey  a re  new. T h e ir power
144

to  move d im in ish es  a s  l i s t e n e r s  g e t used to  them. N ovelty i s  a  goal 

as im p o rtan t to  V icen tin o  as v a r i e ty ,  and b o th  id e a ls  a re  obv io u sly  c lo se ly  

r e l a t e d .  The power o f  a n c ie n t m usic w i l l  be  re s to re d  no t th rough  th e  re *  

tu rn  to  th e  p r a c t ic e  o f o ld  b u t th rough  th e  fu r th e r  development o f th e  

com p o sitio n al re s o u rc e s . V ic e n tin o 's  e f f o r t s  to  in tro d u ce  th e  non- 

d ia to n ic  g en era  in to  m usica l p r a c t ic e  have to  be understood  in  t h i s  con

t e x t .  He though t th a t  th e  m usic ians o f  h i s  tim e used on ly  th e  la rg e  

I n te rv a ls  o f  th e  n o n -d ia to n ic  g en era , th a t  i s  th e  m inor and m ajor t h i r d s ,  

and n e g le c te d  th e  sm all ones, th e  chrom atic  sem itones and enharmonic d ie s e s .  

He advocated  th e  f u l l  employment o f  th e  n o n -d ia to n ic  re so u rces  not b e 

cause th e y  w ere used in  a n t iq u i ty ,  b u t because th e y  were n o t used in  h i s  

tim e; th u s  th e y  were new and capab le  o f  s tro n g  e f f e c t s .  I t  was t h e i r  

n o v e lty , n o t t h e i r  a n t iq u i ty ,  th a t  would work w onders.

Comparing th e  d ia to n ic  to  n o n -d ia to n ic  g en era , V icen tino  always 

s t r e s s e s  t h a t  th e  l a t t e r  in tro d u ce  th e  b e n e f ic ia l  v a r ie ty  and n o v e lty , 

which a r e  in d isp e n sa b le  i f  one w ants to  move l i s t e n e r s .  C lo se ly  r e la te d  

to  th e  n o v e lty  i s  th e  e x c lu s iv e , u n u su a l, " re se rv e d "  c h a ra c te r  o f  th e  

o c c a s io n , p la c e ,  aud ience, and s u b je c t  s u i ta b le  fo r  n o n -d ia to n ic  m usic.

The t h e o r i s t  inform s h is  re ad e rs  th a t  h i s  s tu d e n ts  and adm ire rs  " . . . r e a 

l i z e  th a t  (a s  th e  an c ie n t w r i te r s  dem onstra te) chrom atic and enharmonic 

music was d ese rv ed ly  re se rv ed  fo r  o th e r  use th an  d ia to n ic ,  s in c e  th e

lA4C f. i b i d . .  f o l .  6v .
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l a t t e r  was sung during  p u b lic  f e s t i v a l s  in  common p la c e s  f o r  v u lg ar e a r s ,  

w hereas th e  form er were employed among th e  p r iv a te  amusements o f g e n t le -
145men and p r in c e s  fo r  r e f in e d  e a rs  in  p r a is e  o f  g r e a t  persons and h e ro e s ."

The novel and unusual c h a ra c te r  o f  n o n -d ia to n ic ism  should  be r e ta in e d .

The m usician  who m asters th e  s e c re ts  o f  n o n -d ia to n ic ism  w i l l  be famous
146fo r  h i s  unusual and r a re  p r a c t ic e .

C h a r a c te r is t ic a l ly ,  V ic e n tin o 's  p o le m ic is t ,  D anckerts, was opposed 

to  any s o r t  o f  n o v e lty  in  m usical com position, to  th e  in tro d u c tio n  o f 

n o n -d ia to n ic  genera, and to  th e  b e l i e f  th a t  n o n -d ia to n ic  music could work 

wonders and r e s to r e  th e  m iraculous an c ie n t e f f e c t s .  He devoted th e  whole 

P a r t I I I  o f  h is  t r e a t i s e  to  th e  c r i t ic i s m  o f  contem porary m usical inno

v a to r s .  One o f  th e  main n o v e lt ie s  by means o f  which th e se  composers 

d estro y ed  th e  good o ld  m usic was t h e i r  in d is c r im in a te  use o f a c c id e n ta ls  

in tro d u ced  in  th e  v a in  hope o f  r e s to r in g  th e  chrom aticism . N on-d iaton ic  

genera  w i l l  no t work g re a te r  wonders th an  th e  d ia to n ic ,  and the a n c ie n t 

m usical myths should be t r e a te d  s c e p t ic a l ly  in  any case , a s s e r te d  D anckerts. 

He should  fo llow  th e  t r a d i t i o n  th a t  t e l l s  us th a t  th e  d ia to n ic  i s  b e t t e r ,  

e a s ie r ,  and more p ra c t ic a b le  th a n  the  o th e r  two genera :

The harmony o f th e  enharmonic o r  chrom atic  o rd e r 
does n o t produce g re a te r  m irac le s  th a n  th a t  o f

145 " . . .comprendono che (come l i  s c r i t t o r i  a n t ic h i  d im ostrano) e ra  m e r ita -  
mente ad a l t r o  uso l a  Crom atica & Enarmonica Musica r i s e r b a ta  che la  
D ia to n ica , perche q u es ta  in  f e s te  p u b lich e  in  lu o g h i communi 1 uso d e l le  
u u lg a r i  o recch ie  s i  can taua : q u e lle  f r a  l i  p r i u a t i  s o l l a z z i  de S ig n o ri
e P r in c ip l ,  ad uso d e l le  p u rg a te  o re c ch ie  in  lode  d i  g ran  personaggi 
e t  H eroi s 'ad o p e rau an o ."  I b id . ,  f o l .  lOv. This passage has been much d i s 
cussed in  connection  w ith  th e  m usica re s e rv a ta  problem . For a  convincing 
summary see P a l is c a ,  "A C la r i f ic a t io n  o f 'M usica R e se rv a ta ' in  Jean T a is n ie r 's  
' A s tro lo g ia e , '  1559," p p .  151f.

146C f. L 'a n t ic a  m usica, f o l .  99v.
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th e  d ia to n ic ,  even though Don N ico la  [V icentino] 
w i l l  w i l l in g ly  suggest coarse  people th a t  w ith  h is  
enharmonic and chrom atic music he s to p s  r iv e r s  and 
indom itab le  w ild  b e a s ts  b e t t e r  th an  w ith  th e  d ia 
to n ic  (as th e  p o e ts  p re te n d  th a t  Orpheus tamed th e  
b e a s ts  in  th e  woods, A rion  th e  d o lp h in s, and th a t  
Amphion made th e  s to n es  and o th e r  o b je c ts  ascend 

! and descend o f  them selves, b u ild in g  the w a lls  o f
Thebes, and th a t  o th e rs  produced o th e r  e f f e c ts  w ith  
th e  harmony o f  t h e i r  sweet c o n c e r ts ) ,  i f  he would 

; f in d  a  foo l to  b e lie v e  i t .  Thus I  conclude th a t
one should  fo llo w  th e  judgment o f  th e  a n c ie n t 

\ p h ilo so p h e rs  and m usicians w h o ...h av e  d ism issed
and l e f t  unused th e  two gen era , chrom atic and en
harm onic, and kep t to  th e  d ia to n ic  on ly  as th e  
b e t t e r ,  e a s ie r ,  more p ra c t ic a b le ,  more n a tu r a l ,  
and more g r a te f u l  to  th e  e a r s . . . . ^ ?

148V icen tino  was n o t a  hum an ist. He d id  no t s tu d y  th e  c l a s s i c a l  

m usical t r e a t i s e s  which were a lre a d y  a v a ila b le  a t  h i s  tim e no t on ly  b e -
r

cause he lacked th e  n ecessary  e d u c a tio n . He lea rn ed  a l l  he knew about 

an c ie n t music from B oeth ius and p o s s ib ly  a ls o  from some hum anist f r ie n d s  

and he was n o t in te r e s te d  in  le a rn in g  m ore. He was in sp ire d  by th e

147 N•*Ne l 'h a rm o n ia  d e l o rd in e  Enharmonico o Chromatico fa  maggior m iraco lo
che q u e lla  d e l D ia to n ico . Anchors che i l  d e t to  Don N ico la  v o le n t i e r i  
d a r ia  ad in te n d e re  a l i a  gen te  g ro ssa  che con l a  sua Musica Enharmonica 

[ e Chrom atica f a  ferm are i  fiurni e l e  f i e r e  indom ite p iu  che con l a  D ia-
to n ic a  (come fingono l i  p o e t i  che facea  Orpheo le  B e s tie  n e l le  s i j l v e :

[ A rion l i  D e lp h in i; e che Amphion facea  s a g l i r e  e scendere le  p i e t r e  e t
a l t r e  m a te r ie  da p er lo ro  e d if ic a n d o  le  mura de Thebe, e che a l t r i  
faceanno a l t r i  e f f e t t i  con l a  Harmonia de i  lo r  d o lc i  co n cen ti)  se  esso  
tro v a ss e  qualche goffo  che ce lo  c re d e sse . E c o s i  concludo che se  debbia 
s e g u ita r e  i l  g iu d ic io  de i  p h ilo so p h i e M usici a n t ic h i  i  q u a l i . . .hanno 
d ism essi e l a s c i a t i  i  due g e n e r i i n u s i t a t i  Chromatico e t  Enharmonico, 
e  so n o s i a t t e n u t i  a l  D iaton ico  so lo  p er i l  m ig lio re : p iu  f a c i l e :  p iu
p r a t t i c a b i l e :  p iu  n a tu ra le :  e p iu  g ra to  a l l  'o re c c h e . . .  D anckerts,
o p . c i t . ,  P a r t  I I ,  Ch. 9 , f o l .  401v.

148For th e  d isc u s s io n  o f  th e  sen se  o f  the  term  in  which i t  i s  used h e re  
see P au l Oskar K r i s t e l l e r 's  e ssay  "Humanism and S ch o lastic ism  in  th e  
I t a l i a n  R enaissance" in  h is  R enaissance Thought: The C la s s ic . S c h o la s tic .

[ and Humanist S tra in s  (New York: Harper and Row [Harper Torchbook], 1961),
pp . 92-119.
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legendary  power o f  a n c ie n t m usic, b u t he d id  n o t b e lie v e  th a t  knowing 

a n c ie n t m usic would h e lp  him to  re g a in  i t s  lo s t  e loquence. He was 

r e a l l y  in te r e s te d  in  th e  f u tu r e ,  n o t in  th e  p a s t .  His r o le ,  as  he saw
i

i t ,  was n o t th a t  o f  th e  a rc h e o lo g is t  b u t th a t  o f  an in n o v a to r whose work
s 149[ would be developed and p e r fe c te d  by fu tu re  g e n e ra tio n s . He c re a te d

th e  f i r s t  m usica l U top ia , th e  f i r s t  m e d ita tio n  on th e  artw ork  o f  th e

fu tu re ,  on m usic as  i t  should  b e , n o t as  i t  w as.

149C f. V icen tin o , L 'a n t ic a  m usica. f o l .  lO r.
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CHAPTER I I  

GIOSEFFO ZARLINO AND VINCENZO GALILEI

In  th e  p reced ing  c h ap te r I  considered  th e  t r e a t i s e  o f  G h ise lin  

D anckerts as an example o f th e  m id -s ix te e n th -c e n tu ry  o p p o s itio n  to  th e  

ideas o f  th e  le a d e r  o f  th e  c h ro m a tic is ts , N ico la  V icen tin o . When seen  

w ith in  a  b ro ad er h i s to r i c a l  c o n te x t, however, D an ck erts 's  p o s it io n  as a 

c r i t i c  o f  novel ideas in  g en e ra l and o f  chrom aticism  in  p a r t ic u la r  p a le s  

b e s id e  th a t  o f  G ioseffo  Z a rlin o . The unsurpassed depth and scope o f  

Z a r l in o 's  th e o r e t ic a l  works and th e  f a c t  th a t  he was undoubtedly th e  

most i n f lu e n t i a l  m usical w r i te r  o f  th e  e ra  makes him th e  c h ie f  spokesman 

o f  th e  c o n se rv a tiv e  ten d en c ies  w ith in  l a t e  R enaissance music th e o ry . 

Z a r l in o 's  views d eserv e  th e  c a re fu l  a t te n t io n  o f  any s tu d en t o f  l a t e  

s ix te e n th -c e n tu ry  chrom aticism  because, when c o n tra s te d  w ith  more inno

v a tiv e  id e a s , th ey  h e lp  us to  d e fin e  th e  b o rd e r l in e  between normal and 

"ex p erim en ta l"  chrom atic u sag es. V icen tino  and Z a rlin o  belonged to  the 

same g e n e ra tio n  o f  m usic ians; t h e i r  m usical ed u ca tio n  must have been very  

s im ila r  s in c e  both  were p u p ils  o f  W il la e r t .  Z a r l in o 's  main th e o r e t ic a l  

work appeared on ly  th re e  years  a f t e r  V ic e n tin o 's  and con ta ined  many 

th in ly  v e i le d  polem ical a l lu s io n s  to  L 'a n t ic a  m usica. Z a rlin o , even more 

th an  D anckerts, has to  be recognized  as the  c h ie f  defender o f  t r a d i t io n  

a g a in s t  th e  in n ovations of V icen tin o .

83
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G ioseffo  Z a rlin o  was bo rn  in  1517 in  C hioggia, a  town s i tu a te d  

in  th e  V enetian  lagoon.^* He re c e iv ed  h i s  e a r ly  r e l ig io u s  and m usical 

t r a in in g  from th e  F ran c iscan s  o f  h i s  n a t iv e  town. He was o rda ined  a  

p r ie s t  by 1540 and he served as a  s in g e r  a t  th e  C a th ed ra l o f  C hioggia 

a t  le a s t  s in c e  1536 and as an o rg a n is t  in  1539-40. In  1541 he l e f t  fo r  

Venice, where he became a p u p il  o f  A drian  W il la e r t .  H is most im portan t 

th e o r e t ic a l  t r e a t i s e ,  Le 1 s t itu fc io n i harm oniche. appeared  in  1558. In  

1565 he was appoin ted  m usical d i r e c to r  o f  S t .  M ark 's , succeeding  an o th er 

famous p u p il  o f  W illa e r t ,  C ip riano  de Rore, and he re ta in e d  t h i s  p r e s t i 

g ious p o s t u n t i l  h is  death  in  1590. H is second t r e a t i s e ,  D im o stra tio n i 

harmoniche. was p u b lish ed  in  1571 and h i s  l a s t  th e o r e t ic a l  work, Sopplim enti

For Z a r l in o 's  b iography and l i t e r a t u r e  see  Claude V. F a l is c a ,  " Z a r lin o ,"  
in  F r ie d r ic h  Blurne, e d . ,  Die Musik in  G eschichte und Gegenwart, V ol. 14 
(K assel and B ase l: B S re n re ite r , 1968), c o ls .  1017-22. The most impor
ta n t  s tu d ie s  o f  Z a r l in o 's  th e o r ie s  a r e :  Hugo Riemann, H is to ry  o f  Music
Theory (L in co ln : U n iv e rs ity  o f  Nebraska P re s s , 1962, t r .  from th e  2nd
German e d . ,  B e r lin , 1920), pp . 280-328; F r i t z  HUgler, "Bemerkungen zu 
Z arlin o s  T h e o r ie ," Z e i t s c h r i f t  fiir M usikw issenschaft. IX (1926-27), 518-27; 
Salvino C hieregh in , " Z a r lin o ,"  R iv is ta  M usicale I t a l i a n a ,  XXXVII (1930), 
21-37, 204-18; Hermann Zenck, "Z a rlin o s  ' I s t i t u t i o n i  harm oniche' a l s  Q uelle 
zur Musikanschauung d e r i ta l le n is c h e n  R en a issan ce ,"  Z e i t s c h r i f t  fUr Musik
w isse n sch a ft. XII (1930), 540-78; D. P . W alker, "M usical Humanism in  th e  
16th and E a rly  17th C e n tu r ie s ,"  The Music Review. I I  (1941), 1-13, 111-121, 
220-27, 288-308; I I I  (1942), 55-71; J .  Murray B arbour, Tuning and Tempera
ment. A H is to r ic a l  Survey. 2nd ed . (E ast L ansing : M ichigan S ta te  C ollege
P re ss , 1953); P a l is c a ,  The B eginnings o f  Baroque M usic. I t s  Roots in  1 6 th - 
Century Theory and Polem ics, unpublished  Ph.D . d i s s . ,  Harvard U n iv e rs ity , 
1954; C arl Dahlhaus, "War Z a rlin o  D u a l is t? ,"  Die M usikforschung. X (1957), 
286-90; Robert W. W ienpahl, "Z a rlin o , th e  S en ario , and T o n a li ty ,"  Jo u rn a l 
o f  th e  American M usico log ical S o c ie ty . X II (1959), 27-41; P a l is c a ,  
" S c ie n t i f ic  Em piricism  in  M usical T hought," in  Hedley H. Rhys, e d . ,  Seven
teen th -C en tu ry  Science and A rts  (P rin c e to n : P r in c e to n  U n iv e rs ity  P re ss ,
1961), pp. 91-137; R a ffa e llo  M onterosso, " L 'e s te t i c a  d i  G ioseffo  Z a r l in o ,"  
C higiana. Nuova s e r i e ,  IV (1967), 13-28; R ichard L. C rocker, "Perch£ Z a rlin o  
d iede una nuova num erazione a i  M odi?," R iv is ta  I t a l i a n a  d i  M usicologia.
I l l  (1968), 48-58; P a l is c a ,  " In tro d u c t io n ,"  to  Z a r lin o , The Art o f  C ounter
p o in t .  P a rt Three o f *Le I s t i t u t i o n i  h arm o n ich e .' 1558. t r .  by Guy A.
Marco and P a lis c a  (New Haven and London: Yale U n iv e rs ity  P re ss , 1968),
pp . x i i i - x x v i .
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m u sic a l! . i n  1588. A lim ite d  number o f  h is  com positions, bo th  sac red  and
2s e c u la r ,  su rv iv e d . He was n o t on ly  a  famous th e o r i s t ,  a  composer, and 

a  d i r e c to r  o f  one o f  E urope 's  f i n e s t  m usical e s ta b lish m en ts , b u t a lso  a 

te a c h e r  o f  many well-known m usic ians and th e o r is t s ,  among o th e rs  C laudio 

M erulo, G iovanni Croce, Girolamo D iru ta , Vincenzo G a l i l e i ,  and Giovanni 

M aria A r tu s i .

I .  Theory

Follow ing a n c ien t t h e o r i s t s ,  Z a rlin o  d e fin e s  genus as  a  s e r ie s

o f  th re e  in te r v a ls  which add up to  a  fo u rth  and d is t in g u is h e s  th re e  such

s e r i e s ,  nam ely, d ia to n ic ,  ch rom atic , and enharmonic:

...[G en u s]  i s  fo r  m usic ian  a d iv is io n  o f th e  
te t r a c h o rd . . .  .A te tra c h o rd  i s  an o rd e rin g  of 
sounds com prising fo u r  s te p s ,  o f  which the ex 
trem es a re  in  th e  s e s q u i te r t i a n  r a t i o . . . .N ote, 
however, th a t  accord ing  to  an c ien t m usicians 
th e re  were th re e  g enera  o f com position . The 
f i r s t  o f  th ese  th e y  c a lle d  d ia to n ic ,  th e  second 
ch rom atic , and th e  t h i r d  enharm onic.

The d ia to n ic  te tra c h o rd  c o n s is ts  o f  s. m ajor sem itone and tv o  consecu tive

They a re  d iscu ssed  in  Roman F lu ry , G ioseffo  Z arlino  a l s  K oapcnist 
(W in te rth u r: P . G. K e lle r , 1962).

3
" . . . i l  Musico v u o l e . . . ,  che [ i l  Genere] s ia  l a  d iv is io n e  d e l T e trach o rd o .

I . .  .Ma i l  T etrachordo  e u n 'o rd in e  d i  suoni contenuto  t r a  q u a ttro  chorde,
l e  c u i estrem e s i  r itro v a n o  l 'u n a  d is ta n te  d a l l 'a l t r a  in  S e sq u ite rz a  p ro 
p o r t  i o n e . . . .Pero e da n o ta re , che appresso  g l i  A n tich i m u sic i t r e  furono 
i  g e n e r i d e l l a  M elodla, o C a n tile n a ; de i  q u a l i  i l  primo chiamarono Dia
to n ic o , i l  secondo Chromatico, e t  i l  te rz o  Enharm onico." G ioseffo  Z a rlin o , 
Le I s t i t u t i o n i  harmoniche (V enice: n .p . ,  1558), P a r t I I ,  Ch. 16, p . 82
(p . 97 o f  th e  e d i t io n  p ub lished  in  1573 in  Venice by Francesco de i  
F ran ce sch i Senese. H enceforth a l l  re fe re n c e s  w i l l  be made to  th e  o r ig in a l  
e d i t io n  and follow ed by the  page numbers o f  th e  th i r d  e d i t io n  g iven  in  
b r a c k e ts ) .  C f. a lso  Z a rlin o , D im o stra tio n i harmoniche (V enice: Francesco
de i  F ran cesch i Senese, 1571), Rag. IV, Def. 2, p .  212.
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whole tones in  ascending  o rd e r .  The chrom atic te tra c h o rd  c o n s is ts  o f  

a  m ajor sem itone, a  m inor sem itone, and a  minor t h i r d  i n  ascending  o rd e r .^

I The enharmonic te tra c h o rd  ascends through two co n secu tiv e  d ie se s  and a

major th i r d

In  a  to n a l  system  based  on o c tave  equ ivalence a genus cannot be 

ex h au s tiv e ly  and unambiguously d e fin ed  by a s e r ie s  o f  in te r v a ls  which 

add up to  a  fo u rth  o n ly . For an adequate  d e f in i t io n  an i n t e r v a l l i c  s e r ie s  

d iv id in g  a whole o c tav e  i s  n e c e ssa ry . In  c o n s tru c tin g  h is  system  from 

s e v e ra l id e n t ic a l  te tra c h o rd s  Z a rlin o  again  fo llow s th e  example o f  Greek 

t h e o r i s t s .7 The system  c o n s is ts  o f  four te tra c h o rd s  ( th e  f i f t h  can be 

n eg le c ted  fo r  a  moment) and a  whole tone added a t  th e  v e ry  bottom . The 

f i r s t  and second te tra c h o rd s  (coun ting  always from th e  low est o n e), th e  

hypaton and meson, a re  co n ju n c t, t h a t  i s ,  the  h ig h e s t s te p  o f  th e  hypaton  

te tra c h o rd  i s  th e  same as th e  low est s te p  o f  th e  meson. S im ila r ly , th e  

t h i r d  and fo u r th  te tra c h o rd s ,  th e  diezeugmenon and h y p erb o la io n , a re  con

ju n c t .  The second (meson) and th i r d  (diezeugmenon) a re  d i s ju n c t ,  th e  

in te rv a l  between th e  h ig h e s t s te p  o f  th e  meson te tra c h o rd  and th e  low est 

s te p  o f th e  diezeugmenon be ing  a  whole to n e . An i n t e r v a l l i c  s e r ie s  com

p r is in g  two id e n t ic a l  oc taves r e s u l t s ,  each octave c o n s is t in g  o f  a  whole

4
C f. e .g .  D im o n stra tio n i. Rag. IV, D ef. 3, p . 213. For th e  tim e be in g  

I  n e g le c t th e  d i s t in c t io n  th a t  Z a rlin o  makes between m ajor and minor whole 
to n e s , s in c e  t h i s  d i s t in c t io n  is  p ro p er to  h is  tu n in g  system  and n o t to
th e  to n a l system . See p . 109 below .

^Cf. e .g .  i b i d . ,  Rag. IV, Def. 4, p .  214.

^C f. e .g .  i b i d . ,  Rag. IV, Def. 5, p .  215. The d i s t i n c t io n  Z a rlin o  makes
between m ajor and m inor d ie s i s  can be n eg lec ted  h e re , s in c e  i t  i s  p roper 
to  h is  tu n in g  system  and no t to  h i s  to n a l system . See pp . 109f. below .

7C f. Le I s t i t u t i o n i .  P a r t  I I ,  Ch. 28, pp. 9 7 f. [ 1 1 4 f .] .
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tone follow ed by two conjunct te t r a c h o rd s .  Depending cn  w hether th e  t e t r a 

chords a re  d ia to n ic ,  chrom atic , o r  enharmonic we have th e  fo llow ing  th re e  

ascending g en e ric  o c ta v e - s e r ie s :

DIATONIC: T S T T S T T

CHROMATIC: T S 8 m3 S 8 m3

ENHARMONIC: T D D M3 D D M3

(M3 » m ajor t h i r d ;  m3 = minor t h i r d ;  T = whole to n e ; S “ m ajor sem itone;
8 « m inor sem itone; D = d i e s i s . )

Thus th e  d ia to n ic  genus in  Z a r l in o 's  system  may be d e fin ed  as an i n t e r 

v a l l i c  s e r ie s  c o n s is t in g  o f whole tones and m ajor sem itones p laced  so 

th a t  th e  sem itones a re  se p a ra te d  a l t e r n a te ly  by two and by th re e  consecu

t iv e  whole to n e s . The chrom atic  s e r i e s  c o n s is ts  o f  minor th i r d s ,  whole 

to n e s , and m ajor and minor sem itones p laced  so th a t  th e  th i r d s  a re  sepa

ra te d  from each o th e r  a l t e r n a te ly  by a  m ajor sem itone follow ed by a  minor 

one o r  by a  whole tone follow ed by a  m ajor and a  m inor sem itone. The 

enharmonic s e r ie s  c o n s is ts  o f  m ajor th i r d s ,  whole to n e s , and d ie se s  p laced  

so th a t  th e  th i r d s  a re  se p a ra te d  from each o th e r  a l t e r n a te ly  by two con

s e c u tiv e  d ie se s  o r  by a whole to n e  follow ed by two co n secu tiv e  d ie s e s .

Z a r l in o 's  id ea  o f  how th e  g en era  a re  c o n s tru c te d  was to  become 

a s tan d a rd  model fo r  many l a t e r  t h e o r i s t s .  Among th o se  who were s tro n g ly  

in flu en ced  by Z a r l in o 's  work and who accep ted  many o f  h is  b a s ic  views 

was th e  Spanish t h e o r i s t  F rancisco  S a lin a s .  In  s p i t e  o f th e  f a c t  th a t  

S a lin as  was a Spaniard and th a t  h i s  De Musica appeared in  Spain, th e  

id eas  o f  t h i s  w r i te r  have to  b e  co n sid e red  b r i e f l y  in  th e  p re se n t s tu d y , 

s in c e  he sp en t many y ea rs  in  I t a l y  and h is  t r e a t i s e  r e f l e c t s  co n sid e rab le  

f a m il ia r i ty  w ith  I t a l i a n  m usical l i f e .
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S a lin a s  was bo rn  in  1513 and d e s p ite  e a r ly  b lin d n ess  was ab le  to  

become an accom plished o rg a n is t  and to  study  Greek, L a tin , th e  a r t s ,  and
o

ph ilo sophy  a t  th e  U n iv e rs ity  o f  Salamanca. In  1538 he went to  Rome in  

th e  s e rv ic e  o f  a  Spanish c a rd in a l  and he remained in  I t a ly  u n t i l  1561.

I t  was in  I t a l y  th a t  he became acq u a in ted  w ith  a  la rg e  number o f  Greek 

m usical th e o r e t ic a l  so u rces , becoming undoubtedly the  most lea rn ed  o f
9

m usical hum an ists  o f  h is  age b e fo re  Girolamo M ei. He re tu rn e d  to  Spain 

in  1561, se rv ed  as  th e  o rg a n is t  o f  Leon in  1563*67, and tau g h t music a t  

th e  U n iv e rs ity  o f  Salamanca in  1567*87. His monumental t r e a t i s e  De Musica 

appeared i n  Salamanca in  1577. He d ied  in  1590.

S a lin a s ,  in  s p i t e  o f  h is  g re a t  re sp e c t fo r Z a rlin o , m o d ifies  some

o f  th e  I t a l i a n  t h e o r i s t 's  id eas  in  an I n te re s t in g  way and I  s h a l l  m ention

some o f  th e s e  m o d ifica tio n s  in  th e  course o f  th e  p resen t ch a p ter . As

f a r  as th e  s t r u c tu r e  o f  th e  g en era  i s  concerned, S a lin a s  c r i t i c i z e s

Z a r l in o '8 o p in io n  th a t  th e  chrom atic  s e r ie s  has to  co n ta in  m inor th i r d s ,

c laim ing t h a t  a l l  d ia to n ic  whole tones may be d iv id ed  in  th e  chrom atic

s e r ie s  in to  two sem itones:

However, he [Z a rlin o ] i s  wrong when he th in k s  
th a t  no more than  one chrom atic s t r in g  has to  
be added to  th e  d ia to n ic  te tra c h o rd , and th a t  
one must proceed in  t h i s  genus through th e  t r i -  
hem itone o r  sem id itone [ th a t  i s ,  th e  m inor 
t h i r d ] . Indeed, th e  fo rce  o f  th e  chrom atic genus 
l i e s  in  th e  f a c t  th a t  every  tone in  i t  i s  found 
d iv id ed  in to  two se m ito n e s .10

8 _
The most com prehensive stud y o f  S a lin a s 's  l i f e  and work i s  Arthur M ichael 

D a n ie ls , The 'De Musica L ib r i V II1 o f  F rancisco  de S a lin a s , unpublished  
Ph.D . d i s s . ,  U n iv ersity  o f  Southern C a lifo r n ia , 1962.. See a lso  D a n ie ls , 
" M icroton a lity  and Mean*Tone Temperament in  th e  Harmonic System o f  Fran
c is c o  S a lin a s ,"  Journal o f  Music Theory. IX (1965), 2 -51 , 234-80.

9
He l i s t s  th e  Greek sou rces th a t he stu d ied  in  I t a ly  in  th e  P reface to

L
Pe Musica (Salamanca: M athias G a stiu s , 1577), f o l .  5v, t r .  in  D a n ie ls , 
The 'De~Musica L ib r i V I I 1. . . .  pp.  13-15.
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The fu n c tio n  o f  th e  chrom atic genus i s  to  d iv id e  each d ia to n ic  whole tone

in to  a  mpjor and a  m inor sem itone. S a lin as  co n sid e rs  th e  most commonly

used a c c id e n ta l s te p s  to  be ch rom atic , which dem onstrates

th a t  in  h is  chrom atic s e r i e s  some whole tones a re  d iv id ed  so th a t  th e

m ajor sem itone i s  below th e  minor one, and some a re  d iv id e d  by th e  minor

8 emit one below th e  m ajor one . The fu n c tio n  o f th e  enharm onic genus i s

to  a llow  each whole to n e  to  be d iv id ed  both w ays:

For th e  enharmonic se rv es  on ly  one fu n c tio n , 
namely, th a t  whenever in  th e  chrom atic genus, 
th e  g r e a te r  sem itone i s  in  th e  h ig h e r p o s i 
t io n ,  th e  l e s s e r  sem itone i s  p laced  in  th e  
lower p o s i t io n ,  and v ic e  v e r s a .12

Consequently th e  le s s  common a c c id e n ta l s te p s  (D^ D^ A# B#) a re

enharm onic. *3

Z arlino  d e sc rib e s  th e  r e la t io n s h ip  between th e  genera  a s  fo llo w s:

. . . t h e  d ia to n ic  genus was found b e fo re  any o th e r  
genus > . . . th e  o th e r  two genera were found much 
l a t e r  and w ere p laced  w ith in  th e  d ia to n ic .  S ince 
th ey  were p u t to g e th e r  in  such a  way, many a n c ie n t 
m usic ians, among them Ptolemy, B ryennius, and 
B oeth ius, were o f  th e  op in ion  th a t  th e  l a s t  two 
genera  were no th ing  b u t a  com pression o f  th e  
f i r s t  genus, s in c e  they  c a lle d  a te tra c h o rd

"sed f a l l i t u r ,  quoniam e x is t im a t ,  non p lu re s  chordas, quam unam Chro- 
maticam addendam esse  Tetrachordo D ia to n ico , & procedendum in  eo genere 
p er Trihem itonium , v e l Semiditonum. Quandoquidem v i s  C hrom atici g e n e ris  
in  hoc s i t a  e s t ,  u t omnis in  eo tonus r e p e r ia tu r  in  duo Sem itonia d iv isu s  
Op.c l t . ,  IV, x x x i i i ,  p .  233; t r .  in  D an ie ls , o p . c i t . .  p .  436. C f. a ls o  
De M usica. I l l ,  v i - v i i ,  p p . 114-20.

11C f. i b i d . ,  I l l ,  v i i ,  p p . 115-20.

12 H" n ih i l  enlm a l iu d  f a c i t  Enharmonium, quam quod u b l in  Chrornate Semi-
tonium maius e s t  superafe, p o n it minus in fe rn 5 : & contrH  u b i minus, m aius.
I b id . .  I l l ,  v i i i ,  p .  121; t r .  in  D an ie ls , o p .c i t . .  p .  203.

13C f. De Musica. I l l ,  v i i i ,  pp . 120-127.

L
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



compressed vhen i t s  h ig h e s t in te rv a l  was la rg e r  
th an  th e  two lower on es; and t h i s  i s  t r u ly  a 
p ro p e rty  o f  th e se  l a s t  two g e n e r a . . .

This com pressing o f  th e  genera  was accom plished as f o l l o w s : T h e  extrem e

s te p s  o f  th e  d ia to n ic  te tra c h o rd  remained unchanged in  th e  n o n -d ia to n ic

te tra c h o rd s .  Between th e  second and th i r d  d ia to n ic  s te p s ,  an in te rm e d ia te

s te p  was added, a  m inor th i r d  below th e  h ig h e s t s te p .  T his new s te p ,

to g e th e r  w ith  th e  f i r s t ,  second, and l a s t  d ia to n ic  s te p s ,  c o n s ti tu te d

a chrom atic te t r a c h o rd .  Then an o th er s te p  was added between th e  f i r s t

and second d ia to n ic  s te p s ,  d iv id in g  th e  d ia to n ic  sem itone in to  two d ie s e s .

Together w ith  th e  f i r s t ,  second, and l a s t  d ia to n ic  s te p s  i t  c o n s ti tu te d

an enharmonic te t ra c h o rd :

DIATONIC:

CHROMATIC:

ENHARMONIC:

S T

“—rr m3

I I ID D M3

Since a  minor t h i r d  c o n s is ts  o f  a  whole tone and a  m ajor sem itone, *** 

i t  fo llo w s from th e  way in  which th e  d ia to n ic  and chrom atic te tra c h o rd s  

a re  p u t to g e th e r  th a t  a  whole tone  c o n s is ts  o f  a  m ajor and a  m inor sem itone

14" . . . i l  genere D ia to n ico , a v a n ti  che alcuno a l t r o  genere fu sse  r i t r o v a to ,  
. . . g l i  a l t r i  due g e n e r i furono r i t r o v a t i  dopo, p er g ran  s p a tio  d i  tempo, 
e furono c o l lo c a t i  t r a ' l  D ia to n ico . Onde essendo s t a t i  p e r t a l  modo p o s t i  
insiem e, m o lti M usici A n tich i, t r a  i  q u a l i  sono Tolomeo, B rien n io , e 
B oetio , hanno havuto p a re re , che a l t r o  non fu sse ro  g l i  due u l t im i ,  che 
la  In sp e ssa tio n e  d e l pritno gen ere : co n c io s ia  che chiamavano o g n i T e tra 
chordo in sp e s s a to , quando rendeva 1 ' in te rv a l lo  acuto  m aggiore in  q u a n ti ta  
de g l i  a l t r i  due p rim i g ra v i:  e t  questo  veram ente e cosa p ro p r ia  d i
q u e s ti  due u l t im i  g e n e r i . . . . ” Le I s t i t u t i o n i .  P a rt I I ,  Ch. 32, p .  108 
[1 2 7 ].
15

16
C f. I b id . .  p p . 108f. [127 ].

C f. e .g .  i b i d . ,  P a r t  I I ,  Ch. 39, p .  121 [141].
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DIATOMIC:

CHROMATIC:
I I

A m ajor sem itone c o n s is ts  o f  two d ie s e s .  Elsewhere Z a rlin o  ex p la in s  th a t  

the  s te p  added to  c re a te  th e  enharmonic te tra c h o rd  i s  d i s ta n t  from th e

s tep  added to  c re a te  a  low er conjunct chrom atic te tra c h o rd  by a  m ajor
. .  . 17th i r d :

CHROMATIC: ' S 1 s ! m3 1 S 1 s ' m3

ENHARMONIC: D D M3 D D M3

M3

18Since a  m ajor t h i r d  c o n s is ts  o f  a  minor th i r d  and a  minor sem itone, 

i t  fo llow s th a t  a  minor sem itone eq u a ls  a  d i e s i s .  Thus a  whole tone con

s i s t s  o f  th re e  d ie s e s .  S ince an oc tave  c o n s is ts  o f  f iv e  whole tones and 

two m ajor sem ito n es , i t  may be argued th a t  Z a r l in o 's  to n a l system  im plies 

a  d iv is io n  o f  an o c tav e  in to  n in e te e n  d ie s e s .  I t  i s  p o s s ib le  th a t  th e  

same d iv is io n  i s  im p lied  by S a l in a s 's  system  as w e ll  s in c e ,  as was demon

s tr a te d  above, th e r e  a re  n in e te e n  d i f f e r e n t  s te p s  w ith in  h is  o c tav e , seven 

d ia to n ic ,  f iv e  chrom atic  (C^ B^) and seven enharmonic ( j f  E f̂

$  B^)  .
I t  w i l l  be  remembered th a t  th e  main is s u e  in  th e  debate  between 

V icen tino  and L u sitan o  in v o lv in g  th e  n a tu re  o f  th e  genera was w hether 

th e  sums o f  th e  c o n s t i tu t iv e  in te r v a ls  o f  a  g en e r ic  s e r ie s  could  be

17C f. i b i d . .  P a r t  I I ,  Ch. 47, p .  140 [163].

18C f. e . g .  i b i d . .  P a r t  I I ,  Ch. 39, p .  122 [142].
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considered  as in te rv a ls  be long ing  to  th e  genus in  q u e s tio n  o r  n o t, more 

s p e c i f ic a l ly ,  w hether th e  th i r d s  belonged to  th e  n o n -d ia to n ic  genera 

on ly , o r  w hether they  appeared a lre a d y  in  th e  d ia to n ic  genus, th e  minor 

th i rd  b e in g  th e  sum o f  a  w hole tone and a  m ajor sem itone and th e  m ajor 

th i r d  c o n s is t in g  o f  two whole to n e s . Z a rlin o  never m entions V icen tino  

in  h is  w r i t in g s ,  bu t h is  freq u en t po lem ical remarks concerning chroma

tic ism  seem o f te n  to  be d ire c te d  s p e c i f i c a l ly  a g a in s t  id eas  p resen ted  

in  L 'a n t ic a  m usica r i d o t t a  a l i a  moderna p r a t t i c a . The problem  o f  th ird s  

i s  d iscu ssed  in  Le I s t i t u t i o n i  harm oniche. Book I I I ,  Ch. 75, and p re d ic 

ta b ly , Z a rlin o  s id e s  com plete ly  w ith  L usitano  (w ithout ev e r m entioning 

him o r  th e  debate  e x p l i c i t l y ) ,  a rg u in g  very  reaso n ab ly :

Although th e s e  two in te rv a ls  [ th a t  i s ,  th e  m ajor 
and minor th i r d s ]  a re  n o t a c tu a l ly  found uncom
pounded in  th e  d ia to n ic  genus, th ey  a re  p re se n t 
p o t e n t i a l l y . . . .T h erefo re  I  say  th a t  th e  passage 
from one genus to  an o th er cannot be s a id  to  tak e  
p la c e  when com posite in te rv a ls  th a t  a re  elem ents 
in  an o th er genus a re  used . But when th e  sim ple 
p ro p er in te r v a ls  p e c u l ia r  to  one genus and n o t 
found as sim ple o r  com posite in  an o th er a re  i n 
tro d u ced , t h i s  can be understood  as a change o f
genus .19

19 "Et se  bene q u e s ti  due i n t e r v a l l i  non s i  trovano  n e l genere D iatonico  
incom posti in  a t t o ,  sono tu t t a v i a  in  p o te n z a : . . .Onde d ic o , c h e 'l  p a ssa re  
da un genere a l l ' a l t r o ,  non s i  puc in te n d e re , quando s i  u sa  l i  Composti,
i  q u a l i  serveno  p e r  E lem enti d i  u n * a ltro  g en ere : ma quando s i  usano l i
Sem plici i n t e r v a l l i ,  che sono p r o p i j ,  e t  s i  adoperano p a r tic o la rm e n te  in  
quel g enere , che non s i  possono r i t r o v a r e  ne sem p lic i, ne com posti in  
u n 'a l t r o . "  I b id . .  p .  283 [3 4 8 f .] ,  t r a n s la te d  by Guy A. Marco and Claude 
V. P a l is c a  in  Z a rlin o , The A rt o f  C ounterpo in t (New Haven and London:
Yale U n iv e rs ity  P re s s , 1968), p . 274. (H enceforth t h i s  t r a n s la t io n  w il l  
be r e fe r r e d  to  as A r t . )  The same argument i s  rep ea ted  in  D im o stra tio n i. 
Rag. I I ,  D ef. 24, p . 97 and Rag. IV, Def. 3, p . 213, where ch ro m a tic is ts  
a re  a d d i t io n a l ly  scourged fo r  la c k  o f  co n s is ten cy , s in c e  th ey  use th i rd s  
in  avowedly p u re ly  d ia to n ic  com positions as v e r t i c a l  in te r v a ls  between 
p a r t s  and s im i la r ly  they  use v e r t i c a l  major th i r d s  in  what they  claim  
a re  chrom atic  com positions and v e r t i c a l  minor th i rd s  in  enharmonic ones. 
T h is  most p robably  r e f e r s  to  th e  com positions N ico la  V icen tin o  pub lished  
in  h i s  L 'a n t ic a  musica r i d o t t a  a l i a  moderna p r a t t i c a  (Rome: Antonio B arre ,
1555), f o l s .  52r-52v, 62 r-62v , 67 r, 69v -71 r.
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Thus th e  use  o f  th i rd s  does n o t In tro d u ce  n o n -d ia to n ic ism . R a th e r, on ly

th e  p resen ce  o f  a  minor sem itone o r  a  d ie s i s  i s  an  unm istakable s ig n  th a t
20th e  realm  o f  d ia to n ic ism  has been  tran scen d ed .

When th e  th re e  te tra c h o rd s  a r e  p u t to g e th e r  a  s e r ie s  o f  s ix  s te p s  

d iv id in g  a  fo u r th  r e s u l t s :

I----------------1----------------1----------------[
DIATONIC: S T  T

I- - - - - - - - - - - - 1- - - - - 1- - - - - - -
CHROMATIC: S s  m3

ENHARMONIC: D D m3
I I I I I 

D D s  S

In  t h i s  new s e r ie s  some s te p s  belong to  s e v e ra l  genera  a t  th e  same tim e, 

o th e rs  a re  th e  p ro p e rty  o f  one genus o n ly . The second low est s te p  appears 

on ly  in  th e  enharmonic s e r ie s  and th e  fo u r th  only  in  th e  chrom atic one .

The d ia to n ic  genus i s  th e  o ld e s t  o f  th e  th re e  and i t  was produced by n a

tu re  . The n o n -d ia to n ic  genera  a r e  a r t i f i c i a l ,  s in c e  they  a re  inven ted
21by men who in troduced  a d d it io n a l  s te p s  among th e  d ia to n ic  o n es .

Franchino G affu rio  says a lso  th a t  th e  chrom atic 
i s  made a r t i f i c i a l l y  a s  an ornament o f  th e  d ia 
to n ic  and th e  enharmonic i s  c a l le d  a  p e r fe c t  
ornament o f  th e  n a tu r a l  and a r t i f i c i a l  m usical 
d ia to n ic  and chrom atic system . He says a lso  
th a t  th e  d ia to n ic  te tra c h o rd  i s  n a tu r a l .^2

^®Cf. Le I s t i t u t i o n i .  p p . 283f .  [348- 50] .

21C f. i b i d . .  P a r t  I I ,  Ch. 32, p .  108 [1 2 7 ].

22  ^"Franchino G a ffu r[ i]o  e t ia n d io  d ic e , c h e 'l  Chromatico e a r te f ic io sa m e n te
f a t to  p e r  ornamento d e l D ia to n ico , e t  lo  Enharmonio e d e tto  p e r f e t to  o rn a -
mento d e l n a tu ra le  e t  a r t i f i c i a l e  Sistem a musico D iatonico e t  Chromatico;
e t  d ic e  anco, c h e ' l  Tetrachordo d ia to n ic o  e  n a tu r a le ."  I b i d . , Part I I ,
Ch. 9 , p .  76 [9 0 ] . Z a rlin o  r e f e r s  to  th e  fo llow ing  words o f  F ranchino
G afo ri: "C onstat i g i t u r :  q u es ta  g en e ra tio n e  de ex tensione  chrom atica
e s s e r  a r t if ic io s a m e n te  consyderata da la  d i l i g e n t ia  de l i  A n tiq u i M usici
p e r  ornamento de lo  is trum en to  d ia to n ic o :  Quale (aben che fo sse  con
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th u s  th e  n o n -d ia to n ic  s te p s  can be regarded  as being  In c id e n ta l ly  arranged

among th e  more b a s ic  d ia to n ic  ones, as  se rv in g  an ornam ental fu n c tio n  in

r e la t io n  t o  th e  e s s e n t i a l  d ia to n ic .  The enharmonic s te p s  seem to  be  even

le s s  e s s e n t i a l  th a n  th e  chrom atic o nes. The chrom atic  s te p  ornam ents

and " c o lo rs "  th e  d ia to n ic  te tra c h o rd :

T h is  (as  B oethius would have i t )  i s  c a l le d  ch ro 
m a tic , a s  i f  co lored  o r  v a r ie d , from th e  Greek 
word p̂SjfiCL which s ig n i f ie s  c o lo r .  I t  ta k e s  t h i s  
name from th e  su rfa ce  o f  an o b je c t which, when 
r a i s e d ,  makes i t  v a ry  th e  c o lo r .  This i s  w e ll 
s a id ,  because when on ly  one m iddle s te p  o f  th e  
d ia to n ic  te tra c h o rd  i s  changed and the  o th e r  
rem ain  common, from such change d i f f e r e n t  i n t e r 
v a ls  and v a rio u s  r a t io s  a re  born , th a t  i s ,  v a r ie d  
forms and v a rie d  so u n d s.23

I t  may be concluded th a t  one o f th e  fu n c tio n s  o f  th e  genera  i s  to  i n t r o 

duce a h ie ra rc h y  o f  r e l a t iv e  im portance among th e  s te p s  o f  th e  gamut, 

th e  d ia to n ic  s te p s  ca rry in g  more w eight th an  th e  "ornam enta l"  ones which 

belong s o le ly  to  a  n o n -d ia to n ic  s e r i e s .

S im ila r  views were expressed  by F rancisco  S a lin a s , who claim ed th a t  

among th e  g en era  o n ly  th e  d ia to n ic  was independent and s e l f - s u f f i c i e n t ,  

tf ie re a s  th e  o th e r  two genera could  n o t e x i s t  w ithou t th e  d ia to n ic  and

d i l i g e n t i a  e t  a r t e  con tex to ) fuy pero o rd ia to  secundo lo  i s t i n c t o  de l a  
n a t u r a : . . .E t  e d ic to  ( i l  Genere Enarmonico] optim e coniunctum  e t  p e r fe c to  
ornamento d e l n a tu ra le  e t  A r t if ic io s o  Sistem a m usico: c io e  d ia to n ic o
e t  c h ro m a tic o ."  Franchinus G afu rius, Anrtelicum ac divinum opus m usice 
(M ilan: G otardus, 1508), Book I ,  Chs. 10-11.

23 Nf,Questo (come vuo l B eotio ) e d e t to  Chrom atico, q u a s i C o lo ra to , o V a r ia to ,
daXf*OfjCL p a ro la  g re ca , che vuol d i r  C olore; e t  p re se  questo  nome d a l la
s u p e r f ic ie  d i  a lcu n a  cosa, che le v a ta , le  fa  v a r ia r e  i l  c o lo re ;  E t d ic e
bene: p e rc io ch e  mutando solam ente una chorda mezana d e l T etrachordo
D ia to n ico , re s tan d o  le  a l t r e  comrauni; da t a l  m u tatione nascono d i f f e r e n t !
i n t e r v a l l i ,  e t  v a r ie  p ro p o r tio n ! ;  c ioe  v a r ia te  forme e t  v a r i a t i  s u o n i ."
Le I s t i t u t i o n t ,  P a r t  I I ,  Ch. 16, p . 85 [100]. Z a rlin o  r e f e r s  to  A nicius
M anlius S everinus B oeth ius, De i s t i t u t i o n e  m usica. I .x x i .
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were invented only to improve it:
F u r th e r , one a ls o  should know th a t  th e se  

th re e  genera  s tan d  in  r e la t io n  to  one smother 
a s  "good," " b e t t e r , "  and " b e s t ."  For j u s t  as 
o n ly  "good" can e x i s t  per se , and " b e t te r "  can 
n e i th e r  e x i s t  no r be imagined w ithou t "good," 
[and j u s t  a s ]  each o f  th e se  two e x is ts  in  a  
more e x c e l le n t  fa sh io n  in  the  " b e s t ,"  so th e  
d ia to n ic  a lo n e  can  be found p er s e . For i t  
forms th e  fo u n d a tio n  fo r  th e  o th e rs , and i s  
sumexed to  them.

But a lthough  i t  [ th e  d ia to n ic ]  i s  more 
n a tu r a l  th an  th e  o th e r s ,  a s  B oethius sa y s , i t  
i s  n o n e th e le ss  too  h a rd , and th e  chrom atic 
was in v en ted  to  m o llify  i t s  h a rsh n ess . And 
y e t t h i s  [chrom atic] genus cannot be found w ith 
o u t th e  d ia to n ic ,  fo r  i t  i s  no th ing  e ls e  th an  
th e  d ia to n ic  made dense, so to  speak . I t  r e 
ce iv es  th e  name f chroma] because i t  produces a 
more g e n tle  and more p e r fe c t sound, as i f  ema
n a tin g  from a more p e r fe c t  so u rce . For th i s  
rea so n  th e  genus i s  c a lle d  chrom atic r a th e r  
than  d ia to n ic .  This co inc ides w ith  th a t  which 
we experience on in strum ents s tru c k  by w hite  
and b la c k  k ey s .

The enharmonic a lso  cannot s u b s is t  p e r 
s e . B ut, s in c e  i t  i s  a  com bination of th e  o th e r  
two g en era , i t  produces th e  d en sest and most 
p e r f e c t  sound. I t  i s  c a lle d  no t th e  d ia to n ic  
o r  chrom atic , b u t r a th e r  the  enharmonic genus, 
because i t  i s  th e  b e s t ad ju sted  and most adap
ta b le  o f a l l . 24

24"P ra e te re a  s c i r e  e tiam  o p o r te t ,  haec t r i a  genera s ic  se  h ab ere , u t Bonum, 
M eliu s, Optimum: nam s ic u t  Bonum per se  solum p o te s t  e x is te r e ,  sed M elius
s in e  bono neque e s s e , neque i n t e l l i g i  p o te s t ,  & utrumque in  Optimo e x c e l-  
l e n t i o r i  modo c o n s i s t i t :  s i c  Diatonum p er se solum in v e n ir i  p o te s t ,  quia
reliquorum  e s t  fundamentum, a tque  su b iec tu m .. . .Sed quamuis c a e te r is  n a 
t u r a l  iu s  s i t ,  e s t  tamen d u r iu s , u t B oetius a i t ,  ad quam a i r i t ie m  m o lli-  
ficandam  Chromaticum inventum  e s t  quod s in e  Biatono r e p e r i r i  non p o te s t :  
n i h i l  enim e s t  a l iu d , quam Diatonum sp issa tum , ut i ta lo q u a r ;  & quoniam 
i l l u d  mo 11iu s  ac p e r f e c t iu s  r e d d i t ,  inde nomen a c c e p it ,  tanquam a p e r= 
f e c t i o r i ,  u t  iam non Diatonum, sed Chromaticum d ic a tu r :  quale e s t  i l l u d ,

L
quod experim ur in  h is  in s tru m e n tis , quae p e r  a lb a , & n ig ra  p le c t r a  
p u ls a n tu r .  Enharmonium etiam  p e r  se non p o te s t  s u b s is te re ,  sed r e l iq u i s  
duobus adiunctum unum e f f i c i t  sp ississim um , & perfectissim um , quod non 
Diatonium, neque Chromaticum, sed Enharmonium nuncupatur, quod optime 
coaptatum , & compaginatum s i t . "  De M usica, I I I ,  i i ,  p .  104; t r .  in  
D an ie ls , op . c i t . , pp. 183f .
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Basing h is  b e l i e f  on s e v e ra l a n c ie n t a u th o r i t i e s ,  Z a rlln o  s ta te s

th a t  th e  d ia to n ic  genus was th e  o ld e s t  o f  th e  th re e  and th a t  i t  was a lre a d y

long in  use when a n c ien t m usicians inven ted  f i r s t  th e  chrom atic and l a t e r  
25th e  enharm onic. According to  Boethius th e  chrom atic genus was inven ted

26by Timotheus o f  M elesia . Z a rlin o  sp e c u la te s  about th e  method in  which

th e  chrom atic genus could  have been inven ted  as fo llo w s:

Although i t  i s  d i f f i c u l t  to ' want to  t e l l  in  what 
manner Timotheus may have inven ted  o r  i n v e s t i 
g a ted  t h i s  genus, s in ce  u n t i l  now I  could never 
f in d  t h i s  m a tte r  d iscu ssed  by any w r i te r ,  n ev er
th e le s s ,  i t  can be shown w ith  some j u s t i f i c a t i o n  
t h a t . . .T im otheus, p ra c t ic in g  in  th e  d ia to n ic  
genus may have a ttem pted  many tim es to  p ass  w ith  
melody th rough  th e  added te tra c h o rd  [ th a t  i s ,  th e  
synemmenon te tra c h o rd  which was conjunct w ith  th e  
meson], to uch ing  a f t e r  th e  mese [ th a t  i s ,  the  
h ig h e s t s te p  o f  th e  meson and th e  low est o f  the 
synemmenon, a] th e  t r i t e  synemmenon [ th a t  i s ,  th e  
second low est s te p  o f  th e  synemmenon, b P ], then  
p ass in g  from i t  to  th e  paramese [ th a t  i s ,  the  
low est s te p  o f  th e  diezeugmenon, b*l], a r r iv in g  
a ls o  a t  th e  p a ra n e te  synemmenon [ th a t  i s ,  the  
second h ig h e s t s te p  o f th e  synemmenon, c ] o r  th e  
t r i t e  diezeugmenon [ th a t  i s ,  th e  second low est 
s te p  o f  th e  diezeugmenon, c] which a re  b o th  th e  
same s te p ,  even though i t  changes th e  name de
pending on which te tra c h o rd  i t  belongs t o .  Then, 
c o n s id e rin g  th a t  th e  passage made through th ese  
s te p s  y ie ld e d  a  c e r ta in  v a r i e t y , . . .he sought to  
make melody through every  te tra c h o rd  in  such a  
manner. . . . * 7

25Le I s t i t u t i o n i .  P a r t  I I ,  Ch. 9, p . 76 [9 0 ] , C f. a ls o  Z a rlin o , S opp li- 
m enti m u s ic a li (V enice: Francesco d e ' F ran cesch i Sanese, 1588), Book IV,
Ch. 3 , p p . 123-128 and Book V III , Ch. i ,  p .  278.

26 Le I s t i t u t i o n i .  Book I I ,  Ch. 32, p .  108 [126]. Z a rlin o  r e f e r s  to  
B oeth ius, op . c i t . ,  1 .1 .  The id e n t i ty  o f  Timotheus i s  d iscu ssed  in  
S opplim enti. pp . 123-128. C f. a lso  Vincenzo G a l i le i ,  "D iscorso in to  m o 
a l l 'u s o  dell'E nharm onio  e t  d i  c h i fu sse  a u to re  de l C rom atico ," F lo rence , 
B ib l io te c a  N azicnale C e n tra le , Ms. G al. 3, f o l s .  1 4 r- l5 v .

^ " E t  se  bene e cosa d i f f i c i l e  i l  v o le r  n a r ra re  in  qual m aniera Timotheo 
p o te sse  r i t r o v a r e ,  o in v e s t ig a r  questo  genere; essendo che ap p resso  d i  
a lcuno s c r i t t o r e  mai f i n  h o ra  l 'h a b b ia  p o tu to  r i t r o v a r e ;  nondimeno s i  puo
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The synemmenon te tra c h o rd  o f  th e  system  i s  con junct w ith  th e  mescn.

tfhen th e  s te p s  o f  th e  diezeugmenon and synemmenon d ia to n ic  te tra c h o rd s
29a re  added to  each o th e r  a  chrom atic te tra c h o rd  r e s u l t s :

meson diezeugmenon

S T T T

synemmenon

S

i

m3

In  o th e r  w ords, Z a rlin o  th in k s  th a t  a  chrom atic te tra c h o rd  was generated  

by Timotheus when he combined th e  s te p s  o f  diezeugmenon and synemmenon 

te t r a c h o rd s .  Since th e se  a re  b o th  id e n t ic a l  d ia to n ic  te tra c h o rd s  and 

one may be  regarded  as a  t r a n s p o s i t io n  o f  th e  o th e r ,  th e  p ro cess  which 

gave b i r t h  to  th e  chrom atic te tra c h o rd  can be understood  as  th e  p rocess 

o f  t r a n s p o s i t io n  o f  the  d ia to n ic  s e r ie s  and o f adding up th e  s te p s  from

m o strare  con qualche rag io n e , ch e . . .Timotheo e s s e r c i ta n d o s i  n e l  genere 
D ia to n ico , te n ta s s e  m olte v o l te  d i  p a ssa re  con la  m odulatione p e r  lo  
agg iun to  T e trach o rd o , toccando dopo l a  Mese la  T r i te  synemennon, passardo 
d ip o i d a q u e s t a a l l a  Paramese, a rriv an d o  e tia n d io  a l i a  P a ran e te  synemennon, 
over T r i t e  diezeugmenon, che sono una chorda i s t e s s a ;  anchora che i  T e tra 
chord i  & c u i  se rv e  le  fa c c ia  cam biare i l  nome; e t  d ip o i considerando , 
c h e 'l  p assag g io  f a t t o  p e r  q u este  chorde rendeva a lcu n a  v a r i e t a ; . . .c e rcasse  
d i  m odulare p e r  og n i T etrachordo  in  c o ta l m an ie ra . . . . • ’ Le I s t i t u t i o n i ,  
P a r t  I I ,  Ch. 32, p .  I l l  [130 ].

28.C f. i b i d . .  P a r t  I I ,  Ch. 28, p .  98 [115]

29C f. i b i d . ,  P a r t  I I ,  Ch. 32, p .  I l l  [1 2 9 ].
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the  tran sp o sed  and un transposed  s e r i e s .  As th e  r e s u l t ,  th e  d ia to n ic  genus

is  considered  by Z a rlin o  to  be  more b a s ic  and im portan t th an  th e  non**

d ia to n ic  ones:

I t  i s  honest and ju s t  to  p u t t h i s  genus b e fo re  
th e  o th e r  two as more noble and e x c e l le n t ,  s in c e  
th e  o th e rs  d e r iv e  t h e i r  being  from i t .  The d ia 
to n ic  v i r t u a l l y  co n ta in s  th e  chrom atic and en
harmonic and a t  th e  end a c tu a l ly  produces them, 
b u t n o t th e  r e v e r s e .  I t  was t r u ly  j u s t  th a t  
Ptolemy gave a l l  preem inence to  t h i s  genus, 
s in c e  a s  th e  g e n e ra to r  i t  i s  d o u b tle ss  much 
more n o b le  th an  what i t  g e n e ra te s .30

The method o f  t r a n s p o s i t io n  o f  th e  d ia to n ic  s e r i e s  can h e lp  us to  

understand  no t on ly  how th e  n o n -d ia to n ic  genera  m ight have been produced, 

b u t a ls o  th e  r a t io n a le  beh ind  th e  form o f  th e  keyboard proposed by Zarlino 

in  Le I s t i t u t i o n i . I  have e s ta b lis h e d  th a t  in  Z a r l in o 's  to n a l system a 

minor sem itone c o n s is ts  o f  one d ie s i s ,  a  m ajor sem itone o f  two, and a whole 

tone o f  th r e e .  Thus a  d ie s i s  i s  th e  la r g e s t  common denom inator o f  a l l  

th e  in te rv a ls  o f  th e  th re e  g en e ra . I f  we re p re s e n t an in te rv a l  by a number 

which shows how many d ie se s  i t  c o n ta in s , we could re p re s e n t th e  s e t  of 

a l l  in te rv a ls  and t h e i r  sums ( th a t  i s ,  th e  gamut) produced by th e  d ia to n ic  

s e r ie s  a s  fo llo w s: 2 (S ), 3 (T ), 5 (m3), 6 (m3 ) , 8 (4 th ) ,  9 ( t r i to n e ) ,

10 (d im .5 th ), 11 (5 th ) ,  13 (m6), 14 (m6 ), 16 (m7), 17 (M7), 19 (8 ) .  I f  

ve  now want to  c o n s tru c t such  a  s e r ie s  o f  s te p s  th a t  every  in te rv a l  of 

the  gamut i s  a v a i la b le  in  bo th  d ire c t io n s  on every  s te p ,  we must make 

th e se  s te p s  e q u id is ta n t  w ith  th e  d is ta n c e  between two consecu tive  cr.es

"Cosi e cosa g iu s ta ,  e t  h o n e s ta , che s i  preponga questo  genere a g l i  
a l t r i  due, come p iu  n o b ile  e t  p iu  e c c e l le n te ;  havendo da l u i  l 'e s s e r e  
g l i  a l t r i :  essendo che i l  D ia ton ico  v ir tu a lm e n te  co n tien e  i l  Chromatico
e t  l'Enharm onico, e t  a l  f in e  l i  produce in  a t t o ;  ma non p e r i l  c o n tra r io . 
Fu veram ente cosa g iu s ta ,  che Tolomeo d e s s i  ogni prem inenza a  questo 
g enere , p o i che come g en eran te  senza dubbio e m olto p iu  n o b ile  d e l 
g e n e ra to .” I b id . .  P a r t I I ,  Ch. 16, p . 84 [9 9 ].
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being  th e  la rg e s t  common denom inator o f  a l l  th e  In te rv a ls  o f  th e  gamut, 

th a t  i s ,  d i e s i s .  In  o th e r  w ords, if .w e  want to  c o n s tru c t such a  s e r ie s  

o f  s te p s  th a t  any sp ec ie s  o f  th e  d ia to n ic  genus can be b u i l t  by means 

o f  th e se  s te p s  in  b o th  d i r e c t io n s  s t a r t i n g  a t  any s te p ,  we have to  d iv id e  

an octave in to  n in e teen  d ie se s  by means o f  n in e te e n  e q u id is ta n t  s te p s .

The same s e r ie s  o f  s te p s  w i l l  a ls o  enab le  us to  b u ild  in  b o th  d i r e c t io n s  

any sp e c ie s  o f  th e  n o n -d ia to n ic  g enera  s ta r t i n g  a t  any s te p .  Thus, t r a n s 

posing an o c ta v e -sp ec ie s  o f  th e  d ia to n ic  genus so th a t  i t  s t a r t s  a t  every  

s te p  o f  th e  o r ig in a l  s e r ie s  and a ls o  a t  every  new s te p  added by th e  t r a n s 

p o s i t io n s ,  we s h a l l  f in a l ly  a r r iv e  a t  a  s e r ie s  o f  n in e te e n  s te p s  d iv id l-ig  

th e  octave in to  d ie s e s .  The method o f  tra n sp o s in g  a d ia to n ic  o c ta v e -  

sp ec ies  and adding up th e  un transposed  and tran sp o sed  s te p s  produces n o t 

on ly  th e  n o n -d ia to n ic  genera  b u t a ls o  such a d iv is io n  o f an  o c tav e  which 

makes p o s s ib le  t r a n s p o s it io n s  o f  a l l  the  o c ta v e -sp ec ie s  o f  a l l  th re e  genera 

to  any s te p  d iv id in g  t h i s  o c ta v e .

"One should  always n o te ,"  says Z a rlin o , " . . . t h a t  th a se  s te p s  a re  

pu t w ith  some u t i l i t y  and o rd e r  in  an in strum en t when th ey  a re  p laced  in  

such a  way th a t  th ey  have in  b o th  d i r e c t io n s  a  corresponding consonant
31

s te p  a t  a  f i f t h  o r  a  fo u rth  o r  a  m ajor o r  m inor th i r d . . . . " " ^  The u t i l i t y  

o f  n o n -d ia to n ic  genera i s  th a t  when t h e i r  s te p s  a re  combined w ith  d ia to n ic  

ones consonances may be o b ta in ed  a t  th e se  d ia to n ic  s te p s  where th ey  a re  

n o t o r d in a r i ly  a v a i la b le  and, m oreover, th e se  n o n -d ia to n ic  s te p s  make 

tra n s p o s it io n s  o f modes p o s s ib le  which a re  o f  g re a t  h e lp  to  o rg a n is ts

31
"Ms s i  debbe sempre a v e r t i r e , . . .che q u e lle  corde sono p o s te  con qualche 

u t i l i t y  in  uno istru m en to , e t  in  alcuno o rd in e , le  q u a li  sono in  t a l  
m aniera c o llo c a te , che verso  i l  g rave, overo v erso  l 'a c u to  hanno una 
chorda co rrisp o n d en te  consonante p e r  una D iapente, o p e r una D ia te ssa ro n  
overamente p e r  un D itono, overo p e r  un S em id ito n o .. . . "  I b id . .  P a r t  I I ,
Ch. 47, p . 140 [1 6 3 ],
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wbo have Co p la y  a  mode In  th e  r e g i s t e r  which i s  convenient fo r  th e  s in g e rs
32whom th e y  accompany. I t  seems to  me th a t  fo r  Z arlin o  a  p e r fe c t  in s t r u 

ment sh o u ld  a llo w  a  t r a n s p o s i t io n  o f  any mode in to  any s te p  o f  i t s  key

b o ard . Toward th e  end o f  Le I s t i t u t i o n i ,  P a r t I I ,  th e  th e o r is t  d e sc rib e s

such p e r f e c t  "Clavocembalo" which was made fo r  him by Dominico P esa rese
33in  1548 in  V en ice . The p ic tu r e  o f  th e  instrum ent shows th a t  i t  has two

34id e n t ic a l  o c ta v e s  each co n ta in in g  n in e te e n  keys:

In  th e  n o ta t io n  employed by Z a rlin o  chrom atic s ig n s  p laced  b e fo re  a  n o te

move i t  up ($) o r  down (^) by a  minor sem itone and th e  enharmonic s ig n

X ,  which Z a rlin o  thought he in v en ted , p laced  b e fo re  a  n o te  moves i t  up 
35a  d i e s i s .  I t  can be assumed th a t  th e  dark  keys o f th e  upper row a re  

th e  ones w hich were commonly found in  s ix te e n th -c e n tu ry  keyboards, th a t  

i s ,  B*, C# E*, I # ,  and G*, and th a t  th e  w h ite  keys o f  th e  upper row 

p ro v id e  th e  rem aining s te p s  th a t  a re  needed in  o rd er to  have each d ia to n ic  

whole to n e  d iv id ed  n o t on ly  by a  m ajor sem itone follow ed by a  minor one

3^C f. i b i d . .  P a r t  I I I ,  Ch. 78, p .  286 [3 5 2 ]. See a lso  p . 121 below .

33C f. i b i d . .  Ch. 47, p . 140 [1 6 3 ]. The in strum en t was s t i l l  seen by Burney 
in  F lo ren ce  bu t i t  d id  no t su rv iv e  to  our tim e . C f. Donald H. Boalch, 
Makers o f  th e  H arpsichord and C lavichord  1440 to  1840 (London: George
Ronald, 1956), p . 24.

34C f. Le I s t i t u t i o n i .  p . 141 [164].

35C f. i b i d . ,  P a r t  I I I ,  C hs. 25 and 72, p p . 1 7 0 f ., 280f. [1 9 8 f., 3 4 4 f f . ] .
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o r  th e  re v e rse , b u t by a  m ajor follow ed by minor and th e  re v e rs e , and 

a ls o  in  o rder to  have each  d ia to n ic  sem itone d iv id ed  in to  two d ie s e s :
|i

■

i

i
Such keyboard makes p o s s ib le  any t r a n s p o s i t io n  o f  any o c ta v e -sp e c ie s  o f 

any genus. Thus i t  i s  t r u l y  a  p e r f e c t  embodiment o f  Z a r l in o 's  to n a l s y s 

tem .

The q u es tio n  rem ains how th i s  in strum en t i s  to  be  tu n ed . Z a rlin o  

‘ assumes th a t ,  a t  l e a s t  to  a - c e r t a in  e x te n t ,  th e  i n t e r v a l l i c  s t r u c tu r e s

o f  a  to n a l  system a re  independent o f a  tu n in g  system . This can be in 

fe r re d  from th e  f a c t  th a t  he p re se n ts  s e v e ra l  d i f f e r e n t  p o s s ib le  tun ing  

system s fo r d ia to n ic , ch rom atic , and enharmonic te t r a c h o rd s ,  su g g estin g

th e reb y  th a t  a  d ia to n ic  s e r i e s ,  fo r  in s ta n c e , rem ains d ia to n ic  re g a rd -
36le s s  by what s p e c i f ic  r a t io s  i t s  in te r v a ls  a re  re p re s e n te d . T his i s

th e  sense  in  which th e  re v e a lin g  rem ark th a t  Z arlin o  makes about th e

chrom atic te tra c h o rd  should  be un d ersto o d :

Although i t s  r a t io s  a re  very  d i f f e r e n t  from th o se  
which B oeth ius g iv e s  them, t h i s  i s  o f  l i t t l e  im
p o rta n c e . D iv e rs ity  o f  genus i s  born  on ly  from 
m utation  o r  v a r ia t io n  o f  th e  in te r v a ls  which can 
be  b es t made by going upwards through a  sem itone 
as the f i r s t  in t e r v a l ,  an o th e r sem itone as th e  
second, p u tt in g  f in a l ly  a  minor th i r d  as  the  
th i rd  i n t e r v a l .37

36 C f. ib id . ,  P.- : I I ,  Ch. 16, p p . 82-86 [97-101]; Soppliroenti. Book IV, 
C hs. 1 -3 , p p . 2.'. -130.
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I

A lthough v a rio u s  tu n in g  system s a re  p o s s ib le ,  some o f  them a re  

b e t t e r  th a n  o th e r s .  Z a r l in o 's  c r i t e r io n  o f a  p e r f e c t  tu n in g  system  i s  

th a t  b o th  i t s  p e r fe c t  ( th a t  i s ,  th e  o c tav e , f i f t h ,  and fo u rth )  and im

p e r fe c t  consonances ( th e  major and m inor th i r d s  and s ix th s )  must be good 

and u sa b le , th a t  i s ,  a cc ep tab le  to  b o th  rea so n  and s e n se . He c r i t i c i z e s  

th e  a n c ie n t Pythagorean  tu n in g  fo r  i t s  la c k  o f  u sa b le  im p erfec t consonances. 

Contemporary composers reg a rd  th e  th i r d s  and s ix th s  as  consonances and
38a  tu n in g  system  which w i l l  make th e se  in te rv a ls  consonant i s  re q u ire d .

A sim ple consonance, f o r  Z a rlin o , must be  rep re sen te d  by a  m u ltip le  o r

s u p e rp a r t ic u la r  r a t i o  expressed  by means o f  numbers from 1 to  6 on ly ,

th e  p r iv i le g e d  p o s i t io n  o f 6 , th e  numero s e n a r io . d e r iv in g  from th e  f a c t
39th a t  i t  i s  th e  f i r s t  p e r fe c t  number. The s ix th s  do n o t conform to  th ese

c r i t e r i a ,  s in c e  they  a re  n o t sim ple consonances, b u t r a th e r  sums o f  th e
40

fo u rth  and t h i r d s .  The t ru e  r a t io s  o f  th e  sim ple consonances a re  born
41

from th e  harm onic d iv is io n .  The harm onic d iv is io n  of th e  octave (2 :1 ) 

y ie ld s  th e  f i f t h  (3 :2 ) and fo u rth  (4 :3 ) ,  and th e  harm onic d iv is io n  o f 

th e  f i f t h  g iv es  th e  m ajor and minor th i r d s  (5 :4  and 6 :5 ) .  The fo u rth  

and m ajor th i r d  g iv e  m ajor s ix th  (5 :3 ) ,  th e  fo u rth  and m inor th i r d  g iv e  

m inor s ix th  (8 :5 ) .

37 "Et ancorache le  sue p ro p o rtio n !  s ian o  m olto d i f f e r e n t !  da q u e lle ,  che 
ne da B o e tio ; q uesto  im porta poco: impero che l a  d iv e r s i t a  d e l genere
non nasce se non d a l la  m u ta tione , e t  v a r ia t io n e  de g l i  i n t e r v a l l i ,  che 
s i  puo f a r e  ottim am ente modulando d a l grave a l l 'a c u t o  p e r  un Semituono 
n e l prim o in te r v a l lo ,  e t  p er un a l t r o  p o i n e l secondo, ponendo ultim am ente 
n e i te rz o  un T rihem ituono ."  Le I s t i t u t i o n i .  P a r t  I I ,  Ch. 32, p . I l l  [1 2 9 ].

38C f. e .g .  i b i d . .  P a r t  I I ,  Ch. 31, pp . 1 0 5 ff . [123-126].

39C f. e .g .  I b id . .  P a r t  I ,  Ch. 13, p . 23 [2 9 ]; P a r t  I I ,  Ch. 31, p . 105 [123]

40uC f. i b i d . .  P a r t  I ,  Ch. 16, p . 27 [3 3 ] .

A lC f. i b i d . ,  P a r t  I ,  Ch. 13, p .  23 [2 9 ] .
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Z a rlin o  b e l ie v e s  t h a t  th e  p e r fe c t  tu n in g  system  in  which th e  con-
42sonances have th e se  r a t io s  i s  th e  sy n to n ic  tun in g  o f  Ptolemy in  which

th e  d ia to n ic  te tra c h o rd  c o n s is ts  o f  a  m ajor sem itone (1 6 :15 ), follow ed
43by a  m ajo r whole tone  (9 :8 ) ,  fo llow ed by a  minor whole tone (1 0 :9 ) .

Since th e  m ajor sem itone i s  16:15 and th e  minor th i r d  i s  6 :5 , th e  minor

sem itone o f  th e  chrom atic te tra c h o rd  has to  be 25 :24 . And f in a l l y ,  s in c e

th e  m ajo r t h i r d  i s  5 :4  and th e  f i r s t  o f  th e  enharmonic d ie se s  in  th e  en -
44harm onic te tra c h o rd  has to  be o f  th e  same s iz e  as th e  minor sem itone, 

th a t  i s  25 :24 , th e  second d ie s i s  must be 128:125. Thus in  th e  enharmonic 

te tra c h o rd  th e  f i r s t  d i e s i s  i s  m ajor and th e  second m inor.

A d ia to n ic  o ctave in  th e  sy n to n ic  tu n in g  w i l l  have th e  fo llow ing

r a t i o s :

j  9*8 | 16:15 | 573 |  1075 j  16715 [  57§  |  1075 1
a b N c d e f g s

I t  i s  e a sy  to  n o tic e  th a t  i t  lacks a  pure fo u rth  betw een A and D (and, 

o f c o u rse , a  pu re  f i f t h  betw een D and a )  and a  pure minor t h i r d  between 

D and F (and a  m ajor s ix th  between F and d ) . The problem  i s  so lv ed  when 

th e  synemmenon te tra c h o rd  i s  added to  the  system  and an o th er D i s  c re a te d  

a  comma (81:80) lower than  th e  f i r s t  one:

j 578 j i 67i 5 |  578 j I o79 [  leTTis |  57s  j I o 75 j
A B ^ C D E F G a
1 16:15 L 578 | 10751
A B*> C D *

I lc comma 81:80

42C f. i b i d . .  P a r t  I I ,  Chs. 31, 37, pp . 106, 117 [125, 136]

A3C f. i b i d . .  P a r t  I I ,  Ch. 16, pp . 8 2 f f .  [9 8 f . ] .
44C f. p .  91 above.
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This tim e, however, an  impure m ajor s ix th  appears between and G, which

be improved o n ly  when an o th er i s  added a  comma h ig h e r  th a n  th e

f i r s t  one. According to  Z a rlin o , in  unaccompanied v ocal perform ance th e

vo ices always s in g  pu re  consonances and th e  troublesom e comma can be 
45

d isreg a rd ed . In  such in s tru m en ts , however, which cannot v a ry  p i tc h

con tinuously , th a t  i s ,  p r im a r ily  in  keyed and f r e t t e d  in s tru m e n ts , th e

problem o f  comma must be approached in  one o f th e  two ways. E i th e r  many

s tep s  w i l l  have two v e rs io n s  d i s t a n t  by a  comma, o r , in  o rd er to  avoid

the m u lt ip l ic a t io n  o f  s te p s ,  th e  comma w i l l  be d iv id ed  and d is t r ib u te d

among many in te r v a ls ,  th a t  i s ,  a  temperament w i l l  be in tro d u c e d .

The f i r s t  s o lu t io n  i s  p re sen te d  in  a  cu rio u s  keyboard in strum en t

which Z a rlin o  d esc rib ed  in  h is  l a s t  work, Sopplim enti m u s ic a li  o f  1588,
46and claim ed to  have i t  made fo r  h im se lf  many y e a rs  ago . The keyboard 

has two id e n t ic a l  octaves w ith  d ia to n ic  and chrom atic keys r e g u la r ly  found 

in  s ix te e n th -c e n tu ry  in strum en ts  (d f ,  E^, 1$, G$, B^), w ith  th e  a d d it io n  

o f a l t e r n a t iv e  keys fo r  D, B^, E^, and

D*

A B^ C D E F G a

( *

45
C f. e .g .  Le I s t i t u t i o n i .  P a r t  I I ,  Ch. 40, p .  123 [1 4 3 ], Z arlin o * s o p in io n  

was challenged  alm ost im m ediately by Giovanni B a t t i s t a  B en ed e tti and l a t e r  
i t  became one o f  th e  main s u b je c ts  in  th e  co n tro v ersy  between Z a rlin o  
and Vincenzo G a l i l e i .  C f. P a l is c a ,  " S c ie n t i f ic  Em piricism  in  M usical 
T hought," pp. 91-137.

46C f. Book IV, Ch. 11, pp . 152-157.
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Since th e  lower D' i s  p laced  on th e  keyboard above D, i t  can be  assumed 

th a t  analogous s o lu t io n  was chosen fo r  th e  double chrom atic k ey s . I  have 

a lre a d y  ex p la in ed  why two d i f f e r e n t  D 's and two d i f f e r e n t  B ^ 's w ere n eces

s a ry .  Of th e  two F ^ 's  one su p p lie s  a  minor t h i r d  below a  (and a  m ajor 

s ix th  above A), th e  o th e r , which i s  a  comma h ig h e r , su p p lie s  a l l  o th e r  

pure consonances which a re  p o s s ib le  between ^  and o th e r  k ey s . I  see  

no n e c e s s i ty  fo r  two E ^ 's  and I  do not understand  why Z arlin o  added th e  

low er one. The co n secu tiv e  in te r v a ls  o f  th e  octave a re  tuned  as fo llo w s:

[ 1 6 :1 5  I 81:80 I 25:24 I 16:15 I 25:24 I 16:15 I 81:80 |256:243i 81:80 I
A B* B# C C# D' D E*
[725:24 | 16:15 | 25:24 | 81:80 | 16:15 | 25:24 j 16:15 |
E? E F F« F# G G* a

The same s o lu t io n  was chosen by F rancisco  S a lin as  fo r  h is  p e r fe c t

keyboard in strum en t c o n ta in in g  a l l  th re e  genera, which he claim ed to  have

o rd ered  to  be  co n s tru c te d  in  Rome and which was s t i l l  in  h i s  p o sse ss io n  
47in  1577. Like Z a rlin o , S a lin a s  co n sid e rs  th e  ju s t  In to n a tio n  to  be the

most p e r f e c t  system  o f tu n in g .4® As a r e s u l t  he has to  in tro d u ce  w ith in
49h is  d ia to n ic  s c r i e s  Lwo D 's a  comma a p a r t .  Two o f  h is  chrom atic  s te p s ,

and F^, must have two v e rs io n s  d is ta n t  by a  comma^ and, s im i la r ly ,
u A 51

two o f  h i s  enharmonic s te p s ,  Gr and A1, must have two v e r s io n s .  S ince,

47C f. De M usica. I l l ,  v i i i ,  p .  127.

48The whole Book I I  o f  De Musica (pp. 46-100) i s  devoted to  th e  exp lana
t io n  o f  j u s t  in to n a tio n .

49C f. i b i d . ,  I l l ,  iv -v ,  p p . 108-114.

50C f. i b id . .  I l l ,  v i i ,  pp . 115-20.

51C f. i b i d . ,  I l l ,  v i i i ,  p p . 120-27.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



106

as I  have a lre a d y  in d ic a te d , th e  combined s te p s  o f  S a l in a s 's  th re e  genera

produce a  s e r i e s  o f  n in e te e n  d i f f e r e n t  s te p s  w ith in  an oc tav e , th e  double

v e rs io n s  o f  th e  f iv e  s te p s  l i s t e d  above produce a keyboard w ith  tw en ty -

fo u r s te p s  w ith in  an octave and such was undoubtedly th e  keyboard o f

S a lin a s 1 s  p e r f e c t  in s tru m e n t. In  view  o f  S a l in a s 's  ad m ira tio n  fo r  j u s t

in to n a tio n  i t  i s  u n d erstan d ab le  th a t  he c r i t i c i z e s  th e  archicem balo  of

N ico la  V ice n tin o  (w ithout m entioning h is  name e x p re ss ly )  fo r  employing

th e  3 1 -d iv is io n  o f  th e  o c tav e , th a t  i s  a  d iv is io n  b ea rin g  no r e la t io n s h ip
52to  j u s t  in to n a t io n .

Z a rlin o  adm its th a t  h is  in strum en t i s  very  d i f f i c u l t  to  use  and

th a t  a  tem perament i s  a  much more p r a c t ic a b le  s o lu t io n ,  s in ce  i t  a llow s

re d u c tio n  o f  th e  number o f  keys w ith o u t reducing th e  number o f  u sab le  
53consonances. A temperament changes th e  t ru e  r a t io s  o f in te r v a ls  so

54s l i g h t l y  t h a t  h e a rin g  i s  n o t o ffen d ed . In  Le I s t i t u t i o n i  Z a rlin o  

d e sc rib e s  a  temperament i n  which f i f t h s  a re  d im in ished  by 2/7 comma, 

th i rd s  by 1 /7  comma each , m ajor whole tones by 4 /7  comma, whereas minor 

whole to n es  a re  en la rg ed  by 3 /7  comma (thus th e  m ajor and m inor whole 

to n es have th e  same s iz e ) ,  and m ajor sem itones a re  en la rg ed  by 3 /7  comma. 

Only th e  m inor sem itone and, n a tu r a l ly ,  the octave a re  l e f t  u n te m p e re d .^  

Another tem peram ent, which accord ing  to  Z a rlin o  i s  v e ry  good and e a s ie r  

to  a c c o m p lis h ,^  i s  d e sc rib e d  in  D im o stra tio n i harm oniche. I t  d im in ishes

52C f. i b i d . . I I I ,  x x v ii ,  p p . 164-66.
53C f. S o p p lim en ti. Book IV, Ch. 12, p p . 157f.
54C f. e .g .  Le I s t i t u t i o n i .  P a r t  I I ,  Ch. 42, p .  127 [1 4 7 ]. 

55C f. i b i d . .  p p . 126f. [ 1 4 6 f f . ] .

56C f. D lm onstration!.. Rag. IV, P rop . 1, p . 221.

57C f. i b i d . .  Rag. V, D ef. 1 -6 , p p . 2 6 7 ff.
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f i f t h s  by 1 /4  comma, minor th i rd s  by 1 /4  comma, m ajor whole tones by 1 /2  

comma, i t  e n la rg e s  m inor whole tones by 1 /2  comna (th u s  th e  m ajor and 

minor whole tones have th e  same s iz e ) ,  and i t  e n la rg e s  m ajor (and p re 

sumably a l s o  minor) sem itones by 1 /4  comma each . Major th i r d s  and o c

tav es  a re  l e f t  p u re . Both temperaments seem to  be in ten d ed  fo r  an 

o rd in a ry  keyboard o f  tw elve keys w ith in  an o ctave and a t  l e a s t  th e  f i r s t  

one i s  a ls o  p re sc r ib e d  fo r  Z a r l in o 's  Clavocembalo o f n in e te e n  keys per 

o c tav e . N e ith e r  th e  o rd in a ry  meantone temperament o f  1 /4  comma, n o r th e  

2/7  comma v a r ie ty  o f  meantone temperament correspond p e r f e c t ly  to  th e  

1 9 -d iv is io n  of an  o c tav e , b u t,  in  J .  Murray B arb o u r 's  w ords, 'tao s t o f  

th e se  v a r i e t i e s  o f  th e  meantone temperament w i l l  have a  sm a lle r  d e v ia 

t io n  [from th e  equal temperament] when ap p lied  to  a  keyboard w ith  19 o r
58more no tes  to  th e  o c tave  th an  upon th e  u su a l k ey b o ard ."  While th e  2 /7 -

comma temperament seems to  be more s u i ta b le  fo r  th e  m u ltip le  d iv is io n , i t

i s  i n f e r io r  to  th e  o rd in a ry  1 /4 -comma system  when a p p lie d  to  a  keyboard
59o f  twelve n o te s  to  an o c ta v e . Both temperaments a r e  a ls o  advocated

fo r  keyboard in stru m en ts  by F ran c isco  S a lin a s  who in  a d d it io n  inven ted

th e  1/3-comma temperament which produced an alm ost p r e c is e ly  equal d iv is io n
60o f  th e  o c tav e  in to  n in e te e n  in te r v a ls .

I  have argued above th a t  Z a r l in o 's  thought im p lies  a  c e r ta in  de

g ree  o f independence o f th e  to n a l system  from th e  tu n in g  system . I t  must 

be ad m itted , however, th a t  t h i s  independence i s  on ly  Im plied  and never

58Tuning and Temperament. 2nd ed . (E ast Lansing: M ichigan S ta te  C ollege
P re s s , 1953), p . 33 .

59C f. i b i d . ,  l o c . c i t .

^®Cf. De M usica. I l l ,  x v - x x i i i ,  pp . 143-157. See a ls o  B arbour, o p . c i t . , 
p p . 3 3 f f .
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e x p l ic i t ly  s ta te d  in  th e  t h e o r i s t 's  w orks. For t h i s  re a so n  any re co n 

s t r u c t io n  o f  th e  to n a l s y s te s  im p lied  by th e se  works inv o lv es  some i n t e r 

p r e ta t io n  on th e  p a r t  o f  a  h i s t o r i a n .  I t  seems to  me th a t  I  owe th e  

re a d e r  an ex p lan a tio n  o f  why I  have decided  to  t r e a t  th e  d i f f e r e n t i a t io n  

o f th e  whole tone in to  m ajor and minor s iz e s  and th e  d i f f e r e n t i a t i o n  o f 

th e  d ie s i s  in to  m ajor and m inor s iz e s  as  phenomena which belong to  th e  

le v e l  o f  th e  tu n in g  system  and n o t o f  th e  to n a l  system . Two in te rv a ls  

can be t r e a te d  as  t r u ly  d i f f e r e n t  o n ly  when th ey  a re  meant to  be used 

d i f f e r e n t ly  by m u sic ian s . There i s  no t r a c e  o f  such a  fu n c tio n a l d i f 

f e r e n t ia t io n  o f th e  m ajor and m inor whole tones in  Z a r l in o 's  work, on 

th e  c o n tra ry , th e  fo llow ing rem arks seem to  prove th a t  in  com position 

th ey  a re  t r e a te d  a s  one and th e  same in te r v a l :

When we f in d  in  c o u n te rp o in t two p a r t s  se p a ra te d  
by one o f th e se  i n t e r v a l s ,  we may say  th a t  they  
a re  se p a ra te d  by a  la rg e  whole tone o r  a sm all 
one; o r  we may say  th a t  th e  d is ta n c e  between them 
i s  a  m ajor second. For t h i s  i s  th e  term  used by 
p r a c t ic a l  m usic ians to  d is t in g u is h  i t  from th e  
m inor second, which i s  th e  la rg e  sem ito n e .^1

Thus, i t  seems to  me, th a t  on th e  le v e l  o f  th e  to n a l  system  th e re  i s  one

whole tone which g e ts  two d i f f e r e n t  s iz e s  in  th e  v o ca l sy n to n ic  tu n in g ,

th e  d if fe re n c e  be ing  ag a in  o b l i t e r a te d  in  b o th  o f  Z a r l in o 's  in s tru m en ta l

tem peram ents.

The problem  o f  th e  d i e s i s  i s  somewhat d i f f e r e n t ,  s in c e  i t  i s  no t 

supposed to  be used in  com position  a t  a l l .  As we s h a l l  see  below , only

"Quando n o i  r itro v arem o  due p a r t i  n e l l i  c o n tra p u n ti,  che saranno d is ta n t  
l 'u n a  d a l l 'a l t r a  p e r uno d i  q u e s t i  i n t e r v a l l i ,  direm o, che q u e lle  sono 
lo n tan e  p e r  un Tuono m aggiore, over m inore; overam ente direm o, che s iano  
d i s t a n t i  p e r una Seconda m aggiore: c o n c io s ia  che c o s i  e nom inato da i
P r a t t i c i  t a l e  in te r v a l lo ,  a  d if f e r e n z a  d e l la  m inore, che & i l  Semituono 
m aggiore :"  Le I s t i t u t i o n i .  P a r t  I I I ,  Ch. 18, p .  164 [191], t r a n s .  in  
A rt. pp . 3 6 f .
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an enharmonic s te p  (bu t no t an in te r v a l )  can be used In  in s tru m e n ta l p r a c 

t i c e  when a  d ia to n ic  p ie c e  i s  p layed  in  t r a n s p o s i t io n .  S ince d ie s i s  i s  

m u sica lly  use£ul only  as th e  sm a lle s t in te r v a l  in  a  s e r ie s  o f  s te p s  (key

board) which allow s t ra n s p o s i t io n ,  and s in c e  such  a  s e r ie s  i s  b e s t  when 

i t  d iv id e s  an octave in to  equal p a r t s ,  i t  seems lo g ic a l  to  assume th a t  

on th e  le v e l  o f  to n a l  system  th e re  i s  on ly  one d ie s i s  which g e ts  two 

d i f f e r e n t  s iz e s  in  th e  sy n to n ic  tu n in g  when i t  i s  th e o r e t ic a l ly  expanded 

to  accommodate a l l  th re e  g en e ra .

On th e  o th e r  hand, th e  d if fe re n c e  between th e  m ajor and minor sem i

tones i s  very  r e a l  a lre a d y  on th e  le v e l  o f  th e  to n a l  system , s in ce  th e  

m ajor sem itone, b e in g  d ia to n ic ,  i s  allow ed in  com position , whereas th e  

chrom atic minor sem itone i s  n o t .  At t h i s  p o in t ,  however, we have c ro ssed  

th e  boundary between th eo ry  and p r a c t ic e .

I I .  P o e tic s

Even when he d isc u sse s  genera  from a  p u re ly  th e o r e t ic a l  p o in t o f  

view, i t  i s  e v id en t th a t  Z a rlin o  h ig h ly  fav o rs  th e  d ia to n ic  above the  

n o n -d ia to n ic . D ia to n ic  genus i s  more noble and e x c e l le n t ,  i t  i s  o ld e s t ,  

n a tu r a l ,  i t  is  th e  g e n e ra to r  o f  n o n -d ia to n ic  s e r i e s ,  and consequently  

i t  i s  e s s e n t ia l ,  whereas th ey  a re  m erely  o rnam en ta l. Thus i t  i s  no t s u r 

p r is in g  to  le a rn  th a t  in  Z a r l in o 's  th e o ry  o f  com position  th e  n o n -d ia to n ic  

genera  p lay  a very  lim ite d  r o le .  The t h e o r i s t 's  id e a l  i s  a  d ia to n ic  work. 

N on-d ia ton ic  elem ents a re  allow ed o n ly  e x c e p tio n a lly . The c ircum stances 

In  which they  are  a llow ed , however, deserve c a re fu l  c o n s id e ra tio n  o f  any 

s tu d e n t o f s ix te e n th -c e n tu ry  chrom atic ism . Thanks to  th e  unprecedented 

thoroughness o f i t s  c o n trap u n ta l th eo ry  and to  th e  p r e s t ig e  i t  enjoyed 

In  th e  l a t t e r  p a r t  o f  th e  s ix te e n th  ce n tu ry , Le I s t i t u t i o n i  harmonlche
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i*  d eserv ed ly  co n sid e red  th e  most im portan t work on th e  a r t  o f  m usical 

com position o f i t s  tim e . For us i t s  co n se rv a tiv e  p o in t o f  view, i t s  

[ la c k  o f sympathy tow ard in n o v a tio n s  o f  c h ro m a tic is ts , i s  on ly  an advan

ta g e , because i t  a f fo rd s  us an  in s ig h t  in to  what a  w ell-in fo rm ed  b u t 

c o n se rv a tiv e  I t a l i a n  m usic ian  o f  th e  t h i r d  q u a r te r  o f  th e  s ix te e n th -  

cen tu ry  would have considered  a  normal and j u s t i f i a b l e  use o f  non- 

d ia to n ic  elem ents and which ways o f  going beyond s t r i c t  d ia to n ic ism  

would be fo r  him e x tra v a g a n t, ex p erim en ta l, o r  sim ple in a d m iss ib le .

Thus Z a r l in o 's  views on th e  p ro p er use o f  chrom aticism  in  com position 

g iv e  us an in d isp e n sab le  s ta n d a rd  o f  normalcy a g a in s t  which th e  degree 

o f  n o v e lty , bo th  th e o r e t ic a l  and p r a c t i c a l ,  o f h is  more d a rin g  contem

p o ra r ie s  can be m easured.

Z a r l in o 's  id e a l  i s  a 'b a s i c a l l y  d ia to n ic  and modal com position . 

N on-d ia ton ic  s te p s  a re  allow ed on ly  when th ey  do not d e s tro y  d ia to n ic ism  

and, above a l l ,  when they  do not change one mode in to  an o th er o r  d is ru p t 

th e  modal framework o f  a  com position a l to g e th e r .  In  o th e r  w ords, they 

a re  allow ed on ly  when in tro d u ced  a c c id e n ta l ly  and te m p o ra rily . Attempts 

o f  "some m usicians today" to  w r i te  a  p u re ly  chrom atic o r  enharmonic com

p o s i t io n  were s e v e re ly  censured  by Z a rlin o . He devoted th e  l a s t  n ine  

ch ap te rs  o f  th e  P a r t  I I I  o f  Le I s t i t u t i o n i ,  as w e ll as many a s id e s  th rough

o u t h is  w r i t in g s ,  to  th e  r e b u t ta l  o f  th e  op in ions o f " c h ro m a tic is ts ," 

naming no one, bu t aim ing c le a r ly  a t  N icola V icen tino  whose L 'a n t ic a

m usica appeared th re e  y ears  e a r l i e r .  For Z a rlin o  only  d ia to n ic  genus
62can be used w ith o u t going beyond i t s  n a tu ra l  s te p s .  N on-d ia ton ic  genera 

cannot be used in  t h e i r  pure form s, th a t  i s  w ithou t s te p s  belonging  to

62C f. Le I s t i t u t i o n i .  P a rt I I I ,  Ch. 73, pp . 281f. [3 4 6 f. ] .
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Ill

an o th e r genus, w ithou t the  lo s s  o f  many consonances which a re  n ecessa ry  

to  produce p e r fe c t  v e r t i c a l  harmonies a p p ro p ria te  in  a  polyphonic compo

s i t i o n .  "We may th e re fo re  conclude th a t  i t  i s  im possib le  to  use th e  l a s t

two genera  sim ply  and independently  and to  o b ta in  th e  p e r fe c t  harmony
63w ithout th e  s te p s  p e c u l ia r  to  th e  o th e r  g e n e ra ."  I t  i s  n o t p o s s ib le

to  compose a  p e r fe c t  p iec e  in  a  pure chrom atic  o r  enharmonic genus, "as
64some have dream ed." The use  o f  pure n o n -d ia to n ic  genera was p o s s ib le

in  th e  monodic s ty le  o f  th e  a n c ien t G reeks, b u t n o t in  modem polyphonic

m u s i c T h i s  l a s t  id ea  was c r i t i c i z e d  by F ran c isco  S a lin a s : "Also he

[ th a t  i s ,  Z a rlin o ] seems to  be m istaken  when he say s  th a t  th e  chrom atic

genus can be sep a ra ted  from th e  d ia to n ic ,  and was sometimes used a p a r t
66from th e  d ia to n ic ."

Z a rlin o  c o n tra s ts  th e  a n c ien t monodic id e a l  which aims a t  m elodic 

v a r ie ty  (hence th e  v a r ie ty  o f  a n c ien t tu n in g  system s and genera) and th e  

modern polyphonic id e a l  which needs a l l  consonances, p e r fe c t  and im perfec t 

(and hence u t i l i z e s  th e  on ly  tu n in g  system  th a t  ren d ers  im perfec t con

sonances p u re , namely, th e  sy n to n ic  tu n in g ) ,  in  o rd e r to  produce smooth 

"harmony," th a t  i s  movement o f  s e v e ra l  p a r ts  to g e th e r .^ 7 I t  i s  t ru e  th a t

63 ^"Potemo adunque concludere , che e im p o ss ib ile  d i  p o te re  u sa re  sem p lice -
mente, e t  da p e r  se  q u e s t!  due g en e ri u l t im i ,  d i  m aniera, che v i  s i a  
l 'h a rm o n ia  p e r f e t t a ,  scnza I ’uso d e l le  chorde p a r t i c o l a r i  d i  a l e u n 'a l t r o  
g e n e re ."  I b id . ,  p .  282 [347], t r a n s .  in  A rt, p .  271.

64 " s i  come a lc u n i  s i  hanno so g n a to :"  Le I s t i t u t i o n i .  p . 282 [347], t r a n s ,  
in  A rt, p . 271.

65C f. Le I s t i t u t i o n i ,  Book I I I ,  Ch. 74, pp . 282 f. [3 4 7 f .] .

^ " V id e tu r  e tiam  f a l l i ,  cum a r b i t r a t u r ,  genus Chromaticum a  Diatono 
s e p a ra r i  p o sse , & aliquando  separatum  in  usu  f u i s s e . "  De M usica. IV, 
x x x i i i ,  p .  233; t r .  in  D an ie ls , op . c i t . ,  p . 435.

67C f. e .g .  Le I s t i t u t i o n i .  P a r t  I I ,  Chs. 31, 49, pp . 107, 143 [126, 166].
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i f  one accep ts  Z a r l in o 's  und erstan d in g  o f  th e  s t r u c tu r e s  o f  the  g en eric

s e r ie s ,  s te p s  w ith in  a  p u re ly  d ia to n ic  s e r ie s  have more consonances above

and below them th an  s te p s  w ith in  a  p u re ly  chrom atic o r  enharmonic s e r ie s  

and th a t  consequently  i t  i s  e a s ie r  to  w r i te  good co u n te rp o in t u sing  on ly  

d ia to n ic  s te p s  th an  employing th e  s te p s  be long ing  o n ly  to  th e  chrom atic 

o r  enharmonic s e r i e s .  In  polyphony Z a r l in o 's  d ia to n ic  i s  s e l f - s u f f i c i e n t ,  

whereas h is  chrom atic  o r enharmonic a re  n o t .  A d efender o f  c o n s is te n t  

n o n -d ia to n ic ism  could r e fu te  Z a r l in o 's  argument o n ly  i f  he r e je c te d  th e  

t h e o r i s t 's  u n d erstan d in g  o f  how g e n e ric  s e r ie s  a re  c o n s tru c te d , o r  i f  

he a tta c k e d  Z a r l in o 's  co u n te rp o in t and polyphony in  th e  name o f  th e  

id e a liz e d  monodic s ty l e  o f  th e  a n c ie n t G reeks, o r  in  th e  name o f  new

ru le s  o f  c o u n te rp o in t. Meanwhile th e  t h e o r i s t  could  m ain ta in  th a t  th e

c h ro m a tic is ts  d id  n o t u nderstand  th e  r e a l  n a tu re  o f  th e  genera and d e 

luded them selves th a t  t h e i r  com positions were p u re ly  chrom atic o r  en

harm onic when in  f a c t

th e y  use n o t on ly  th e  s te p s  o f  th e  genus in  which
th e y  say  th e y  a re  composing b u t a ls o  s te p s  p roper 
and p e c u lia r  to  o th e r  genera and s t i l l  o th e rs  th a t  
a re  a l to g e th e r  f o r e ig n . . . .S in ce  th e se  works f a i l  
to  meet th e  g iven  requ irem en ts , th ey  cannot be 
s a id  to  b e  composed in  th e se  two genera as  used 
by th e  a n c ie n ts ; r a th e r  th ey  a re  in  a  genus in 
ven ted  by them [modern c h ro m a tic is ts ]  and su b je c t 
o n ly  to  t h e i r  own whims .^8

gg
"Me solam ente s i  serveno d e l le  chorde p ro p ie  d i  quel genere , d e l quale  

d icono , che e l a  com positione; ma e t ia n d io  d i  q u e lle ,  che sono p ro p ie , 
e t  serveno p a r tic o la rm e n te  a g l i  a l t r i  g e n e r i ,  e t  d i  a lcu n e  a l t r e ,  che 
sono a l  tu t to  f o r e s t i e r e , . . .L eq u a li, p e r non con tenere  a lcu n a  d e l le  g ia  
d e t te  cose , non s i  possono chiam are composte in  alcuno  d i  q u e s ti  due 
g e n e r i ,  che usavano g ia  l i  M usici a n t ic h i ;  ma in  genere r i t r o v a to ,  e t  
f a t to  ad un modo lo r o ,  m olto conforme a i  lo ro  c a p r i c c i ."  I b id . ,  P a rt 
I I I ,  Ch. 74, p p . 2 8 2 f . [ 3 4 7 f .] ,  t r a n s .  in  A rt. p . 272. C f. a lso  i b i d .. 
P a r t  I I ,  Ch. 16, pp . 8 5 f. [1 0 1 ].
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Since Z a r l in o 's  d ia to n ic  genus, in  o p p o s itio n  to  h is  chrom atic 

and enharm onic, i s  s e l f - s u f f i c i e n t ,  and s in c e  in  th e o r e t ic a l ly  e s ta b lis h e d  

h ie ra rc h y  o f  th e  genera th e  d ia to n ic  p lay s  a  fundamental p a r t ,  i t  fo llow s 

th a t  n o n -d ia to n ic  s te p s  can be used w ith in  a  b a s ic a l ly  d ia to n ic  composi

t io n  on ly  in  a c c id e n ta l  and tem porary manner so th a t  they do n o t i n t r o 

duce a  perm anent m utation  in to  a  n o n -d ia to n ic  genus. Thus i t  i s  p a r t ic u 

l a r ly  annoying when a  n o n -d ia to n ic  s te p  i s  to o  freq u en tly  s u b s t i tu te d
69 ,fo r  a  d ia to n ic  one . Z a rlin o  s g e n e ra l p re c e p t i s  th a t  one may use  non-

d ia to n ic  s te p s  b u t not n o n -d ia to n ic  genera :

Let no one be s u rp r ise d  by my say in g  we use th e
s te p s  from th e se  [n o n -d ia to n ic ]  genera  w hile p ro 
ceeding in  th e  manner d e sc rib e d . We a c tu a l ly  do 
use t h e i r  s te p s  b u t n o t th e  g en era  them selves.
We use  th e  p a r ts  b u t n o t th e  w h o le .70

Z arlin o  has in  mind two s i tu a t io n s  in  which such use o f n o n -d ia to n ic  s te p s

b u t n o t o f  th e  whole genera i s  p o s s ib le .  F i r s t ,  a  p u re ly  d ia to n ic  com

p o s it io n  may be tran sp o sed  by an o rg a n is t  to  a  r e g i s t e r  convenien t fo r  

th e  s in g e rs  whom he accom panies, so th a t  he w i l l  use b lack  k e y s . Second, 

In  an un transposed  d ia to n ic  com position n o n -d ia to n ic  s tep s  may o ccas io n 

a l ly  be used when a  req u ired  consonance cannot be supp lied  o th e rw ise .

In  t h i s  case  one should  av o id , however, n o n -d ia to n ic  m elodic in te r v a ls :

The use  o f  th e  s te p s  o r  even an in te r v a l ,  p ro 
v ided  i t  i s  harm onious, may be conceded, s ince  
t h e i r  e f f e c t  i s  good; t h i s  c o n s t i tu te s  the  use 
o f  p a r t s .  I t  i s  no t le g i t im a te ,  however, to  use

69
Cf. i b i d . .  P a r t  I I I ,  Ch. 77, p . 286 [3 5 1 ].

^ " E t  non s i  m a ra v ig li a lcuno , c h 'io  habb ia  d e t to ,  che s i  u s in o  l e  chorde 
d e l l i  g e n e r i,  e t  s i  proceda secondo l i  modi m o s tra ti  d i so p ra : Imperoche
usiamo veraraente le  chorde d i  q u e s t i  g e n e r i ,  ma non i l  genere ; c iod  usiamo 
l e  P a r t i ,  ma non i l  T u tto :"  I b id . ,  p . 286 [3 5 1 ], t r a n s .  in  A r t . ,  p .  279.
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th e  whole, th a t  I s ,  a l l  th e  s te p s  o f  a  genus and 
a l l  i t s  I n te r v a ls .  To do so lead s  to  a  poor e f 
f e c t .  I  r e f e r  to  th e  use o f  a l l  th e  s te p s  and 
in te rv a ls  th a t  a  m usician  co n sid e rs  to  be p a r t  
o f  one genus and o f  no o th e r  in  th e  m elodic l in e s  
o f  th e  p a r ts  o f  a  com position . To use s te p s  from 
a  genus, on th e  o th e r  hand, means to  accommodate 
p a r ts  o f i t  to  th e  m elodic l in e s  o f  d ia to n ic  com
p o s it io n s ,  p roceed ing  w ith  in te rv a ls  found o r  
p o ss ib le  in  th e  d ia to n ic  genus. This has been 
s u c c e ss fu lly  accom plished by many. Excluded 
from th i s  usage, though, a re  th e  s te p s  p ro p er to  
th e  chrom atic and enharm onic, th e  sm all sem i
tone and th e  d i e s i s . 71

We may in fe r  from th e se  words th a t  c o n s is te n t  employment o f  n o n -d ia to n ic

in te rv a ls  in  m elodic l in e s  would be considered  unusual a t  th e  tim e when

Le I s t i t u t i o n i  were being  w r i t te n .

There a re , h y p o th e tic a lly  speaking , th re e  g e n e ra l s i tu a t io n s  in  

which n o n -d ia to n ic  s te p s  can be  used w ith in  a  b a s ic a l ly  d ia to n ic  compo

s i t i o n .  F i r s t ,  a  d ia to n ic  p iece  may be tran sp o sed  by an in s t ru m e n ta l is t  

fo r  th e  convenience o f  accompanied s in g e r s .  Second, a  n o n -d ia to n ic  s te p  

may be used a c c id e n ta lly  w ith in  a  d ia to n ic  framework. T h ird , an i n t r o 

duction  o f n o n -d ia to n ic  s te p s  w ith in  the  course  o f  a  work may in d ic a te

"Onde l 'u s o  d e l le  chorde, e t  anche d i  uno I n te r v a l lo ,  che s i a  sonoro 
s i  puo concedere: p e rc io ch e  fa  buono e f f e t t o ;  e t  t a l e  e l 'u s o  d e l le
P a r t i :  ma q u e llo  d e l T u tto , c io e  d i  t u t t e  l e  chorde d i  uno g en ere , e t  d i
t u t t i  l i  su o i i n t e r v a l l i  non e l e c i t o :  c o n c io s ia  che f a  t r i s t o  e f f e t t o .
Per l a  qual cosa l 'u s o  d e l Genere, e u sare  t u t t e  le  sue chorde, e t  q u e l l i  
i n t e r v a l l i  t u t t i ,  che sono c o n s id e ra t i  d a l Musico in  t a l  genere , e t  non 
a lc u n 'a l t r o ;  e t  questo  dico n e l le  m o d u la tio n i, che fanno le  p a r t i  d e l la  
c a n ti le n a :  Ma l 'u s o  d e l le  Chorde, non e a l t r o ,  che lo  accommodarsi d i
esse n e l le  m odulation i d e l le  c a n ti le n e  d ia to n ic h e ;  procedendo p e r  q u e l l i  
i n t e r v a l l i ,  che s i  r i tro v a n o , e t  anco s i  p o te ss in o  r i t r o v a r e  n e l genere 
D ia ton ico ; s i  come da m o lti sono s t a t e ,  e t  anco sono fe lic em en te  u s a te ;  
lassando da un canto q u e l l i ,  che sono p r o p r i j  d i  q u e lle  chorde chrom atiche, 
e t enharmoniche, che n o i usiam o; c io e  i l  Semituono m inore, e t  l i  D ie s is ."  
Le I s t i t u t i o n i ,  P a r t I I I ,  Ch.78, p .  287 [352], t r a n s .  in  A rt, pp . 280f.
Cf. a lso  Le I s t i t u t i o n i ,  P a r t I I I ,  Ch. 57, p . 236 [278], where a  p ro g re s 
s io n  u s in g  chrom atic s te p s  i s  allow ed because th e  in te r v a l  i t s e l f  i s  d ia 
to n ic  .
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th a t  a  t r a n s p o s i t io n  o r  a  m odulation , th a t  i s ,  a  m utation  o f one mode 

in to  a n o th e r , and a  s im ultaneous t r a n s p o s i t io n  was made. Z a r l in o 's  a t 

t i tu d e  concern ing  th e  f i r s t  two cases was b r i e f l y  d iscu ssed  above. As

fa r  as m odulation  i s  concerned , Z a rlin o  c o n sid e rs  i t  "a v ic e  some com- 
72posers p r a c t i c e . "  Even more d ep lo rab le  i s  fo r  him such in d isc rim in a te

use o f  n o n -d ia to n ic  s te p s  th a t  modal id e n t i ty  o f  a  com position (c rea ted

p r im a r ily  by means o f  cadences which should norm ally  be made on th e  f in a l
73and a  f i f t h  and t h i r d  above th e  f in a l  o f  a  mode) i s  a l to g e th e r  d es tro y ed . 

This i s  one o f  th e  main charges d ire c te d  by Z a rlin o  a g a in s t modern chro

m a tic is ts

I f  m odulatory  use o f  n o n -d ia to n ic  s te p s  i s  n o t ad v ised , an a c c i

d en ta l and tem porary  use which does no t change genus o r  mode perm anently 

Is  p o s s ib le .  A good in d ic a t io n  o f what i s  such an a c c id e n ta l ,  non- 

m odulatory usage i s  p rov ided  in  th e  fo llow ing  passage:

I t  i s  q u i te  t r u e  th a t  ta k in g  a te tra c h o rd  o u t o f 
a  com position  and p u tt in g  in  i t  an o th e r may be 
made in  two ways: f i r s t ,  when th e  s te p  b ^ , which
i s  th e  t r i t e  synemmenon i s  put a c c id e n ta l ly  once 
o r  tw ice  betw een th e  mese [a] and a paramese [b^] 
in  o n ly  one p a r t  o f  th e  com position , th a t  i s ,  in  
a  sm all s e c t io n  o f th e  te n o r  o r  o f  an o th er p a r t  
(bu t not in  every  p a r t ) . In  t h i s  case we can say 
th a t  ta k in g  o u t th e  diezeugmenon te tra c h o rd  which 
s t a r t s  on th e  s tep  b^, th a t  i s ,  on paramese and 
p u t t in g  in  th e  synemmenon irfiich s t a r t s  on th e  s te p  
a ,  which means p u tt in g  in  th e  s te p  b^ mentioned 
above, does n o t have th e  power o f  transfo rm ing  
one mode in to  an o th er and th a t  such te tra c h o rd  
p u t w ith in  th e  com position i s  no t n a tu ra l  but

72" v i t io  p a r t ic o la r e  d i  qualcheduno."  I b id . , P a r t  I I I ,  Ch. 57, p . 237 
(279], t r a n s .  in  A rt, p .  175.

73C f. Le I s t i t u t i o n i .  Book IV, Chs. 18-30, p p . 320-337 [392-417].

74C f. e .g .  D lm o stra tio n i. Rag. IV, P rop . 11, pp. 236f .
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a c c id e n ta l . . . .But th e  second way ta k e s  p lace  when 
in  th e  whole com position , th a t  i s ,  in  every  p a r t ,  
we u se  th e  synemmenon in s te a d  o f th e  diezeugmenon 
and we s in g  th i s  com position using  b f l a t  in s te a d  
o f  s in g in g  i t  u s in g  b n a tu r a l .  When th i s  t e t r a 
chord i s  p laced  in  such a w a y . . . i t  i s  no t p laced  
a c c id e n ta l ly  w ith in  th e  com position b u t i s  n a tu ra l  
and th e  mode i s  c a l le d  tra n sp o se d . . . .Such t e t r a 
chord has th e  power to  tran sfo rm  one mode in to
a n o th e r .75

Thus a n o n -d ia to n ic  s te p  used once o r tw ice  in  a  s in g le  p a r t  can be under

stood as b e in g  used a c c id e n ta l ly .  On th e  o th e r  hand, p e r s i s te n t  use o f

a  n o n -d ia to n ic  s te p  in  every p a r t  in tro d u ces  a  t r a n s p o s i t io n ,  o r  a muta

t io n  o f  genus, o r  a change o f  mode.

Since Z a rlin o  allow s th e  use o f  n o n -d ia to n ic  s te p s  only  in  so  f a r

as th ey  do n o t d e s tro y  the d ia to n ic  genus o r  the  mode o f a com position ,

i t  m ight be asked why does he f in d  them u se fu l a t  a l l .  The advantage

he sees  in  t h e i r  use in  com position  i s  th a t

by combining t h e i r  s te p s  w ith  d ia to n ic  s te p s  we 
can use th e  p e r fe c t  harm onies and a t  th e  same 
tim e o b ta in  w ith  th e  s te p s  o f  th ese  genera many 
im p erfec t consonances, m ajor and m inor, a t  many 
p o in ts  in  th e  d ia to n ic  s c a le  where they a re  not

75 vE ben v e ro , che 1 lev a re  un T etrachordo  da una c a n ti le n a , e t  porvene 
u n 'a l t r o ,  s i  puo f a re  in  due m aniere: Prima quando in  una p a r t e  so la  d e l la
c a n t i le n a ,  c io e  in  una p a r t i c e l l a  d e l Tenore, o d i  a l t r a  p a r te  (ma non 
p e r  t u t t o )  s i  pone la  chorda b , c io e  l a  T r i te  synemennon in c id en ta lm en te  
una, o due f i a t e ,  t r a  la  Mese, e t  la  Paramese; Et c o s i  potemo d i r e ,  c h e 'l  
le v a re  i l  T etrachordo  Diezeugmenon, i l  cu i p r in c ip io  havemo n e l la  Chorda 
4 , c io e  in  Param ese; e t  i l  p o rre  i l  Synemennon, che ha i l  suo p r in c ip io  
n e l la  chorda a , c io £  i l  p o rre  l a  b s o p ra d e tta ,  non ha fo rza  d i  tra sm u ta re  
un Modo n e l l 'a l t r o ;  e t  che t a l  Tetrachordo  posto  n e l la  c a n t i le n a  non s i a  
n a tu r a le ,  ma a c c id e n ta le ; . . .Ma i l  secondo modo s i  f a ,  quando p e r  t u t t a  
la  c a n t i le n a ,  c ioe in  c iascu n a  p a r te ,  in  luogo del T e trachordo  Diezeugmenon, 
usiamo i l  Synemennon; e t  in  luogo d i  c a n ta r  la  d e t ta  c a n t i le n a  p e r  la  p ro 
p r i e ty  d e l  q u ad ra to , la  cantiam o p e r  q u e lla  del b m olle ; La onde essendo 
po sto  in  c o ta l  m a n ie ra ,. . .q u esto  T etrachordo  non "fe posto  acc id en ta lm en te  
n e l l a  c a n t i le n a :  ma e n a tu r a le ;  e t  i l  Modo s i  chiama T r a s p o r ta to , . . . e t
c o ta le  T etrachordo  ha possanza d i  tra sm u ta re  un Modo n e l l 'a l t r o . "  Le 
I s t i t u t i o n i .  P a r t IV, Ch. 16, p.  317 [339].
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o r d in a r i ly  a v a i la b le ,  as Is  ap p aren t to  anyone 
who has experience in  com position . These s te p s  
a r e  a t  tim es wanted to  c re a te  a harmony th a t  
co rresponds to  gay o r  sad w ords.

W ithin  th e  l im i t s  o f  s t r i c t  d ia to n ic ism  c e r ta in  consonances a re  not a v a i l 

a b le  a t  c e r t a in  s te p s .  This d e f ic ie n c y  can be overcome by means o f  non- 

d ia to n ic  s t e p s .  The in c re a se  in  th e  number o f  consonances a v a ila b le  a t  

every  s te p  i s  d e s ir a b le  fo r  reaso n s o f  te x t  ex p re ss io n  as  w ell as fo r  

s t r i c t l y  te c h n ic a l ,  c o n trap u n ta l o n es .

One o f  Z a r l in o 's  requ irem ents fo r  every  good com position i s  th a t

i t  " s h a l l  complement th e  t e x t ,  th a t  i s  th e  w ords. With gay te x ts  i t  should

n o t be  p l a in t i v e ,  and v ic e  v e rsa ; w ith  sad  s u b je c ts  i t  should not be gay."^*

The most im p o rtan t r o le  in  complementing th e  te x t  w ith  music i s  p layed

by im p erfec t consonances. The m ajor im p erfec t consonances a re  l i v e ly  and
78c h e e rfu l by n a tu re ,  th e  minor ones a re  sw eet, smooth, sad , and la n g u id . 

Thanks to  n o n -d ia to n ic  s te p s  i t  i s  p o s s ib le  to  change, fo r  in s ta n c e , a 

n a tu ra l  m ajor im p erfec t consonance in to  a m inor one when th e  te x t  c a l l s

"co l mezo d e l l e  lo r  chorde accommodate t r a  l e  chorde d ia to n ic h e , potemo 
p a ssa re  a l l 'u s o  d e l le  harmonie p e r f e t t e ;  accommodandosi d i  lo ro  p e r  
l 'a c q u is to  d i  m olte consonanze im p e rfe tte  m agg io ri, o m in o ri;  le  q u a l i  
in  rn o lti lu o g h i non s i  possono havere n e l l 'o r d in e  d e l le  chorde d ia to n ic h e ; 
come e m an ife sto  a c iascuno , che s i a  e s s e rc i ta c o  n e l l 'A r te  de l comporre; 
l e  q u a l i  vengono a l l e  v o lte  a l  p ro p o s ito , p e r  f a re  l 'h a rm o n ia , che c o r r i s -  
pondi a l l e g r a ,  o m esta a l i a  n a tu ra  d e l l e  p a r o le ."  I b id . .  P a rt I I I ,  Ch.
77, p . 286 [351], t r a n s .  in  A rt, p .  278.

^ " s i a  ta lm en te  accomnodata a l i a  O ra tio n e , c io e  a l l e  P a ro le , che n e l le  
m a te rie  a l l e g r e ,  l 'h a rm o n ia  non s ia  f l e b i l e ;  e t  p e r  i l  c o n tra r io ,  n e l l e  
f l e b i l i ,  l 'h a rm o n ia  non s i a  a l l e g r a ."  Le I s t i t u t i o n i .  P a r t  I I I ,  Ch. 26, 
p .  172 [2 0 0 ], t r a n s .  in  A rt. p . 52.

78C f. Le I s t i t u t i o n i .  P a r t I I I ,  Chs. 10, 57, p p . 156, 238 [182, 2 80 ].
The g e n e ra l a f f e c t iv e  c h a ra c te r  o f  a mode a ls o  depends on im perfect con
sonances, namely, on w hether th e  f i f t h  o f th e  mode ( th a t  i s ,  th e  f in a l  
and th e  f i f t h  above i t )  is  d iv id ed  so th a t  th e  t h i r d  above the  f in a l  is  
m ajor ( in  which case  th e  mode is  c h e e r fu l) ,  o r  m inor (which ren d ers  the  
mode s a d ) .  C f. i b i d . .  p . 156 [182].
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fo r  a  sad e f f e c t ,  and v ic e  v e rsa .

B esides th e se  demands o f  te x t  ex p ress io n , th e re  a re  a lso  p u re ly

c o n tra p u n ta l reasons v h lch  make th e  in c re a se  in  th e  number o f  consonances

a t  every  s te p  d e s ir a b le :

Through th e  a id  o f  chrom atic s te p s  we may ach ieve  
good, sonorous harm onies and escape poor r e l a t i o n 
sh ip s  in  the d ia to n ic ,  such as th e  t r i t o n e ,  serni- 
d ia p en te , and s im i la r  in te rv a ls  th a t  r e s u l t  from 
sim ultaneous s in g in g , as I  have shown a lre a d y .
W ithout th e  chrom atic , many h arsh  harm onies and 
awkward l in e s  would be h e a rd . A lthough th e  poor 
r e la t io n s h ip s  could  be avoided w ith  only  th e  d i a 
to n ic  s te p s ,  i t  would be r a th e r  more d i f f i c u l t  to  
do so , p a r t i c u la r ly  w hile  seek ing , as one sh ou ld , 
to  vary  th e  harmony. I t  fo llow s th a t  th e  use o f  
th e  s te p s  m entioned w i l l  render th e  modes sw ee te r
and sm oo ther.79

More s p e c i f i c a l ly ,  chrom atic s te p s  p rov ide  p e r fe c t  consonances where th ese

cannot be ob ta in ed  w ith  d ia to n ic  s te p s  a lone and th u s  th e  p ro h ib ite d  aug-
80mented and d im in ished  o c ta v e s , f i f t h s ,  and fo u rth s  can be avo ided .

When two p a r ts  move in  p a r a l l e l  th i rd s  o r  s ix th s ,  i t  i s  a d v isa b le  to  vary
81th e  s iz e  o f  th ese  consonances so th a t  the  m ajor a l t e r n a te  w ith  minor ones

79 "con l 'a i u t o  d i  una chorda chrom atica potemo p e rv e n ire  a l l 'u s o  d e l le  
buone, e t  sonore harm onie, e t  s c h iv a re  n e l genere D iaton ico  a lcune d i s 
commode r e la t io n !  d i  T r i to n i ,  S em id iapen ti, e .  d i  a l t r i  s im i l i  i n t e r v a l l i ,  
che fanno le  p a r t i  cantando insiem e; come a ltro v e  ho m o stra to ; senza 
l 'a i u t o  d e l la  q u a le , m olte v o l te  s i  po trebbe u d ire  non solam ente a s s a i  durezze 
ma anco a lcune d isco n ze  m o d u la tio n !. Et quantunque t u t t i  q u e s t i  incon
v e n ie n t!  s i  p o te sse ro  sc h iv a re , usando solam ente le  chorde d ia to n ic h e , 
t u t t a  v ia  c&  s i  farebbe a lq u an to  p iu  d if f ic i lm e n te ;  massimamente volendo 
(come p o r ta  i l  dovere) ce rca re  d i  v a r ia r  l 'h a rm o n ia ; La onde av iene, che 
p e r  l 'u s o  d i  t a l  chorda l i  Modi s i  fanno p iu  d o lc i ,  e t  p iu  s o a v i ."  I b id . ,
P a r t  I I I ,  Ch. 78, p .  287 [353], t r a n s .  in  A r t, p . 281.

80C f. th e  q u o ta tio n  above and Le I s t i t u t i o n i ,  P a r t  I I I ,  Ch. 57, p .  237 
[ 2 7 9 f . ] .  C f. i b id . ,  Book I I I ,  Chs. 30 and 61, fo r  s i tu a t io n s  in  which 
t r i t o n e  and dim inished f i f t h  may e x c e p tio n a lly  be used .

81C f. i b i d . .  Book I I I ,  Ch. 29, fo r  the  r u le  and p o s s ib le  e x c e p tio n s .
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and chrom atic s te p s  may be needed to  do t h i s .  Zarlino n otes th a t th e

minor sem itone "Is used m ostly  when two p arts ascend o r  descend to g e th er  
82In th ir d s ."  F in a lly , chrom atic s tep s  are u se fu l when one wants to  change

the s i z e  o f  an im p erfect consonance so as to  make i t  conform to  Z a r lin o 's

r u le  to  th e  e f f e c t  th a t , w ith  minor ex cep tio n s , "the composer moving from

an im p erfect to  a p e r fe c t  consonance must be c er ta in  th e  im p erfect one
83i s  a c tu a lly  th e  n e a r e s t ."  I t  i s  n ecessa ry , however, to  v io la t e  t h is

ru le  o c c a s io n a lly , so as to  avoid  a v io la t io n  o f  an even more im portant

r u le .  "Let us remember, then, that our o b lig a t io n s  to  th e  r u le s  do not
84extend to  im p o s s i b i l i t i e s ," warns Z arlin o . The fu n ction  o f  chrom atic

step s  was understood s im ila r ly  by S a lin a s who saw th e ir  u se fu ln ess  in

th e  fa c t  th a t th ey  su p p lied  consonances on such s te p s  where th ese  were

m issin g  w ith in  th e  p u rely  d ia to n ic  system  and thus m o ll i f ie d  th e  h arsh -
85n ess  o f  th e  d ia to n ic .

82 "massimamente t r a  le  m o d u la tio n i, che fanno due p a r t i  ascendendo, over 
discendendo insiem e co l movimento d e l la  Terza ;"  Ib id . .  P a r t I I I ,  Ch. 25, 
p .  170 [198], t r a n s .  in  A rt, p . 48.

83 " . . .p a r te n d o s i i l  Compositore da una consonanza Im p e rfe tta , e t  volendo 
andare a l i a  P e r f e t t a ;  debbe f a re ,  che q u e lla  Im p e rfe tta , che p reced e , l e  
s i a  veram ente la  p iu  v ic in a ;"  Le I s t i t u t i o n i ,  P a rt I I I ,  Ch. 38, p . 188 
[217], t r a n s .  in  A rt, p .  79.

84 "Ma c io  s i a  d e t to  per sempre, che l 'o b l ig o  s ta  n e l l e  cose p o s s ib i l i ,  
e t  non n e l le  im p o s s ib i l i ;  a l  quale  niuno e o b l ig a to ."  Le I s t i t u t i o n i .  
P a r t  I I I ,  Ch. 61, p . 249 [294], t r a n s .  in  A r t, pp . 199f. I t  i s  t ru e  th a t  
i f  th e  r u le  was to  be c o n s is te n t ly  ao p lied  by an e d i to r ,  i t  would lead  
to  an u n u su a lly  ex ten s iv e  use o f f i c t a  a c c id e n ta ls .  The o v er-zea lo u s  ap 
p l ic a t io n  o f  t h i s  ru le  by some modern composers was s e v e re ly  c r i t i c i z e d  
by G h ise lin  D anckerts, s in ce  i t  in troduced  too many a c c id e n ta ls  and d es
troyed  modal p u r i ty .  C f. T ra t ta to  sopra una d i f f e r e n t i a  n u s ic a le ,  MS 
Rome, B ib lio te c a  V a l l ic e l l ia n a ,  R 56, P a rt I I I ,  Ch. 3 , f o l .  408r.

L
85C f. De M uslca. I l l ,  v i ,  pp . I l 4 f .
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N on-d iaton ic s tep s  are u se fu l not on ly  In  com position but a lso

in  performance:

With the s te p s  o f  th ese  genera we can moreover 
transpose modes in to  h igh er  o r  lower r e g is t e r s .
Such tr a n sp o s it io n s  are very n ecessa ry  to  chapel 
o r g a n is ts , who must a t  tim es move a mode from 
one r e g is t e r  to  another according to  the v o ic e s  
a v a ila b le .  This could not be done w ithout th e  
a id  o f  th ese  s te p s .  Although th e  s te p s  are o fte n  
used on such o c ca s io n s , i t  does n ot fo llo w  th at  
th ey  are o th er than d ia to n ic a l ly  t r e a t e d . 86

Z arlino d is t in g u is h e s  c le a r ly  between a mere tr a n sp o s it io n  o f  a d ia to n ic  

p ie c e  and a true m utation in to  a n o n -d ia to n ic  genus. The concept o f  tr a n s 

p o s it io n  ex p la in s  the use o f  a c c id e n ta ls  and n on -d ia ton ic  s te p s  in  n o ta 

t io n  and performance o f  a d ia to n ic  p ie c e .  The concept does n ot apply  

to  p u re ly  voca l music as long as th ere  i s  no recogn izab le  p itc h  stand ard .

I t  does app ly , however, to  instrum ental music and i t  i s  p a r t ic u la r ly  u s e 

fu l when instrum ents have to  p la y  in  th e r e g is t e r  which i s  con ven ien t for  

accompanied s in g e r s .

I t  should be r e c a lle d  th at Z arlino regarded n o n -d ia to n ic  genera  

as the r e s u lt  o f  the process o f  tr a n sp o s it io n  o f  th e  d ia to n ic  s e r ie s  and 

th a t he con stru cted  h is  p e r fe c t  keyboard w ith  n in eteen  keys to  an octave  

in  such a way th a t i t  made p o s s ib le  a tr a n sp o s it io n  o f  any mode to  any 

k ey . W ithin the context o f  the whole Le I s t i t u t i o n i  i t  may be assumed

86 "Potemo d ip o i co l mezo d e l le  chorde d i  q u e s ti  g en e ri fa re  l e  T ranspor
t a t io n !  d e l l i  Modi verso  l 'a c u to ,  overam ente verso  i l  g rav e ; le  q u a li  
T ra n sp o rta tio n !  sono molto n e c e s sa r ie  a g l i  o r g a n is t i ,  che serveno a l l e  
C ap e lle : c o n c io s ia  che fa  d ib iso g n o , che a l l e  v o lte  t r a s p o r t in o  i l  Modo, 
hora  d a l l 'a c u to  ne l g rave , e t  t a l l o r a  dal grave n e l l 'a c u to ;  sccondo che 
l a  n a tu ra  d e l le  Voci, che s i  trovano  in  q u e l le ,  lo  r ic e r c a ;  che senza 
i l  lo ro  a iu to  sarebbe im p o sib ile  d i  p o te r lo  f a re .  Et quantunque t a l i  
chorde s i  usino  spesse f i a t e  in  s im i l i  o c cas io n !; t u t t a v i a  non s i  procede 
p e r e sse  se  non d ia to n ic am en te ."  Le I s t i t u t i o n i .  P a r t I I I ,  Ch. 77, p . 286 
[351], t r a n s .  in  A rt. pp. 278f. C f. a lso  Le I s t i t u t i o n i ,  P a r t  IV, Ch. 17, 
p . 319 [390].
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th a t  th e  t h e o r i s t  in v en ted  h is  unusual and com plicated  keyboard to  p rov ide  

h a rp s ic h o rd is ts  and o rg a n is ts  w ith  a p e r f e c t  accompanying to o l .  This m ight 

e x p la in  why Z a rlin o , a lth o u g h  opposed to  any c o n s is te n t  n on -d ia ton ic ism , 

b o th ered  to  c re a te  an  instrum ent so em inen tly  s u i te d  fo r  experim ents in  

chrom atic  and enharm onic m usic. However, c e r ta in  rem arks th a t  th e  th e o r is t  

makes ab o u t h i s  in stru m en t seem to  in d ic a te  t h a t  t h i s  i s  n o t th e  com plete 

e x p la n a tio n . Z a rlin o  s t a t e s  th a t  he has c o n s tru c te d  th e  instrum ent " in  

o rd e r  to  se e  in  what manner th e  chrom atic  and enharmonic harm onies could 

su cceed . M oreover, he adds th a t  " th i s  i s  an in s tru n e n t in  which every  

e x c e l le n t  p la y e r  w i l l  be ab le  to  p r a c t ic e  n o t on ly  d ia to n ic  b u t a lso  ch ro 

m atic  and enharmonic harm onies, when he w i l l  be  a b le  to  r e s to r e  them to  

a n c ie n t inodes, o r  when in  our tim es they  [ th e  n o n -d ia to n ic  harm onies] w i l l

tu rn  o u t b e t t e r  and sw eete r than  th a t  which i s  heard  [ in  com positions o f
88some modern com posers]."  I t  i s  c le a r  from th e se  rem arks th a t  Z arlino  

aimed n o t o n ly  a t  an in strum en t which makes a l l  t r a n s p o s it io n s  p o s s ib le  

bu t a ls o  one on which p r a c t ic a l  experim ents in  t r u ly  chrom atic and en h ar

monic m usic cou ld  be made. The rem arks seem a ls o  to  in d ic a te  th a t  a lthough  

Z a rlin o  was n o t opposed to  such experim ents in  p r in c ip le  and even p o s s ib ly  

made some h im se lf , he d id  no t th in k  th a t  a ttem p ts  o f  h i s  contem poraries 

to  w r i te  n o n -d ia to n ic a lly  were s u c c e s s fu l .  I t  i s  p robab le  th a t  in  1548,

87 "p er v ed e re , in  qual m aniera p o te sse ro  r iu s c i r e  le  harmonie Chrom atice, 
e t  l e  Enharm onice." Ib id .., P a rt I I ,  Ch. 47, p . 140 [163].

88 x"q u esto  e u n 'Is tru m e n to , sopra i l  q u ale  s i  p o trji e s s a r c i t a r e  ogni o ttim o  
S o n a to re , non so lam ente n e l le  harm onie d ia to n ic e :  ma e tia n d io  n e l le  ch ro 
m a tice , e t  n e l le  Enharmonice: quando p o tra  r id u r le  a l i i  Modi a n t ic h i :
overam ente quando a  i  n o s t r i  tem pi po tranno  r iu s c i r e  m e g lio ri, e t  p iu  
so av l d i  q u e llo , che s i  odeno [n e l le  C om positioni d i  a lc u n i com posito ri 
m odem i] I b id . ,  P a r t  I I ,  Ch. 47, p .  141 [ I 6 4 f . ] .  The end o f the se n 
te n c e , g iv en  h ere  in  sq u are  b ra c k e ts ,  was added in  the e d i t io n  o f  1573.
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when he c o n s tru c te d  h i s  In stru m en t, Z a rlin o  e n te r ta in e d  hopes s im i la r  

to  th o s e ,o f  V icen tino , hopes o f  r e s to r in g  n o n -d ia to n ic  modes to  modern 

p ra c t ic e ,  and th a t  on ly  su b seq u en tly  he decided th a t  i t  was no t p o s s ib le  

to  c re a te  good n o n -d ia to n ic  music w ith in  th e  framework o f  th e  polyphonic 

i d e a l .

R egardless o f  w hether t h i s  c o n jec tu re  i s  c o r re c t  o r  n o t ,  one can 

h a rd ly  escape th e  im pression  th a t  Z a rlin o , although he u l t im a te ly  re je c te d  

chrom aticism , or r a th e r  allow ed i t s  use on a very  lim ite d  s c a le ,  was p ro 

foundly in te re s te d  in  ex p lo rin g  and d e fin in g  th e  p o s s i b i l i t i e s  o f  non- 

d ia to n ic  to n a l re so u rc e s . H is somewhat ambiguous a t t i tu d e  toward ch ro 

m aticism  r e f l e c t s ,  I  th in k , an in n e r ten s io n  which seems to  be one o f  the 

most c h a r a c te r i s t i c  t r a i t s  o f  th e  m usical thought o f h i s  tim e , th e  te n s io n  

between "form al" and "e x p re ss iv e "  id e a ls  o f  m usic, between th e  id e a ls  o f  

a work o f music which i s  a  p le a s in g , r e g u la r ly  o rg an ized , harm onious whole

and one which s t r iv e s  to  im ita te  and cause p a s s io n s . I  have d e sc rib ed
89the  same te n s io n  as i t  appeared in  th e  theory  o f N ico la  V ic e n tin o .

N e ith e r th e o r i s t  was a b le  to  re so lv e  th e  te n s io n  co m p le te ly . V icen tin o , 

th e  defender o f chrom aticism , emphasized the  " e x p re ss iv e "  a sp e c t o f  m usical 

a r t ,  Z a rlin o , who r e je c te d  r a d ic a l  chrom aticism , unm istakab ly  p re fe r re d  

th e  "form al" a s p e c t .  However, in  both  cases i t  was th e  m a tte r  o f  p re fe ren ce  

r a th e r  th an  ex c lu s iv e  ch o ice  and in  both  cases c e r ta in  a ttem p ts  were made 

a t  re c o n c ilin g  th e  opposed p r in c ip le s .  I t  i s  as i f  th e  t h e o r i s t s  f e l t  

th a t  bo th  p r in c ip le s  were in d isp en sab le  and th a t  they  m u tu a lly  d e fin ed  

one ano ther through t h e i r  o p p o s itio n .

C h a r a c te r i s t ic a l ly ,  Z a rlin o  d e fin es  most c le a r ly  th e  m usical id e a l

89C f. PP* 6 7 f . above.
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he wants to  defend w ith in  the  co n tex t o f  h is  l i f e lo n g  polem ic w ith  th e  

c h ro m a tic is ts . One such d e f in i t io n  can be found in  D im o stra tio n ! harm oniche, 

Ragionamento IV, P roposta  XI. The t r e a t i s e  p u rp o rts  to  reco rd  a s e r ie s  

o f co n v ersa tio n s  which supposedly  took  p la c e  in  Venice in  the  sp rin g  o f  

1562 in  which th re e  V enetian  m u sic ian s , Z a rlin o , Claudio M erulo, and 

A drian W illa e r t ,  a  v i s i t o r  from F e r ra ra ,  Francesco V io la , and a  c e r ta in  

D e s id e rio , an amateur from P av ia , p a r t ic ip a te d .  During th e  c o n v e rsa tio n s  

v a rio u s  problems o f  music th eo ry  were con sid e red  under th e  ex p e rt guidance 

o f  Z a r lin o . However, in  th e  a s id e  d ire c te d  a g a in s t c h ro m a tic is ts  which 

I  have mentioned th e  th e o r is t  consp icuously  rem ains s i l e n t .  One g e ts  a 

d e f in i t e  im pression th a t  Z a rlin o  w ants to  p u t th e  g re a t a u th o r ity  o f  th re e  

famous contemporary m usic ians, W il la e r t ,  M erulo, and V io la , behind  h is  

c r i t iq u e  o f  chrom aticism . W illa e r t  s t a r t s  w ith  Z a r l in o 's  custom ary charges 

to  th e  e f f e c t  th a t ,  f i r s t ,  modern composers who claim  to  w r ite  chrom atic 

p ie ce s  do not understand th e  t r u e  s t r u c tu r e  o f  th e  genus and, in s te a d  o f  

in s e r t in g  ju s t  one s te p  between th e  second and th i r d  s te p s  o f  th e  d ia to n ic  

te tra c h o rd  in  o rder to  make i t  ch ro m atic , add chrom atic s te p s  haphazard ly  

w herever th ey  want; second, th ey  do n o t observe any mode; and th i r d ,  th ey  

b reak  the  ru le s  o f  co u n te rp o in t by u sin g  th e  p ro h ib ite d  d im inished and 

augmented in te r v a ls .

S a lin as  r e f e r s  to  th i s  passage when he says th a t  Z arlino

in troduces Adrian W illa e r t  as a speaker in  the  
fou rth  d ia logue  o f  h is  D im o straz io n i, who b i t t e r l y  
inveighs a g a in s t th o se  who wish chrom atics to  be 
found in  h is  m usical com positions in  such a way 
th a t movement may be made through le s s e r  sem itones, 
the s te p s  o f  th e  chrom atic  genus. He is  r ig h t  in  
sco ld ing  th e se  p eo p le ; fo r , indeed , th e  fo rce  o f 
the chrom atic genus is  no t such th a t  i t  re q u ire s  
us to  move through s te p s  as sh o r t  as th e s e .90

90
" . . .Adrianum V ila rtiu m  in d u e it  loquentcm in  q u a rto  D ialogo suarum
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Then Merulo says to  W illa e r t:

S i r ,  you have laboured  g re a t ly  to g e th e r  w ith  many 
o th e r  good m usic ians more an c ie n t than  you to  b r in g  
n u s ic  to  a  c e r ta in  manner o r  form irtiich would com
b in e  some g r a v i ty  and m ajesty . But w ith  th ese  
[modern c h ro m a tic is ts ]  your endeavour became alm ost 
v a in , because n o t on ly  do they  no t observe good p re 
c e p ts  o f  th e  a r t ,  b u t they  a lso  teach  and exhort 
o th e rs  to  b re ak  what i s  good and w e ll-o rg an ized  
and to  do worse th in g s  than  they  do them selves.
And when th ey  do something which tra n sg re s s e s  th e  
good and b e a u t i f u l  o f  m usic, they  cover them selves 
w ith  th e  s h ie ld  o f  ignorance and say th a t  th e se  
th in g s  a r e  done in  th e  chrom atic genus, a lthough  
th e y  n e i th e r  do i t ,  nor know what i t  i s . ^

Zar l i n o 's  id e a l ,  as embodied in  music o f  h is  te a c h e r , A drian W illa e r t ,  

i s  c h a ra c te r iz e d  by a  c e r t a in  manner o f  "g ra v ity  and m a je s ty ."  I t  i s  th e  

id e a l  o f  a  harm oniously  b a lan ced  work, o rgan ized  acco rd ing  to  th e  t r a d i 

t io n a l  p re c e p ts  o f  com position , p re se rv in g  th e  u n ity  o f  mode, and obeying 

ru le s  o f  c o u n te rp o in t.  I t  i s  opposed to  ex p ress iv e  excesses o f  modern 

c h ro m a tic is ts  and to  t h e i r  d is re g a rd  o f t r a d i t io n a l  r u le s .

However, t h i s  i s  n o t to  say  th a t  the  id ea  o f  ex p ress in g  a f fe c t io n s  

by m usical means i s  t o t a l l y  repugnant to  Z a r lin o . On th e  c o n tra ry , he

d im ostrationum , & a c r i t e r  invehentem in  eos, q u i C hrom atic! v id e r i  v o lu n t 
in  s u is  M usicalibus com position ibus, eo quod p rocedunt p e r gradus g e n e r is  
C hrom atic i, q u i su n t se m ito n ia  m inora. In  quo raerito  eos re p re h e n d it, 
quandoquidem non e s t  in  eo s i t a  v is  C hrom atici g e n e r is ,  u t  p e r  i t a  c u rto s  
gradus p ro ced ere  n ecesse  s i t : "  De Musica. IV, x x x i i i ,  p .  233; t r .  in  
D an ie ls , o p . c i t . ,  pp. 4 35 f.

91 "Voi M essere v i  s i e t e  a f f a t i c a to  raolto insiem e con m o lti a l t r i  buoni 
M usici p iu  A n tic h i d i  v o i ,  n e l  r id u r re  la  Musica ad una c e r ta  m aniera,
0 forma: che havesse  qualche g ra v i ta  e t  m aesta insiem e ma con co s to ro  
e s ta to  q u a s i vano i l  v o s tro  d isegno : p erc io ch e  o l t r a  che non osservano
1 p r e c e t t i  buoni d e l l 'A r t e :  insegnano anco e t  e sso rtan o  g l i  a l t r i  a
g u a s ta re  i l  buono e t  bene o rd in a te :  e t  a f a r  peggio che fanno. Et quando
fanno cosa a lcu n a , che s i a  f u o r i  del buono e t  b e l lo  d e l la  M usica: s i
coprono c o l scudo d e l la  ig n o ran za : e t  dicono che sono cose f a t t e  n e l
Genere Chromacico: se  bene non conoscono, ne fanno q u e llo  che e l lo  s i a . "
D lm o s tra tio n l. Rag. IV, P ro p . 11, pp. 236f.
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co n sid e rs  the m usical im ita t io n  o f  te x tu a l  s u b je c ts  an im portan t goal o f

a composer. The p ro cess  o f  com position should  s t a r t  w ith  c a re fu l  con-
92s id e ra t io n  of th e  w ords. In  a  polyphonic vocal com position, which Z a rlin o ,

93fo llow ing  P la to 's  term inology , c a l l s  M elodia, th e  te x t  (O ra tione) i s

th e  p r in c ip a l  component, w hereas harmony (Harmonia), o r sim ultaneous move-
94ment o f  sev e ra l p a r t s ,  and rhythm (Numero) a re  secondary. I f  th e  te x t  

im ita te s  m atters  th a t  a re  gay o r  sad , th e  composer should choose h is  m usi

c a l  reso u rces, such as mode, harmony, and rhythm, according  to  th e  n a tu re
95o f th e se  m atters  and th u s  im ita te  m u sica lly  th e  passions o f  th e  t e x t .  

N on-diatonic ism has an im portan t r o le  in  m usical im ita tio n  o f p a s s io n s , 

s in c e ,  as has been p o in ted  o u t ,  i t  g r e a t ly  en la rg e s  th e  range o f  a f f e c t iv e  

dev ices  and in  general i t s  use in tro d u ces  c e r ta in  s o f tn e s s , w hereas p u re ly  

d ia to n ic  com position produces h a rsh  and manly e f f e c t s . 9** I t  i s  p r in c i 

p a l ly  fo r the purpose o f  te x t  e x p re ss io n  th a t  Z a rlin o  allow s c e r ta in  

lim ite d  use o f  n o n -d ia to n ic ism .

Thus Z a r l in o 's  am bivalent a t t i t u d e  toward n o n -d ia to n ic ism , h i s  sev ere  

censure  o f chrom atic experim ents on th e  one hand, and h is  r e lu c ta n t  accep 

tan ce  o f  c a re fu l ly  c o n tro lle d  chrom aticism  on th e  o th e r , can be ex p la in ed  

as  th e  re s u l t  o f  h is  a ttem p t to  ach ieve a  compromise between the c o n f l i c t 

ing  demands o f  the  "fo rm al" and "e x p re ss iv e "  id e a ls  o f m usic. There can

92C f. Le I s t i t u t i o n i .  Part IV, Ch. 31, p . 337 [4171 .

93C f. R epublic. 398.

94C f. Le I s t i t u t i o n i .  P a r t IV, Ch. 32, p . 339 [4 1 9 ].

95C f. ib id . .  p a r t  IV, Chs. 31-2 , pp . 337-340 [417-421].

96C f. e .g .  Le I s t i t u t i o n i .  P a r t  I I ,  Chs. 10, 32, P a rt IV, Ch. 32, pp .
77, 108, 340 [91, 126, 420 ].
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be no doub t, however, th a t  he was w i l l in g  to  compromise on ly  so long as 

th e  demand fo r  te x t  ex p ress io n  d id  no t r e s u l t  in  com positional lic e n c e , 

in  tra n s g re s s in g  th e  t r a d i t i o n a l  r u le s .  Music should  im ita te  and e x c i te  

p a s s io n s , b u t n o t to  such an e x te n t th a t  th e  harmonious b a lan ce  and r e 

s t r a i n t ,  g r a v i ta .  as  w e ll a s  modal u n i ty  o r p re c e p ts  o f  co u n te rp o in t a re  

d is tu rb e d .

T his emphasis on t r a d i t io n a l  r u le s  r a th e r  th an  on in n o v a tio n  fo r 

th e  sake o f  te x t  ex p re ss io n  i s  w e ll i l l u s t r a t e d  by Z a r l in o 's  a t t i t u d e  

toward th e  o p in io n  o f th e  " c h ro m a tic is ts "  who contend th a t  any in te r v a l  

w hatsoever, and n o t on ly  th e  t r a d i t i o n a l l y  accep ted  consonances and d i s 

sonances, may be used in  m usic, s in c e

th e  v o ic e  i s  capab le  o f  form ing any in te r v a l ,  and 
i t  i s  n e c e ssa ry  to  im ita te  o rd in a ry  speech in  r e 
p re se n tin g  th e  words as o r a to r s  do and ough t.
T h erefo re  i t  i s  no t in a p p ro p ria te  to  use a l l  th e se  
in te r v a ls  to  ex p ress  the  id ea s  co n ta in ed  in  the 
words, w ith  th e  same a ccen ts  and o th e r  e f f e c ts  we 
employ in  c o n v e rsa tio n , so th a t  th e  m usic might 
move th e  a f f e c t io n s .97

P re d ic ta b ly ,  Z a rlin o  r e j e c t s  such su g g e s tio n s :

I t  would be p o s s ib le  to  in c lu d e  such th in g s  com
f o r ta b ly  in  one v o ice  o f a com position , where 
th e se  a c c e n ts , p ro p e rly  u sed , would have a  good 
e f f e c t .  Were t h i s  v o ice  combined w ith  o th e rs , 
however, th e  r e s u l t  would compel one to  s e a l  o n e 's  
e a r s . 98

97 " .. .p o te n d o  l a  Voce form are o g n i in t e r v a l lo ;  e t  essendo n e c e ssa r io  d i  
im ita re  i l  p a r l a r  fa m ig lia re  n e l p r o f e r i r  le  p a ro le ,  come usano g l i  C ra- 
t o r i ,  e t  vuo le  anco i l  dovere; non e in co n v en ien te , che s i  possa u sa r  
t u t t i  q u e l l i  i n t e r v a l l i ,  che fanno a l  p ro p o s ito , p e r p o te re  esprim ere 
i  c o n c e t t i ,  che sono c o n te n u ti  n e l le  p a ro le ,  con q u e l l i  a c c e n ti ,  e t  a l t r e  
cose, n e l modo, che ragionando l i  p ro fe rim o ; acc io  muovino g l i  a f f e t t i . "  
I b id . .  P a r t  I I I ,  Ch. 80, p . 290 [357], t r a n s .  in  A r t ,  p . 288. C f. words 
o f  N ico la  v ic e n tin o , quoted on pp. 7 4 f . above.
98 "C onciosia  che quantunque s i  p o te sse  fa re  i l  t u t t o  commodamente in  una 
p a r te  d e l la  c a n t i le n a ,  e t  s i  u d isse ro  t a l i  a c c e n t i  f a t t i  con p ro p o s ito , e t  
che fa c e sse ro  buoni e f f e t i ;  t u t t a v i a  n e l l i  accompagnamenti s i  udirebbeno 
cose ta n to  la d re ,  che sa reb b e  d ib isogno  c h iu d e rs i  le  o re c c h ie ."  Le I s t i t u 
t i o n i .  p .  291 [357], t r a n s .  in  A rt, p .  288.
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In polyphony on ly  a lim ite d  number o f  in te r v a ls  may be used , even though 

human v o ic e  and some instrum ents can in ton e  many more.

I I I .  A e s th e t ic s

There i s  a  m o tif \rtiich c o n s ta n tly  reappears in  Z a r lin o 's  w r it in g ,  

namely, th e  su g g estio n  th a t v a r io u s  recen t in n ovation s, such as th e  im i

t a t io n  o f  th e  methods o f  o r a to r s , or chrom aticism , m ight be v ia b le  i f  mu

s ic ia n s  returned to  th e  monodic s t y l e  o f  the an c ien ts  but not in  modern

polyphony. Near th e  end o f  P art I I I  o f  Le I s t i t u t i o n i  and o f  h is  long
99" reb u tta l to  the o p in io n s o f  th e  ch ro m a tic ists"  Z arlino  concludes

th a t nothing good can be accom plished o u ts id e  o f  
our [th a t i s ,  d ia to n ic ]  genus, used, as we are  
accustomed t o ,  w ith  chrom atic and enharmonic s te p s  
where a p p ro p ria te . Only i f  we return to  th e p ra c 
t i c e  o f  th e  a n c ie n ts  and coord in ate m eter, m elody, 
and words can we u se  th ese  genera o th e r w is e .100

Z arlino might r e fer  here to  h i s  b e l i e f  th a t in  a n t iq u ity  a p a r tic u la r

genus was coord inated  w ith  p a r t ic u la r  m etric  f e e t ,  s in c e  "the nature o f

the genera did  not c o n s is t  sim p ly  in  melody, but [a ls o ]  in  th e  f e e t  o f

th e  t e x t ." * ^  But, more s ig n i f i c a n t ly ,  i t  i s  the im ita t io n  o f  the te x t

and o f  i t s  a f f e c t io n s  by means o f  melody and meter th a t he has in  mind.

A ncient monody makes such im ita t io n  p o s s ib le  to  a much la rg er  e x te n t than

qq
"Opinion! d e l l i  C hrom atisti r ib u tta te "  i s  the t i t l e  o f  Le I s t i t u t i o n i .

Book I I I ,  Ch. 80, p . 290 [357], tr a n s . in  A rt , p . 288.

100 " . . .c h e  mai sono per haver co sa  buona, fu o r i d e l n o stro  genere; usando 
n e l modo che facemoo l e  chorde Chromatiche, & le  Enharmoniche con propo
s i t o ;  se  non s i  r i to m a s s e  a congiungere insiem e (come facevano g l i  A n tich i)  
i l  Numero, l'Harmonia, & le  P a r o l e . . . ."  Le I s t i t u t i o n i ,  p . 291 [358], 
tr a n s . in  Art, p . 290.

* ^ " l a  n a tu ra  de i  G eneri non c o n s is te v a  semplicemente n e ll 'H a rm o n ia ; ma 
ne i  P ie d i  p o s t i  n e l l a  O ra tio n e ."  Sopplim enti. Book VI, Ch. 9, p .  266.
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modern polyphony, s in c e  the l a t t e r  has to  obey c e r ta in  autonomously mu

s ic a l  r u le s .  We have already seen  th a t fo r  Z arlino th e requirem ents o f  

polyphony exclu de both c o n s is te n t  n on -d ia ton ic ism  and im ita tio n  o f  o ra to ry .

Thus Z arlino in d ir e c t ly  su g g ests  th a t che fu tu re  o f  chrom aticism  

i s  lin k ed  w ith  th e  r e s to r a tio n  o f  monody and w ith  in creased  emphasis on 

im ita t io n  o f th e words, w ith  a retu rn , th e r e fo r e , to  a n c ien t m usical id e a ls .  

Zarlino h im se lf , however, was very  far from advocating a return  to  th e  

an c ien t monody, s in c e  for  him modem polyphony was o b v io u sly  su p e r io r .

In comparison w ith  music o f  the a n c ie n ts , modem music was in  a s t a t e  o f
102alm ost unsurpassable p e r fe c t io n . I t  i s  c h a r a c te r is t ic  o f  th e  h is t o r ic a l  

awareness o f  th e age th a t th ose who, l ik e  N ico la  V icen tin o , looked back  

to  r e s to r e  c e r ta in  a sp ects  o f  a n c ien t m usic, were a t the same tim e look in g  

forward to  change modern p r a c t ic e , whereas th ose  l ik e  Z arlino whose a t t i 

tude toward the an cien t past might be describ ed  as reveren t but in d if fe r e n t  

defended th e  p resen t a g a in st in n o v a tio n s. Thus Z arlino compared modem

c h ro m a tic is ts  to  H ero stra tes, s in c e  th ey  wanted to  become famous w h ile
103d estro y in g  tr a d it io n a l p re ce p ts . Z arlin o , although f u l l  o f  adm iration  

fo r  a n c ien t m usicians and t h e o r is t s ,  in  p a r t ic u la r  Ptolem y, who fo r  him 

was th e  h ig h es t a u th o r ity  in  m usical m atters, thought th a t h is  own tim es  

fa r  surpassed a n t iq u ity  thanks to  th e  achievem ents o f  W illa er t and o th ers  

in  com position  and to  h is  own in  th eo ry . And th e  s u p e r io r ity  o f  modern 

music la y  in  h is  op in ion  in  the p e r fe c t io n  o f  i t s  "harmony," sim ultaneous  

movement o f  p a r ts .

A doubt concerning th e a lle g e d  su p e r io r ity  o f  modem music could

i  0 2 C f. e . g . ,  Le I s t i t u t i o n i .  P a rt I I ,  Ch. 4, p . 62 [7 3 ],

103C f. D iroostration i. Rag. IV, Prop, x i ,  p . 237.
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I be aroused by s to r i e s  o f  m iracu lous e f f e c ts  which m usic had in  a n c ie n t
r

[ t im e s :
|

But i f  a n c ie n t m usic was so im perfec t (as I  have 
dem onstrated above), i t  does n o t appear b e lie v a b le  
th a t  m usicians could  have produced such v a rio u s  
e f f e c ts  in  human s o u ls  as a re  re p o rte d  in  th e  h i s 
t o r i e s . . . . I t  appears  even le s s  b e l ie v a b le ,  s in c e  
today , \dien i t  has been brought to  such p e r fe c t io n
th a t  one alm ost cannot hope fo r  any th ing  b e t t e r ,
one does n o t see  i t  have any o f  the  e f f e c t s  men
tio n ed  above,104

To such o b jec tio n s  Z arlino  answers th a t , although a n c ien t m usicians did

t r u ly  achieve m iracu lous e f f e c t s ,  "a lso  a t  th e  p re se n t tim e music i s  not

deprived o f  the power to  a c h ie v e  such e f f e c t s . Later Z arlino  adds th a t

"music never cea ses  in  v a r io u s  modes and tim es to  work and produce var iou s

e f f e c t s . . . .Thus we see  a ls o  in  our days th a t  i t  e x c i te s  in  us v a rio u s  p as-
106s io n s  as i t  d id  in  a n c ie n t t im e s ."  Such rem arks a r e  designed  to  coun ter

any a ttem pt to  r e tu rn  to  a n c ie n t p r a c t ic e s ,  an a ttem p t which in  Z a r l in o 's

tim e was u su a lly  j u s t i f i e d  by th e  d e s ire  to  reco v er th e  m iracu lous power 

o f  a n c ie n t m usic.

Z a r l in o 's  p a r t i c u la r  sco rn  i s  d ire c te d  a g a in s t  th o se  who claim  

th a t  th e  e f f e c ts  o f  a n c ie n t m usic were due to  th e  use o f n o n -d ia to n ic
I

* ^ ::Ma se  la  Musica a n t ic a  (come d i  sopra ho m ostrato) haveva in  se  t a le  
im p erfe ttio n e , non par c r e d ib i le ,  che i  M usici p o tesse r o  produrre ne g l i  
anim i humani t a n t i  v a r ij  e f f e t t i ,  s i  come n e l le  h i s t o r ie  s i  racconta:
. . . E t  ta n to  meno par c r e d ib i le ,  perche essendo e l l a  h o g g id i r id u t ta  a 
q u e lla  p e r fe t t io n e , che q u a si d i m eglio non s i  puo sp era re , non s i  vede 
che fa c c ia  alcuno d e l l i  s c p r a d e t t i  e f f e t t i ; "  Le I s t i t u t i o n i ,  Part I I ,
Ch. 4 , p . 62 [7 3 ].

^ ® ^ " ...la  Musica e t ia n d io  a l  p resen te  non \  p r iv a  d i  far  c o t a l i  e f f e t t i ; "  
Ib id . lo c  . c i t .

L
^ ^ " . . . l a  Musica mai cessa  in  d iv e r s i  modi, & in  d iv e r s i  tem pi, d i  o p e ra re , 
& d i  p ro d u rre  v a r i j  e f f e t t i , . . .La onde vedemo e t ia n d io  a  i  n o s t r i  tem pi, 
che l a  Musica induce in  n o i v a r ie  p a s s io n i,  n e l modo che an ticam ente  
fa c e v a ;"  I b id . .  P a r t  I I ,  Ch. 9, p .  75 [8 9 ].
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g en e ra . He argues th a t  th e  e f f e c ts  a re  p o s s ib le  a lso  in  th e  d ia to n ic  

genus, and f u r th e r  th a t  a l l  a sp ec ts  o f  m usical com position, and n o t only  

g en era , c o n tr ib u te  to  th e  im ita t io n  o f  th e  p a s s i o n s . Z a r l i n o  a ffirm s  

th e  g r e a te r  n o b i l i ty  and im portance o f  th e  d ia to n ic  and c r i t i c i z e s  th e  

c h ro m a tic is ts  who f a ls e ly  a t t r i b u t e  to  th e  a n c ien ts  th e  b e l i e f  in  a  sp e 

c i a l ,  e x c lu s iv e , noble c h a ra c te r  o f  n o n -d ia to n ic  m usic:

Whence some peop le  make me laugh when th ey  say , 
g iv in g  no reason  nor any a u th o r i ty ,  th a t  th i s
[d ia to n ic ]  genus was used by th e  a n c ie n ts  a t
p u b lic  f e s t iv a ls  fo r common e a rs ,  and th a t  th e
o th e r  two were p u t in  use  among p r iv a te  g e n t le 
men. I  th in k , however, th a t  they  had never seen  
Ptolemy, and even i f  they  had, th ey  d id  no t 
understand  h im .108

109Z a r l in o 's  aim in  t h i s  c le a r  r e fe re n c e  to  V icen tino  is  to  d i s c r e d i t  

th e  re fo rm e r’s a u th o r ity  to  speak about th e  music o f  th e  a n c ie n ts  so 

th a t  h is  id e a s  concerning a n c ie n t p r a c t ic e  might not be used to  j u s t i f y  

innovat io n s .

I t  i s  im portan t to  r e a l iz e  th a t  when Z arlin o  claim s th a t  modern 

d ia to n ic  m usic i s  capable o f  e q u a lly  pow erful e f f e c ts  as  th o se  fo r  which

a n c ie n t m usic was famous, he does so in  o rd er to  ta k e  away from th e  r e 

form ers t h e i r  c ru c ia l  argument r a th e r  than  to  in d ic a te  what he h im se lf  

co n s id e rs  th e  most im portant aim o f m usic. For th e  " e f f e c t s , "  im portan t

107C f. i b i d . ,  l o c . c i t .

108 "Onde mi cuoveno a r id e re  a lc u n i ,  i  q u a l i  senza asseg n ar ra g io n e , ne 
a u to r i t a  a lcu n a  dicono, che questo  genere s i  usava an ticam en te  n e l le  F este  
p u b lich e  a l l 'u s o  d e lle  o recch ie  v o lg a r i ;  & che g l i  a l t r i  due erano  p o s t i  
in  uso t r a  l i  p r iv a t i  S ig n o ri: Ma penso, che co s to ro  non habbiano mai
veduto Tolomeo, & se pur 1 ‘hanno vedu to , non l'h an n o  in te s o ."  I b id . t 
P a r t  I I ,  Ch. 16, p .  84 [9 9 ].

109C f. L ’a n t ic a  musica r id o t t a  a l i a  modema p r a t t i c a  (Rome: A ntonio B arre ,
1555), f o l .  lOv, quoted on pp. 79f. above.
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as th ey  a re , do n ot seem to  c o n s t itu te  th e  r e a l g o a l o f  m usic in  Z a r lin o 's

th o u g h t.. The s u p e r io r ity  o f  modern polyphony over a n c ie n t monody l i e s

not in  i t s  power to  move l i s t e n e r s  but in  i t s  "harmony." And "harmony"

i s  th e  p iv o ta l  concept o f  the t h e o r is t ' s  a e s th e t ic  th ought.

Speaking u n iv e r s a lly , music i s  noth ing but harmony, 
and we may sa y  th a t i t  i s  th at o p p o s it io n  and a g ree
ment from which Empedocles proposed a l l  th in g s  were 
gen erated ; i t  i s  a concord o f  d isc o r d s , meaning a 
concord o f  d iv e r se  th in g s  th at can be jo in ed  t o 
g e th e r .1^

This u n iv er sa l harmony or  m usica mondana fin d s  i t s  m icrocosm ic p a r a l le l

in  m usica humana, which harm onizes d iv e r se  p a r ts  o f  th e  human so u l and

b o d y B o t h  th ese  k in ds o f  m usic fin d  in  turn  t h e ir  analogy in  the

harmony o f  a c tu a lly  sounding v o ca l and in stru m en ta l m usic, "harmony which
112a r is e s  from sound s."  These v a r io u s  kinds o f  harmony and a n a lo g ie s  b e 

tween them are p o s s ib le  thanks to  th e  fa c t  th a t th e harmonious concord 

in  which d iv e r se  elem ents are jo in ed  to g e th er  can be conceived  as a 

p rop ortion  and th a t such a p rop ortion  can be expressed  by means o f  a 

num erical r a t io .  In a u d ib le  music harmony a r is e s  in  the form o f  consonant 

r e la t io n s  between two o r  more d if fe r e n t  sounds ( t h is  i s  c a l le d  improper 

harmony and i s  p e r fe c t  when th ere  are more than two sounds, or im perfect 

when th ere  are o n ly  two) and between two or more sim ultaneous m elodies

" . . . i n  u n iv e rsa le  p a r la n d o . . . .Musica non & a l t r o  che Harmonia; & potremo 
d i r e ,  che e l l a  s i a  q u e lla  l i t e  & a m ic i t ia ,  che poneva Empedocle, d a l la  
quale  v o lev a , che s i  g en erasse ro  t u t t e  le  cose, c io e  una d isc o rd a n te  con- 
c o rd ia , come sarebbe a d i r e ,  Concordia d i v a r ie  cose, l e  q u a li  s i  possino  
congiungere in s ie m e ."  Le I s t i t u t i o n i .  P a rt I ,  Ch. 5, p . 10 [14 ], t r a n s .  
in  A rt. p . x v i i i .

* ^ C f .  Le I s t i t u t i o n i .  P a r t  I ,  Ch. 7 , pp . I 6 f f .  [ 2 1 f f . ] .

112 "harm onia, l a  quale  nasce da i  su o n i e t  d a l le  v o c i ."  I b id . ,  P a r t I ,
Ch. 10, p . 19 [2 5 ].

L
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



132

( th i s  I s  c a l le d  p roper harmony and ag a in  may be p e r fe c t when th e re  a re
113more th an  two m elodies, o r  im perfect when th e re  a re  only  tw o ).

For Z arlin o  harmony i s  th e  essence  o f  m usic, and w hether music 

can e x c i te  p ass io n s  o r  no t i s  o f secondary im portance. He has no th ing  

a g a in s t th e  m usical im ita t io n  o f  p ass io n s  so long as  i t  does n o t in te r f e r e  

w ith  what i s  e s s e n t i a l—th e  harmony. I t  i s  on ly  n a tu ra l  fo r  him to  p r e 

fe r  polyphony to  monody, s in c e  on ly  in  polyphony i s  what he c a l l s  "proper 

harmony" p o s s ib le .  S im ila r ly , s in c e  harmony a r i s e s  from consonant r e l a 

t io n s  between sounds, and s in c e  consonances must be ex p ressab le  by m u ltip le  

o r s u p e rp a r t ic u la r  r a t io s  w ith in  th e  s e n a rio  (excep t fo r th e  "compound" 

s ix th s ) ,  i t  i s  on ly  n a tu r a l  fo r  Z a rlin o  to  beware o f  n o n -d ia to n ic ism , no t 

on ly  because th e  pure n o n -d ia to n ic  genera  a re  le s s  r ic h  in  consonances 

than  th e  d ia to n ic  one, b u t a ls o  because n o n -d ia to n ic  s te p s  in tro d u ce  

"consonances" which do not have tru e  r a t i o s .

In  th e  p rev ious s e c t io n  o f t h i s  c h ap te r I  have suggested  th a t  i t  

i s  p o s s ib le  to  see th e  whole m usical thought o f  th e  second h a l f  o f  th e  

s ix te e n th  cen tu ry  as a  s tru g g le  to  re so lv e  th e  fundam ental te n s io n  between 

the "fo rm al"  and "e x p re ss iv e "  id e a ls  o f  m usic. I t  i s  p o s s ib le  now to  

fo rm ulate  th i s  te n s io n , as  i t  appears in  Z a r l in o 's  w r i t in g s ,  more p re c is e ly  

as th e  o p p o s itio n  between m usic which is  "harmony" and music which i s  a 

method o f  ach iev ing  " e f f e c t s ."  The th e o r i s t  re so lv e s  th e  te n s io n  not 

by banning th e  im ita tio n  o f p ass io n s  a l to g e th e r ,  bu t by su b ju g a tin g  i t  

com pletely  to  the  e s s e n t i a l  id e a l  o f  harmony. •’Harmony" and " e f f e c ts "  

c o n s t i tu te  th e  most b a s ic  a e s th e t ic  a l t e r n a t iv e  fac in g  any th e o r is t s  o f 

th a t  tim e .
* * * * *

113
C f. i b i d . ,  P a r t  I I ,  Ch. 12, pp. 79f .  [ 9 4 f .] .
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V incenzo G a l i le i  was bora around 1520 in  Santa Maria a Monte near
114F lo ren ce , son  o f  an im poverished nobleman. An accom plished lu t e n is t ,  

he became a p rotege o f  a  w ealthy and in f lu e n t ia l  F lo re n tin e  patron, 

Giovanni d e ' Bardi (1 5 3 4 -1 6 1 2 ) .* ^  Thanks to  B a rd i's  encouragement and 

h e lp , G a l i l e i  was a b le  to  s t a r t  se r io u s  th e o r e t ic a l  s tu d ie s  w ith  G io se ffo  

Z arlino in  V enice in  the e a r ly  1560s and to  tr a v e l  e x te n s iv e ly .  When he  

returned to  F lorence in  1572, G a l i l e i  had enough exp erien ce  in  m usical

For Galilei's biography see Claude V. Palisca, "Galilei," in Friedrich 
Blume, ed., Die Musik in Geschichte und Gegenwart, Vol. IV (Kassel and 
Basel: BSrenreiter, 1955), cols. 1265-70 . The most important discussions
o f  Galilei's theories are: Oscar Chiiesotti, "Di Nicola Vicentino e dei
generi greci secondo Vincentio Galilei," Rivista musicale italiana. XIX 
(1912), 546-65; Fabio Fano, La Camerata fiorentina. Vincenzo Galilei 1520?- 
1591. La sua opera d'artista e di teorico come espressione di r.uove 
idealita musicali. Istituzioni e Monumenti dell'Arte Musicale Italiana,
V o l. IV (M ilan: E d iz io n i R ico rd i, 1934); Fano, "Alcuni ch ia r im en ti su
Vincenzo G a l i le i ,"  La Rassegna m u sica le . X (1 937), 85-90; Walker,
"Musical Hum anism ..."; Barbour, Tuning and Temperament; P a l is c a , The 
B eginnings o f  Baroque M usic; P a l is c a , 'V incenzo G a l i l e i ' s  Counterpoint 
T r e a t is e :  A Code fo r  th e  Seconda P r a t ic a ," Journal o f  the American
M u sico lo g ica l S o c ie ty . IX (1956), 81-96; P a l is c a ,  'V incenzo G a l i le i  and 
Some Links between 'Pseudo-Monody' and Monody," The M usical Q uarterly,
XLVT (1 9 6 0 ), 344-60; P a lisc a , " S c ie n t if ic  E m p ir ic ism ..." ; S tillm an  Drake, 
"R enaissance Music and Experim ental S c ie n c e ,"  Journal o f  the H istory  o f  
Id ea s . XXXI (1970), 483-500; Drake, G a lile o  S tu d ies: P e r so n a lity . Tra
d it io n . and R evolu tion  (Ann Arbor: U n iv e r s ity  o f  M ichigan P ress , 1970),
pp . 4 3 -6 2 ; Drake, " G a li le i ,  V in cen z io ,"  in  Charles C culston  G i l l i s p i e ,  
e d . ,  D ic tio n a ry  o f  S c ie n t i f ic  Biography, V o l. V (New York: C harles S cr ib 
n e r 's  Sons, 1972), p p . 2 4 9 f. See a ls o  the l i t e r a tu r e  on Giovanni de'
Bardi, the Camerata, and Girolamo Mei listed below.

**^For B ardi and h is  Camerata s e e :  H en r ie tte  M artin, "La 'Camerata' du
Comte B ardi e t  la  musique f lo r e n t in e  du XVIe s i e c l e ,  " Revue de M u sico lo g ie . 
X III (1 9 3 2 ), 63 -74 , 152-61, 227-34; XIV (1933), 92-100, 141-51; Fabio 
Fano, La Camerata f io r e n t in a ; Nino P ir r o t ta , "Temperaments and Tendencies  
in  th e  F lo re n tin e  Camerata," The M usical Q uarterly . XL (1954), 169-89; 
P irro tta ," T ra g ed ie  e t  comedie dans la  Camerata f io r e n t in a ,"  in  Jean Jacquot, 
e d . ,  a s iq u e  e t  p o e s ie  au XVIe s ih c le  (P a r is: E d itio n s  du Centre N ation al
de la  Recherche S c ie n t if iq u e , 1954). pp. 287-297; E gert Pi/hlmann, 
"A ntikenverstifndnis und A ntikenm issverstfindnis in  der O perntheorie der 
F lo r e n tin e r  Camerata," Die M usikforschung, XXII (1 9 6 9 ), 5-13; Claude V. 
P a lis c a ,  "The 'Camerata F io r e n tin a ':  A R ea p p ra isa l,"  Studi m u sica l!.
I  (1 9 7 2 ), 203-36 .
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p r a c t ic e  and theory to  serv e  as an a u th o r ity  on th e o r e t ic a l  m atters to  

B ardi and a group o f  m u sic ian s, p o e ts ,  and amateurs whose inform al g a th er 

in g s  in  B ard i's  house came to  be known as th e Camerata, The group, which 

s ta r te d  to  meet a t le a s t  in  1573, su ffe r e d  a gradual d e c lin e  in  the la t e  

1580s and ceased to  e x i s t  in  1592 when Bardi moved to  Rome, counted among 

i t s  members, b e s id es  Bardi and G a l i l e i ,  G iu lio  C accin i and P iero  S tr o z z i .  

Other m usicians who might have been a sso c ia te d  w ith  th e group were Jacopo 

P e r i, A lessandro S tr ig g io , C r isto fo ro  M alvezzi, E m ilio  de' C a v a lie r i, 

and Francesco C in i. The a t te n t io n  o f  the Camerata was focused on the  

a n c ien t Greek music and the p o s s i b i l i t y  o f  i t s  r e v iv a l .  This in te r e s t  

o f  th e  group le d  G a l i le i  to  ex p lo re  the nature o f  a n c ien t music in  a more 

d e ta ile d  and sy stem a tic  fa sh io n  than was ever done b e fo r e . He deplored  

th e lack  o f  fa m ilia r ity  w ith  a n c ien t th e o r is t s  among modern p r a c t ic a l  

m usicians and blamed on i t  th e  fa c t  th a t music d id  n ot undergo th e r e b ir th  

which ch ara cter ized  o th er  branches o f  s c ie n c e  and a r t .^ ^  G a l i le i  him

s e l f ,  however, lacked th e  n ecessa ry  p h i lo lo g ic a l  tr a in in g  fo r  such an 

e x p lo r a tio n  o f  an cien t authors and had to  seek  h e lp  o f  more q u a lif ie d  

s c h o la r s . In 1572 he in i t ia t e d  a correspondence which was to la s t  for  

th e  next ten  years w ith  a F lo re n tin e  humanist Girolamo Mei (1519-94) who 

s in c e  1559 resid ed  in  R om e.^^ M ei, a p u p il o f  famous p h i lo lo g is t  P iero  

V e tto r i (1499-1585) and h im se lf  an immensely learned and resp ected  student

*^Cf. Trattato dell'Arte del Contrapunto, Florence, Bibl. Kaz. Cent.,
Ms. G al. 1, f o l .  5Sr.

*^T he correspondence, to g e th er  w ith  a commentary th a t dem onstrates the  
e x te n t to  which Mei in flu en ced  G a l i le i  and Bardi i s  in  Claude V. P a l is c a ,  
Girolamo Mei: L etters  on A ncient and Modern Music to  Vincenzo G a l i le i
and Giovanni Bardi, M u sico lo g ica l S tu d ies and Documents 3 (n .p .:  Ameri
can I n s t i t u t e  o f  M usicology, 1960) . See a lso  P a lis c a , "Girolamo Mei, 
Mentor to  the F lo ren tin e  Camerata," The M usical Q uarterly . XL (1954), 
1 - 2 0 .
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o f  a n c ien t l e t t e r s ,  d ir e c ted  h is  a t te n t io n  to  th e  stud y o f  a n cien t Greek 

m usic in  1561 and, by th e tim e G a l i le i  w rote him ask ing  a number o f  ques

t io n s  concerning Greek m usic, he had a lread y  s tu d ied  p r a c t ic a l ly  every  

Greek th e o r e t ic a l  t r e a t i s e  th at i s  known tod ay . M ei1s in te r p r e ta tio n  o f  

the nature o f  Greek music and h is  e x p la n a tio n  o f  th e reasons why i t  was 

su p erior  to  modern p r a c t ic e  had a d e c is iv e  in f lu e n c e  on th e  Camerata.

Mei's views are reflected in Bardi's Discorso mandato a Caccini sopra
1X8la  m usica a n tic a  e *1 cantar bene o f  1578. G a l i l e i ,  whose i n i t i a l  

th e o r e t ic a l  view s were s tro n g ly  in flu en ced  by G io seffo  Z arlin o , became 

com p lete ly  converted to  M ei's way o f  th in k in g  as th e  r e s u lt  o f  the co r

respondence and two p erson al encounters w ith  th e  hum anist. G a l i l e i ' s

D ialogo d e l la  musica a n t ic a . e t  d e l la  moderna which appeared in  F lorence  
119in  1581 or 1582, the t h e o r is t ' s  most in f lu e n t ia l  work and consequently  

th e f u l l e s t  statem ent o f  th e Camerata p o s i t io n , developed M ei's su g g es

t io n s  in to  a fu l l - le n g t h  a tta ck  on the th e o r ie s  o f  G io se ffo  Z arlino , 

in i t i a t in g  a polem ic which was to  l a s t  u n t i l  Z a r lin o 's  death in  1590. 

Z arlino answered the D ialogo w ith  h is  Sopplim enti m u sic a li o f  1588 which 

in  tu rn  provoked G a l i le i ' s  resp on se , th e  D iscorso  in to m o  a ll 'o p e r e  d i  

m esser G ioseffo  Z arlino da C hioggia. e t  a l t r i  im p ortanti p a r t ic o la r i  

a t te n e n t i  a l i a  musica (F lorence: G iorgio  M a resco tti, 158 9 ). Z a r lin o 's

118-----------------------------------------------The D iscorso  was f i r s t  pu b lished  in  G iovanni B a t t is ta  Doni, Lyra
B arberina. V ol. II  (F lorence: Stamperia itn p er ia le , 1763), pp. 233-48 .
For a p a r t ia l  E nglish  tr a n s la t io n  see  O liv er  Strunk, e d .,  Source Readings 
in  Music H isto ry . From C la s s ic a l A n tiq u ity  through the Romantic Era 
(New York: W. W. Norton and Company, 1950), pp. 290-301 . A m anuscript
v e r s io n  was r ec e n tly  d iscovered  in  B ib lio te c a  A p o sto lica  V aticana: Ms.
Barberin ianus la t in u s  3990, f o l s .  4 r -1 3 v . C f. Claude V. P a l is c a , "The 
'Camerata f i o r e n t i n a ' . . . ,"  p . 215.
119G iorgio  M arescotti, 1581. The d a te  o f  p u b lic a tio n  i s  d iscu ssed  by 
Fabio Fano in  the p refa ce  to  h is  f a c s .  ed . o f  th e  D ialogo (Rome: R eale
Accademia d ' I t a l i a ,  1934 ).
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cause was fu rth er  defended  by h is  p u p il, G iovanni Maria A r tu s i, in  two
120unpublished t r e a t i s e s  o f  1588 and 1590. Toward th e v ery  end o f  h is

l i f e ,  in  1591, G a l i l e i  w rote another c r it iq u e  o f  Z arlin o*s Sopplim enti.
121which, however, remained unpublished . “ The l a s t  four yea rs  preceding

h is  death  in  1591 G a l i l e i  spent w r itin g  not on ly  h is  p o lem ica l t r e a t i s e s

b u t, more im p o rta n tly , h i s  monumental T ra tta to  d e l l ’Arte d e l Contraounto 
122(1 5 8 8 -9 1 ) . The t r e a t i s e  which rep resen ted  G a l i l e i ' s  most mature thoughts

123on m u sica l m atters u n fo r tu n a te ly  remained un pub lished .

In  s p i t e  o f  th e  in c r e a s in g ly  acrim onious ton e o f  th e ir  p o lem ic, 

one shou ld  not o v er lo o k  th e  fa c t  th at on some is s u e s  which he con sid ered  

to  be o f  minor im portance G a l i l e i  t a c i t l y  accep ted  th e op in io n s o f  h is  

g r ea t te a c h e r . Thus, so  fa r  as th e ton a l system  i s  concerned, G a l i l e i

120The t r e a t i s e s  are  no lon ger  e x ta n t . T heir t i t l e s  and sh ort ex cerp ts  
are known from E rco le  B o t tr ig a r i ,  A le te lo g ia  d i Leonardo G a llu c io  a* 
b e n ig n i. e s in c e r i  l e t t o r i .  L e ttera  aoclorrctica  (Bologna, 1604), Bologna, 
C iv ico  museo b ib l io g r a f ic o  m u sica le , Ms. 3 -4 3 , p p .H 9 f .

121 I t  i s  p reserved  in  F lo ren ce , B ib l . Naz. C en t., Ms. G al. 5 , f o l s .  l r - 5 8 r .

122The t r e a t i s e  i s  p reserved  in  th ree  v e r s io n s , th e  f in a l  b ein g  F lo ren ce , 
B ib l .  Naz. C en t., Ms. G al. 1, f o l s .  5 5 r -l4 7 v . There i s  no t i t l e  in  the  
fro n t but th e  proper t i t l e  can be read on f o l s .  59r and 75v. The t r e a t i s e  
i s  d iv id ed  in to  two p a r ts :  1 . "intorno a l l 'u s o  d e l l e  Consonanze" ( f o l s .
55r-103v; t i t l e  accord in g  to  f o l . 1 0 4 v ); 2 .  "intorno a l l 'u s o  d e l le  D is -  
sonanze" ( f o l s .  1 0 4 r - l4 7 v ) . According to remarks on f o l s .  75v and 99r, 
th e  fo llo w in g  was in ten ded  as an appendix: "D iscorso in torn o  a l l 'u s o
d ell'E n h arn on io  e t  d i  c h i fu s s e  au tcre  d e l C rom atico," F loren ce, B ib l .
N az. C en t., Ms. G al. 3 , f o l s .  3 r -3 4 v . F in a lly , th ere  i s  an a d d itio n a l  
c l a r i f i c a t i o n  o f  th e  appendix: "Dubbi intorno a quanto io  ho d e tto  d e l l 'u s o
dell'en h arm on io , con la  s o lu t io n e  d i e s s i , " i b i d . ,  f o l s .  6 2 r -6 8 r .

123 I t  was f i r s t  s tu d ied  in  P a l is c a ,  "Vincenzo G a l i l e i ' s  C ounterpoint 
T r e a t is e ."
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did not agree w ith  Z a r lin o 's  modal th eory , w h ile  accep tin g  im p l ic i t ly

h is  v iew s on th e  s tru c tu re  o f  the gen era . D escrib ing v a r io u s a n c ien t ways
124o f  tun ing a d ia to n ic , chrom atic, and enharmonic te tra ch o rd s, or  the

125d if fe r e n c e s  between th ese  te tra ch o rd s, G a l i le i  r ev e a ls  no d if fe r e n c e

between h is  and Z a r lin o 's  understanding o f  the in t e r v a l l i c  s tr u c tu r e  o f  
126each te tr a ch o rd . There i s  a ls o  no disagreem ent on th e way in  which

tetrach ord s are combined to  form th e tw o-octave d is ju n c t  and conjunct s y s -  
127terns. As a  r e s u l t ,  th ere  can be no d if fe r e n c e  between th e th e o r is ts *

128understanding o f  the in t e r v a l l i c  s tr u c tu r e  o f  each genus.

T heir v iew s on th e  r e la t io n s h ip  between th e  genera are a ls o  very
129s im ila r .  Yhe extreme s te p s  o f  te trach ord s are common to  a l l  th ree  gen era .

The d if fe r e n c e  between th e  d ia to n ic  and chrom atic tetrach ord s c o n s is t s

in  th e  th ir d  low est s te p  which in  the chrom atic te tra ch o rd  should form

a minor th ird  w ith  th e h ig h est s te p , w h ile  in  the enharmonic te tra ch o rd

th e lo w est in te r v a l  o f  the d ia to n ic  i s  d iv id ed  in to  two p arts and th e
130th ir d  low est d ia to n ic  s te p  i s  o m itted . I t  may be concluded th a t G a l i l e i

t a c i t l y  a ccep ts  both th e gamut im plied  by Z a r lin o 's  theory and th e way

124C f. D ia lo g o , pp. 107-11, 

125C f. i b i d . ,  pp. 4 8 f .

126For Z a r lin o 's  view s see  pp. 8 5 f . above.

127C f. D ia lo g o . pp. 1 1 9 ff. and pp. 8 6 f. above.

128For Z a r lin o 's  view s se e  p . 87 above.

129C f. D ia lo g o , p . 50. 

l30C f. i b i d . ,  p . 49.
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in  vh ich  th is  gamut i s  organized  on th e g en er ic  l e v e l .

L ike Z arlin o , G a l i l e i  b e l ie v e s  th at both th ir d s  belong  to  th e  d ia 

to n ic  genus and th at th ey  were used in  d ia to n ic  com positions both b efore  

and a f t e r  the n on -d ia to n ic  genera were d isco v ered . And, l ik e  h is  teacher, 

he con sid ers as e x c lu s iv e ly  n o n -d ia to n ic  in te r v a ls  th e enharmonic d ie s i s

and chrom atic sem itone (th a t i s ,  th e second low est in te r v a l o f  th e  chro-
132m atic te tr a c h o r d ). The D ialogo r e v e a ls  so l i t t l e  in t e r e s t  in  th e prob

lems o f  n on -d ia ton ic ism  th a t , not su r p r is in g ly , G a l i l e i  seems to  be un

aware th a t the g en er ic  membership o f  th e  th ird s  was once h o t ly  debated  

by V icen tin o  and L usitano .

As regards the r e la t iv e  importance o f  th e genera , G a l i l e i  seems 

to  accep t the common n otion  o f  the d ia to n ic  s te p s  b e in g  most b a s ic  and 

th e  n o n -d ia to n ic  ones being l e s s  e s s e n t ia l .  T his can be in ferred  from 

the fa c t  th a t he con sid ers a n o n -d ia to n ic  genus to  be a "compression"

(una sp e ssa tio n e )  o f  the d ia to n ic , s in c e  chrom atic s te p s  d iv id e  th e  d ia 

to n ic  whole to n e s , and enharmonic s te p s  d iv id e  th e d ia to n ic  and chrom atic

sem ito n es. Consequently i t  i s  c le a r  (says G a l i le i )  th a t th e  d ia to n ic
133was used f i r s t ,  la t e r  the chrom atic, and la s t  the enharm onic. The

n o n -d ia ton ic  s te p s  add co lo r  to  th e b a s ic  d ia to n ic  s tr u c tu r e :

.. .T h e  m usician u ses th e d ia to n ic  not o th erw ise  
than th e  p a in ter  uses draw ing. . . .The p e r fe c t  draw
ing o f the d ia to n ic  i s  la t e r  co lored  by the m usi
c ia n  w ith  the chrom atic. F in a l ly ,  he g iv e s  i t  
th e  u ltim ate  p e r fe c t io n  (as far as sound and har
monies are concerned) by means o f  the enharm onic.134

*J *For Z a r lin o 's  view s see  pp. 8 9 f f .  above.

132C f. D ia logo . p . 112 and pp. 9 2 f .  above.

133C f. "D iscorso in torno a l l 'u s o  d ell'E n h arm on io ," f o l s .  5 r -5 v .
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The d ia to n ic  i s  most im portant, s t a b le ,  e x c e l le n t ,  and o ld e s t  genus.
135Second in  im portance i s  th e  chrom atic, and th ird  th e  enharmonic.

Throughout h is  w r it in g s  G a l i l e i  u ses  a c c id e n ta ls  in  th e same sen se
136in  which th ey  were used by Z a r lin o . But i f  th ere  was no b a s ic  d i s 

agreement between the th e o r is t s  so far  as th e s tru c tu re  o f  the genera and 

th e n o ta t io n  were concerned, th er e  was c e r ta in ly  a profound d if fe r e n c e  

o f  o p in io n  on th e  nature o f  th e  tu n ing system  used in  modern p r a c t ic e .

In  fa c t  th e  problem o f  th e tu n ing system  c o n s t itu te s  th e  core o f  the whole 

G a lile i-Z a r lin o  co n tro v ersy . I t  w i l l  be remembered th at according to

Z arlino  the p e r fe c t  tu n in g  system , th a t i s ,  th e  system  in  which consonances
137have t h e ir  tru e  r a t io s ,  i s  the sy n to n ic  tuning o f  Ptolem y. The d i s 

advantage o f  t h is  system , however, c o n s is t s  in  th e fa c t  th a t i t  produces 

many in t e r v a ls  in  two s i z e s ,  d i f f e r in g  by a comma, depending on which  

s te p  an in te r v a l i s  co n stru c ted . In tu n in g  instrum ents which cannot vary  

p itc h  co n tin u o u sly  t h is  d i f f i c u l t y  has to  be reso lv ed  e i th e r  by supp ly ing  

many s te p s  w ith  two v e r s io n s  d is ta n t  by a comma, or by means o f  a tempera

ment w hich d iv id e s  the comma and d is t r ib u te s  i t s  p a rts  among many in t e r v a ls .  

While ad m ittin g  th e  n e c e s s ity  o f  r e s o lv in g  th e problems created  by th e  

troublesom e comma in  tuning in stru m en ts, Z arlino  claim ed th at in  an un

accom panied v o ca l performance v o ic e s  always sang pure consonances and

134
" . . . i l  D ia ton ico  serva  a l  Musico non a ltram ente d i q u e llo  che serve  

a l  P i t t o r e  i l  d i s e g n o . . . i l  qual d isegno  p e r fe t to  d e l D iaton ico  p o i  
c o lo r is c e  i l  Musico con i l  Crom atico; d an dogli appresso con 1 'enharmonico 
(quanto a su on i e t  a g l'a c c o r d i)  l ' u l t i n a  p e r fe t t io n e ."  I b id . , f o l s .  
? S r-25v .
135C f. i b i d . .  f o l .  24v.
156

C f. p . 100 above.

137For th e  fo llo w in g  d is c u s s io n  c f .  pp . 101-107 above.
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th e  problem o f  the comma could be d isregard ed . G a l i l e i  most em p h atica lly  

disagreed  w ith  th is  c la im  and, q u ite  j u s t i f ia b ly ,  re fu sed  to  see  any e s 

s e n t ia l  d if fe r e n c e  between instrum ental and v o c a l perform ance. I t  was 

Girolamo Mei who had shaken G a l i l e i ' s  o r ig in a l  agreement w ith  Z a rlin o 's  

c la im . Mei in s is t e d  th a t s in c e  th e  synton ic  tuning was c o n s is te n t ly  r e 

je c te d  in  favor o f  th e  Pythagorean one by a l l  th e o r is t s  b efo re  Z arlin o , 

i t  was the Pythagorean tuning th a t  was s t i l l  th e b a s is  o f  contemporary 

p r a c t ic e . More im p ortantly , in  a l e t t e r  w r itte n  in  1578, Mei suggested  

to  G a l i le i  th a t he check th e tu n in g  used in  modern p r a c t ic e  ex p erim en ta lly .

Such an experiment must have convinced Galilei that neither the Ptolemaic
138nor the Pythagorean tuning systems were in use. In the Dialogo Galilei

p a in sta k in g ly  l i s t s  and d is c u s se s  the "comma-problems" (he c a l l s  them
139"Paradoxes"—P arad ossi) which appear in  th e  sy n to n ic  tu n in g . S ince

th e  d if fe r e n c e  o f  th e  comma i s  p e r c e p t ib le , and s in c e  th e  ear does not

p erce iv e  th a t in  modern p r a c tic e  in te r v a ls  are sung in  two s iz e s  d if fe r e n t

by a comma, it follows that the tuning system used by composers, singers,
140and instrumentalists is not the syntonic of Ptolemy.

What i s  i t ,  then? The fr e t te d  s tr in g  instrum ents u se th e in ten se

d ia to n ic  and chrom atic tonikon tuning o f  A ristoxen u s, th at i s ,  an equal

temperament in which the octave consists of six equal whole tones, each

c o n s is t in g  o f  two equal sem iton es, the approximate r a t io  o f  each sem itone  
141b ein g  1 8 :1 7 . According to  J .  Murray Barbour, G a l i l e i ' s  i s  "the f i r s t

j3g
C f. P a l is c a , Girolamo Mei. p .  67 .

139Â C f .  pp. 4 f . ,  10, 12 -15 , 1 7 -2 3 , 25 -27 .

140C f. D ia logo . p .  29 .

141„- . . . .Ci.. i b i d . ,  pp. 3 0 , 42 , 4 9 .
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r e a l ly  p r a c t ic a l  approxim ation fo r  equal temperament" and most probably
142i t  rep resen ted  the contemporary p r a c t ic e .  Z arlino c r i t i c i z e d  G a l i l e i  

sh arp ly  for g iv in g  o n ly  an approxim ate method o f  arr iv in g  at equal temper

ament and h im se lf  presented  th ree  geom etrica l methods fo r  fin d in g  the
143proper placement o f  f r e t s .  In t h i s  Z arlin o  fo llow ed  F ran cisco  S a lin a s ,

144th e  f i r s t  to  propose a geo m etr ica l method fo r  ach iev in g  equal temperament.

A ccording to  Barbour, S a lin a s  was a ls o  th e  f i r s t  to  g iv e  p r e c is e  mathema-
145t i c a l  d e f in it io n  o f  equal temperament. Z arlino and S a lin a s , l ik e  

G a l i le i ,  d isc u ss  equal temperament as ap p rop riate  fo r  fr e t te d  s t r in g  in 

strum ents . In keyboard temperament th e  w hole tones are d iv id ed  in to  two
146unequal sem itones, b u t, as in  a l l  p r a c t ic a l temperaments, in e q u a lity

147o f  whole ton es i s  avo id ed . Keyboard instrum ents use th e  2 /7  comma

v a r ie ty  o f  meantone temperament, in  which (tak in g  th e sy n to n ic  tun ing

as th e  p o in t o f  departure) f i f t h s  are dim inished by 2 /7  comma, th ird s

by 1 /7  comma each, and the major whole to n es  by 4 /7  comma, and minor whole

ton es and major sem itones are augmented by 3 /7  comma each , le a v in g  the
148minor sem itones and o c ta v es  unchanged. G a l i le i  co n sid ers  t h i s  to  be

142Tuning and Temperament, pp. 7 f . ,  59.

143C f. Sopplim enti. Book IV, Chs. 27 -28 , pp. 197-203 and Book IV, Chs.
3 0 -3 2 , pp . 208-216. G a l i le i  defends h is  approxim ation in  D isco rso . pp.
5 5 f .

144C f. De Musica. I l l . x x x i ,  pp . 172-74 . See a ls o  Barbour, op . c i t . ,  pp. 5 0 f .

145C f. Tuning and Temperament, p . 6 .

146 C f. D ia logo . p . 3 0 .

147C f. ib i d . , p . 3 3 . 

lA8C f. i b i d . ,  p . 34 .
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th e most p e r fe c t  temperament p o s s ib le  for  keyboard Instrum ents and claim s
149to  be I t s  in v en to r . However, as Z arlino in d ig n a n tly  poin ted  out in  

h is  Sop p lim en ti. t h is  temperament was a lread y  d escr ib ed  in  Le I s t i t u t i o n i .* 3^ 

G a l i le i  d e scr ib e s  a ls o ,  but does not favor , th e ord inary  meantone tempera

ment o f  1 /4  comma recommended by Z arlin o  in  h is  D im o str a tio n i.* 3*

The most n o t ic e a b le  d if fe r e n c e  between th e  two temperaments (equal

and meantone) c o n s is t s  in  th e  fa c t  th a t o n ly  in  the meantone temperament
152does one hear th e  d if fe r e n c e  between the major and minor sem itones.

As a r e s u l t  o f  th is  d if fe r e n c e  lu te s  and v io la s  cannot p la y  together w ith
153keyboard in stru m en ts. Equal temperament i s  c lo s e r  to  p erfectio n  than  

meantone temperament. Not o n ly  are i t s  p e r fe c t  consonances c lo ser  to
154

t h e ir  tr u e  r a t io s ,  but a ls o ,  thanks to  equal temperament, each d ia to n ic

and chrom atic s te p  has any d ia to n ic  and chrom atic in te r v a l  below and above

i t  which makes any tr a n sp o s it io n  p o s s ib le .  G a l i l e i  m ain ta in s:

On th e  con trary , in  th e  s tr in g  d is tr ib u t io n  used  
by keyboard in stru m en ts, which i s  d i f f e r e n t  [from  
th e one used by th e  lu t e ] ,  many [o f  th ese  in t e r 
v a ls ]  are commonly la c k in g . Because o f  t h is  the  
p la y er  o f  th is  [keyboard in stru m en t], however prac
t ic e d  and s k i l l e d ,  cannot tran sp ose  a com position  
e ith e r  below or above by a w hole ton e or  sem itone—

* ^ C f . i b i d . ,  l o c . c i t .

^ C f .  PP. 1 0 6 f . above and Sopplim enti. Book IV, Ch. 24, pp . 1 8 9 ff . and 
G a l i l e i ' s  d efen se in  h is  D isco rso . pp . 4 4 f . ,  5 0 f .

*3*C f. pp . 106f. above and D ia lo g o . p . 3 4 .

*3^Cf. D ia logo . p . 47 .

153C f. ib id . .  l o c . c i t .

154C f. ib i d . .  p . 4 2 .
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tr a n sp o s it io n s  th a t a re  done most o f t e n ,I  would  
sa y —w h ile  such a  com position  i s  very e a s i l y  
and u s e fu l ly  transposed  in  th e  l u t e . 155

In th e  D iscorso  he makes an even more eloquent p le a  fo r  eq u a l temperament, 

p r a is in g  i t  fo r  i t s  equal sem ito n es . Thanks to  t h i s  e q u a li ty  a l l  incon

v e n ie n t and m u sica lly  u s e le s s  d isc re p a n c ie s  between s te p s  which we today
156c a l l  enharm onically eq u iv a len t d isa p p ea r . I f  equal temperament has 

purer p e r fe c t  consonances and makes a l l  tr a n sp o s it io n s  p o s s ib le ,  why do 

we n ot use i t  fo r  keyboard instrum ents as w e l l ,  asks G a li le i?  Because 

equal temperament, when a p p lied  fo r  keyboard in stru m en ts, r e v e a ls  c e r ta in  

d e f e c t s .  Some o f  i t s  im p erfect consonances are too sharp , for example.

This happens probably because we a re  accustomed to  hear keyboard In s tru 

ments in  meantone temperament and a ls o  because the s tr in g s  o f  a keyboard
157instrum ent produce a more v io le n t  sound than th o se  o f  a l u t e .

G a l i l e i  was not th e  o n ly  th e o r is t  o f  the tim e to  admire th e p er 

fe c t io n  and u se fu ln ess  o f  equal temperament. Z arlin o  rep o rts  th a t a fr ien d  

o f  h i s ,  Don Girolamo R o s e l l i  o f  P eru g ia , a monk a t Monte C assin o , and 

then (th a t i s ,  around 1588 when Sopplim enti m u sica l! appeared) th e  abbot 

o f  S . Martino in  S i c i l y ,  in  h is  T ra tta to  d e l la  m usica sp h er ica  (probably  

never pu blished  and, so far  as I  know, no longer e x ta n t)  e x to lle d  the

*^ " dove per i l  co n tra r io  n e l la  d is t r ib u it io n e  d e l le  corde da qu esta  d i -  
versa  che usa lo  St rumen to  d i  t a s t i ,  ve ne mancano comunemente m o lt i;  per  
lo  che non pub i l  son atore d i  e s so  quantunque p r a t t ic o  4  p e r ito ,  t r a s -  
p ortare  in  questa  & in  quel la  p a rte  per un Tuono & p er  un Semituono ( in  
q u e l l i  d ico  che per lo  p iu  s i  e se r c ita n o )  c ia scu n a , C an tilen a , come n e l  
L iuto con ta n to  comodo & u t i l e  s i  tr a sp o r ta ."  I b id . ,  p . 4 7 .

156C f. D iscorso . pp. 109-113.

157C f. D ia logo . pp. 4 7 f . T h is q u estio n  i s  a ls o  d isc u sse d  in  G a l i l e i ,  
D iscorso  p a r t ic o la r e  in torn o a ll'U n iso n o . F loren ce, B ib l . Naz. C en t.,
Ms. G al. 3 , f o l s .  5 5 r -6 lv .
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d iv is io n  o f  an o ctave  in to  tw elve  equal sem itones over a l l  o th er  d iv is io n s

as th e one which has taken away a l l  d i f f i c u l t i e s  
from s in g e r s , in s tr u m e n ta lis ts , and composers, 
s in c e  [thanks to  equal temperament] they can com
monly s ta r t  to  s in g  o r  to  p la y  on whichever o f  
th e  tw elve s te p s  th ey  w ish , according to  th e  usage  
o f  p r a c tic in g  m u sic ian s, u t - r e - m i- f a - s o l - la ,  
c ir c l in g  through a l l  the n o te s , making (as he 
sa y s)  sp h e r ica l m u sic . They w i l l  be ab le  to  
f in is h  any com position  com fortably where they  
s ta r te d , as i f  in  perpetual m otion. A ll in s tr u 
ments w i l l  be a b le  to  keep th e ir  temperament and 
p la y  to g e th er , and organs (as he sa y s) w i l l  not 
be made e ith e r  to o  h igh  or to o  low in  p i t c h .158

R o s e l l i  here  p r a ise s  equal temperament p rim arily  for  making any transpo

s i t i o n  o f  a d ia to n ic  com position p o s s ib le  and for a llow in g  keyboard in 

strum ents to  p la y  togeth er  w ith  fr e t te d  instrum en ts, th a t i s ,  fo r  reasons  

s im ila r  to  th o se  o f  G a l i l e i .  In f a c t ,  G a l i le i  might have had R o s e l l i ' s  

musica s f e r ic a  in  mind when, p r a is in g  equal temperament in  h i s  counter

p o in t t r e a t i s e ,  he sa id  th a t "thanks to  i t s  chrom atic s t e p s ,  any s tep  in  

i t  h a s , both above and below , any in te r v a l used in  co u n terp o in t."  For

t h i s  reason  he esteem ed equal temperament "no l e s s  than th e  m athem atician
159esteem s th e  sphere above o th er  s o l id  f ig u r e s .”

Wind instrum ents and v o ic e s  adapt to  e ith e r  temperament, depending

158 v"come q u e lla  c 'habb ia  da le v a re  ogn i d l f f i c o l t a  a C antori, S on atori,
& C om positori, per p o ter  communemente in co n in c ia re  a cantare o sonare 
sopra qual d e l l e  D odici p a r t i  vorranno, secondo l 'u s o  de P r a t t i c i ,  U t.
R e. M i. Fa. S o l .  La. girando per tu t t e  l e  N ote, facendo (come e i  d ic e )  
l a  M usica s f e r ic a ;  essendoche dove incom incieranno u n 'ord in e, potranno 
anco i v i  f in ir e  commcdamente o g n i Canto, com*in un Moto perpetuo; perche  
t u t t i  g l i  is tru m en ti potranno ten er  le  lo ro  accordature & u n ir s i;  & g l i  
Organ! (com 'ei d ic e )  non faranno ne troppo a l t i ,  no troppo b a s s i  d i tu o n o .” 
S op pllm en ti. Book IV, Ch. 31 , p . 212; c f .  a ls o  Book IV, Ch. 12, pp. 1 5 8 f.

159 "qual s i a  corda d i  e s s a , ha con i l  mezzo d e l suo Crom atico, e t  n e ll 'a c u to  
e n e l grave ciascheduno I n te r v a llo  chc s i  adoperi n e l Contrapunto." " .. .n o n  
meno che i l  Matematico r ep u ti i l  corpo s f e r ic o  tra  q u e l l i  d i  a l t r a  forma." 
T ra tta to  d e ll* A rte  d e l Contrapunto. f o l .  128r.
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on w hether th ey  a re  accompanied by f r e t t e d  o r  by keyboard in stru m en ts .

The G a l i le i -Z a r l in o  co n tro v ersy , however, i s  concerned n o t w ith  in s t r u 

m ental tem peram ents, b u t w ith  th e  tu n in g  system  used in  an unaccompanied 

vo cal perform ance. According to  G a l i le i ,  t h i s  i s  n e i th e r  th e  pure d ito n ia io n  

o f  Pythagoras (s in c e  i t s  th i r d s  and s ix th s  a re  d is s o n a n t) ,  nor the  pure 

syntonon o f  Ptolem y ( fo r  reaso n s  s ta te d  above), but a  temperament s im ila r  

to  th e  syntonon. I t  has o n ly  th e  o c tav e  in  i t s  t ru e  r a t i o ,  a l l  o th e r 

in te r v a ls  ( in c lu d in g  th e  whole to n es) having always th e  same s iz e ,  and 

th e  n a tu r a l  sem itone la rg e r  th an  1 6 :1 5 .^ ^  Owing to  th e  in e q u a li ty  of

sem itones th e  temperament used in  unaccompanied s in g in g  i s  c lo s e r  to  th a t
162used fo r  the  keyboard in stru m en ts  th an  to  th e  one used fo r  th e  lu t e .

I t  might be mentioned th a t  long b e fo re  G a l i le i  th e  d i f f i c u l t i e s  

invo lved  in  th e  use o f  ju s t  in to n a tio n  in  modern p r a c t ic e  were observed 

and d esc rib ed  by th e  s c i e n t i s t  G iovanni B a t t i s t a  B e n e d e tti .  In  two l e t t e r s  

ad d ressed  to  C ip riano  de Rore and w r i t te n  p robably  around 1563, b u t pub

l is h e d  on ly  in  1585, B e n e d e tti  dem onstrated th a t  th e  problems which a r i s e

in  j u s t  in to n a tio n  a re  caused by i t s  unequal sem itones and whole tones
163and consequen tly  advocated equal temperament as th e  b e s t  s o lu t io n .

G a l i l e i 's  r e l a t iv e  in d if fe re n c e  toward n o n -d ia to n ic ism  i s  eq u a lly

l6 0 C f. D ialogo, p .  30.

l61C f. i b id . ,  p p . 3 0 f .

l6 2 C f. i b i d . ,  p . 55.

163C f. Diversarum  sneculationum  mathematicarum & physicorum  l ib e r  (T urin: 
apud Haeredem N ic o la i B evilaquae, 1585), p p . 277-83. The l e t t e r s  are  
da ted  and d isc u ssed  in  P a l is c a ,  " S c ie n t i f ic  E m piricism ." They were r e 
p r in te d  in  Jo se f  R e iss , " Jo . B ap t. B ened ic tu s, De in t e r v a l1is  m u s ic is ," 
Z e i t s c h r i f t  ftfr M usikw issenschaft. V II (1924-25), 13-20.
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ev id en t i n  h i s  trea tm en t o f  p u re ly  th e o r e t ic a l  problems and in  h i s  ideas 

concern ing  m usical p r a c t ic e .  I  must s t r e s s  th a t  i t  i s  in d if fe re n c e , no t 

h o s t i l i t y ,  as  i f  fo r  him and p o s s ib ly  th e  group o f m usicians to  which he 

belonged , chrom aticism  had ceased to  be a  c o n tro v e rs ia l  issu e  re q u ir in g  

a  c r i t iq u e  o r  d efense  and became an accep ted  fe a tu re  o f  m usical composi

t io n .  G a l i l e i  i s  n e i th e r  fo r no r a g a in s t  chrom aticism . In  th e  Dialogo 

he s c a rc e ly  m entions i t  a t  a l l .  He t e l l s  us on ly  th a t  chrom atic s te p s

were in tro d u ce d  in  o rd e r to  p ro v id e  p e r fe c t  and im perfect consonances
164on th o se  s te p s  where they  were la ck in g  in  a  p u re ly  d ia to n ic  system .

"At l e a s t  th ey  were in tro d u ced  fo r  such a  reaso n , a lthough  bad ly  u s e d ." * ^  

Chromatic s te p s  (added to  d ia to n ic  ones) a re  s u f f i c i e n t  to  c re a te  every  

consonance below and above every  s te p  in  th e  d ia to n ic  and chrom atic g en era .

In  th e  co u n te rp o in t t r e a t i s e ,  which r e p re s e n ts  G a l i l e i 's  most m ature thoughts 

on problem s o f  com position, h is  o p in io n  concerning th e  u se fu ln ess  o f  ch ro 

m atic  s te p s  i s  b a s ic a l ly  unchanged:

The minor sem itone considered  in  i t s e l f  i s  o f  
l i t t l e  im portance in  c o u n te rp o in t . . . .N everthe
le s s ,  when i t  i s  a p p lie d  to  o th e r  in te rv a ls ,  
i t s  use i s  n o t only  convenient to  th e  c o n tra 
p u n t i s t ,  bu t i t  i s  v e ry  n e ce ssa ry  fo r th e  p e r 
f e c t io n  o f h a rm o n ie s ,. . .thanks to  th e  power 
g iv en  to  i t  by p r a c t ic in g  m usic ians, which i s  
to  make im p erfec t consonances th a t  o r d in a r i ly  
a re  m inor among th e  common d ia to n ic  s te p s ,  to  
make them—I  say —m ajor whenever th e  c o n tra 
p u n t is t  p le a s e s ,  and to  make th e  m ajor ones 
m in o r.166

164C f. D ialogo. p p . 2 6 f .

* ^ " 3  almeno sono s t a t i  p e r s i  f a t to  r i s p e t to  i n t r o d o t t i ,  se ben male 
a d o p e r a t i ."  I b id . .  p . 26, t r a n s .  in  Robert H. Herman, "Dialogo d e l la  
m usica a n t ic a  e t  d e l la  moderna" o f  Vincenzo G a l i l e i :  T ra n s la tio n  and
Commentary, unpublished Ph.D. d i s s . ,  North Texas S ta te  U n iv e rs ity , 1973 
(h en ce fo rth  r e fe r r e d  to  as Herman), pp . 181f.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



The enharmonic s te p  d iv id in g  th e  d ia to n ic  sem itone in to  two enharmonic

d ie se s  w$s u s e le s s ly  added because nobody has been ab le  to  pu t i t  in to  
167p r a c t i c e .  The u se le ssn e ss  o f  enharmonic s te p s  i s  a ls o  confirmed in

168th e  co u n te rp o in t t r e a t i s e ,  and in  th e  "D iscorso in to rn o  a l l 'u s o

dell'E nharm onio  e t d i  c h i fu sse  a u to re  d e l Crom atico" which was conceived

as  an  appendix to  i t .  In  th e  l a t t e r  G a l i le i  exp resses h i s  d i s b e l ie f  in

th e  supposed ex ce llen ce  o f th e  enharmonic and argues th a t  i t  cannot s a t i s f y

th e  e a r  because th e  number o f  in te rv a ls  which a re  s a t i s f y in g  to  i t  i s

l im ite d  and because th e  enharmonic d ie s i s  i s  c o n tra ry  to  th e  n a tu re  o f
169sin g in g  and d isp ro p o r tio n a te  w ith  o u r sense o t h e a r in g . No one in

modem tim es was a b le  to  re in tro d u c e  the  enharmonic genus in  such a  way as

to  convince h is  l i s t e n e r s  o f  th e  g enus ' ex ce llen ce , says G a l i l e i , a n d

he c i t e s  th e  u n su ccessfu l a ttem p ts  o f  N icola V icen tin o :

Don N ico la  V icen tin o , a  man o f no l i t t l e  r e p u ta 
t io n  in  m usical p r a c t ic e ,  played a keyboard in 
strum ent which b es id e s  th e  two o rd in a ry  rows o f 
keys, th a t  i s ,  th e  d ia to n ic  and th e  chrom atic , 
had one more which enab led  him to  p la y  th e

" i l  semituono m inore, c o n s id e ra to  in  se s te s s o , e d i  poco r i l i e v o  n e l 
c o n trap u n to . . . .n u l la  dimenc, a p p lic a to  ad a l t r i  i n t e r v a l l i ;  apporta  l 'u s o  
d i  l u i  non so lo  comodo a l  c o n tra p u n tis ts ,  ma e grandemente n ecessa rio  
a l i a  p e r fe t t io n e  d e ll 'h a rm o n ie ; . . .m erci£ d e l la  f a c u l ta  d a ta g l i  da P r a t t i c i ,  
che £  d i  f a re  l 'im p e r f e t te  consonanze che t r a  l e  chorde D iatoniche e t  
comuni sono p e r  I 'o r d in a r io  m in o ri, f a r l i  dico sempre che a l  con trapun- 
t i s t a  p ia c c ia ,  d iv e n ire  m agg io ri, e t  d i  m aggiori m in o r i ."  T ra tta to  
d e l l 'A r te  d e l C ontrapunto , f o l .  64v.

l6 7 C f. D ialogo. p . 27.

l6 8 C f. f o l .  75v .

*8^C f. f o l s .  4 -4 v .;  29v.

*7®Cf. "D iscorso in to rn o  a l l 'u s o  d e ll'E n h arm o n io ,"  f o l .  8v.
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enharmonic (norm ally  understood) whenever he 
w anted. The same Don N ico la  had a lso  some 
s tu d en ts  who, w h ile  he p lay ed  e s p e c ia l ly  th e  
enharmonic, sang t h i s  s o r t  o f  m usic composed by 
him. He l e t  t h i s  music be h ea rd  in  a l l  p r in 
c ip a l c i t i e s  o f  I t a l y  and I  have heard  i t  in  
v a rio u s  tim es and p la c e s  many tim e s . Let i t  be 
th e  s ig n  o f  w hether t h i s  m usic p le a se d  o r  n o t 
th a t  a f t e r  h i s  dea th  i t  was n o t p ra c t ic e d  e i th e r  
by h is  s tu d e n ts  o r  anybody e l s e .  One o f th e se  
[s tu d e n ts ]  named Jacomo F i n e t t i  I  saw a g a in  in  
Venice in  [15]60. B esides p lay in g  keyboard in 
strum ents b e t t e r  th an  o r d in a r i ly ,  he sang v ery  
w ell as  a  c o n t r a l to .  Among o th e r  th in g s  he 
to ld  me t h a t ,  w anting to  f in d  employment, he 
had to  leave  th e  enharm onic o f  h i s  te a c h e r  and 
pay a t t e n t io n  to  o th e r  th in g s .  As I  have s a id ,  
such m usic was nev er sung w ith o u t th e  in stru m en t 
named above and i f  by m isfo rtu n e  one o f  th e  
s in g e rs  l o s t  h i s  way w h ile  s in g in g , i t  was im
p o ss ib le  to  pu t him back  on th e  r ig h t  t r a c k .  I  
have seen  th i s  to  happen in  R avenna.. .  .Thus, 
th i s  k ind o f music n e c e s s a r i ly  re q u ire d  such an 
instrum ent th a t  gu ided  th e  v o ic e s  o f  th e  s in g e rs  
through unknown t r a c t s  (no t to  say  through p r e c i 
p i t a t e  c l i f f s )  and d id  n o t l e t  them proceed  a c 
cord ing  to  th e  n a tu re  o f  s in g in g  and th rough  a 
s t r a ig h t  p a th . These p a r t i c u la r  sounds o f  th e  
enharm onic.. .co u ld  n o t b u t be u n p leasan t to  th e  
sen se . Don N ico la  l e f t  many o f  th e se  composi
t io n s ,  bo th  in  p r in t  and in  m an u sc rip t. He a lso  
l e f t  more th an  one o f th o se  keyboard in s tru m e n ts . 
Also h is  p u p ils  rem ained who th rough a  long s tu d y  
understood th i s  p r a c t ic e  no le s s  th a n  t h e i r  t e a 
ch er. A fte r  h is  d ea th  th e  m usic was no t sung any 
more and th e  in s tru m en ts  were no lo n g e r  p layed  in  
th a t  manner, and h i s  s tu d e n ts . .  .abandoned com
p le te ly  t h i s  enharm onic, n o t f in d in g  anybody who 
wished to  l i s t e n  to  i t .  Don N ico la  s tay e d  in  th e  
s e rv ic e  o f  th e  C ard in a l o f  F e r ra r a  and l e t  many 
im portant gentlem en l i s t e n  to  h i s  m usic. Let no 
one b e lie v e  th a t  he was in tro d u ced  to  them to  
l e t  them l i s t e n  o n ly  to  th e  enharm onic, b u t a ls o  
to  th e  d ia to n ic  and ch ro m atic . In  th e se  two 
genera he composed many b e a u t i f u l  w orks. . . .But 
when i t  came to  th e  enharm onic, some have p ra is e d  
i t . . . n o t  to  be accused o f  ig no rance , and o th e rs  
because o f  re sp e c t  in s p ire d  by th e  g re a tn e ss  o f  
h is  p a tro n . But tim e , th e  t r u e  judge o f  th in g s ,  
dem onstrated by ex p erien ce  th a t  t h i s  music so 
d iv ided  d id  n o t p le a s e ,  as  i t  was abandoned in  
favor o f  th a t  which was n o t so d iv id e d  in  m inor 
p a r t s .171
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Thus G a l i l e i  d ism isses the enharmonic genus as com pletely  im prac

t i c a b le ,  b u t  a c c e p ts  th e  chrom atic one as b o th  p ra c t ic a b le  and u s e fu l .  

I t s  u s e fu ln e s s  c o n s is ts  in  th e  f a c t  th a t  i t  en rich es  th e  d ia to n ic  w ith

1 *7 n
A"Don N ic co la  V icen tin o , huomo d i  non poca re p u ta tio n e  n e l l a  musica 

p r a t t i c a ,  sonava uno strum ento d i T a s t i  che o l t r e  le  due t a s t a tu r e  o r -  
d in a r ie  che sono l a  d ia to n ic a  e t  la  c rom atica  e t  ne haveva d i  p iu  u n 'a l t r a  
d a  p o te re  a  v o g l ia  sua secondo pero  l a  comune in te l l ig e n z a ,  sonare  l 'e n -  
harm onio. haveva in o l t r e  i l  medesimo don n ic c o la  a lq u a n ti  su o i s c o la r i ,  
che in  q u e l m entre c h 'e g l i  sonava l'enharm onio  in p a r t ic o la r e ,  cantavano 
quel l a  t a l  s o r t e  d i  m usica, d a l medesimo composta. la  qual musica fece 
u d ire  p e r  t u t t e  l e  p r in c ip a l i  c i t t a  d * i t a l i a ,  e t  io  in p a r t ic o la r e  l 'u d i i  
in  d iv e r s i  tem pi e t  luogh i, p iu  v o l te ;  l a  quale  s ’e l l a  s i a  p ia c iu ta  o no, 
ce ne s i i  segno, che ne da a lc u n i a l t r j ,  ne d a g l’ i s t e s s i  su o i s c o la r i ,  fu  
dopo l a  su a  m orte p o s ta  in  a t t o ;  uno de q u a li  r i v i d i  a  V enetia  l 'a n n o  60 
d e tto  p e r  nome jacomo f i n e t t i ,  che o l t r e  a l  sonare d i  T a s t i  p iu  che o r d i -  
nariam ente  can tav a  d i  c o n tra l to  m olto bene, e t  t r a  le  a l t r e  cose mi d is s e , 
che havendo e g l i  v o lu to  tro v a re  r i c a p i to ,  g l i  e ra  s ta to  d i  m e s tie re  l a s c ia r e  
da p a r te  l'en h arm o n io  d e l suo m aestro , e t  a tte n d e re  ad a l t r o .  mai adunque 
come io  ho d e t to  e ra  c a n ta ta  c o ta l  m usica senza lo  strom ento  nom inato, 
e t  se  p e r  m ala fo r tu n a  incan tando , una de c a n ta n t i  u sc iv a , e ra  im p o ss ib ile  
i l  r im e t te r lo ,  e t  c io  v id i  io  a vedere in  ra v e n n a .. .  .s in ch e  adunque che 
q u e lla  t a l  s o r te  d i  m usica, haveva d i  n e c e s s i ta  d i  quel t a l e  strum ento  
che g u id asse  l e  v o c i d i  c a n ta n ti  p e r g l 'i n c o g n i t i  t r a g e t t i  p e r  non d i r l e  
b a ize  p r e c ip i to s e ,  e t  non le  la s c ia s s e  andare secondo la  n a tu ra  d e l can to , 
e t  p e r  i l  d r i t t o  s e n t ie r o .  i  q u a li su o n i p a r t i c o l a r i  d e l enharm onio. . .  
ne potevano s e  non e s se re  in g r a t i  a l  sen so . la s c io  Don n ic c o la  m olte 
d i  q u e lle  sue co m p o sitio n i, e t  a l i a  stam pa, e t  in  penna: la s c io  parim ente
p iu  d 'uno  d i  q u e l l i  s tru m en ti d i  t a s t i ;  e t  rim asero i  su o i s c o la r i ,  che 
p e r  i l  lungo s tu d io  intendevano q u e lla  t a l  p r a t t i c a  non meno d e l lo ro  
m aestro l e  m usiche dopo l a  sua m orte non furono p iu  c a n ta te , g l i  s t r u 
m enti non p iu  s o n a t i  in  q u e lla  t a l  m aniera; e t  i  su o i s c o l a r i . . .abban- 
donarono in  t u t t o  e t  p e r  tu t to  quel s i  f a t to  enharmonio p e r  non tro v a re  
c h i p iu  u d ire lo  v o le s s e .  s t e t t e  Don n ic c o la  a l  s e r v i t io  del c a rd in a le  
d i  f e r r a r a ,  e t  fece  u d ire  le  sue musiche a m o lti  s ig n o r i  d i  a u to r i t a  ne 
p e r c io  c re d a  a lcuno  c h 'e g l i  v i  fu sse  in tro d o tto  p e r f a r g l i  u d ire  sem p li- 
cemente l 'en h a rm o n io ; ma s i  bene i l  d ia to n ic o  e t  crom atico ; ne q u a l i  due 
g e n e r i compose m olte  b e l le  c a n t i le n e ; . . .ma come s i  ven iva a ll 'e n h a rm o n io ; 
. . . p e r  n o n . . .e s s e r e  d 'ig n o ran za  r i p r e s i ;  e t  a i t r i  p e r  i l  r i s p e t to  che 
g l 'a p p o r ta v a  i a  grandezza d e l suo padrone, lodavano esso  enharmonio 
an co ra . ma i l  tempo vero g iu d ice  d e l le  cose, c i  ha d im o stra to  con 
l 'e s p e r ie n z a ,  che q u e lla  musica c o s i d iv is a ,  non p iaceva, p o i c h 'e l l a  
fu  abbandonata, e t  s e g u ita  q u e lla  che non c o s i  in  p a r t i  m inore e d iv i s a . "  
I b id . ,  f o l s .  9 r -1 0 r .
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m issin g  consonances and makes tr a n sp o s it io n s  p o s s ib le .  Although G a l i le i  

c r i t i c i z e s  the p r a c t ic e  o f  tran sp osin g  a com position  "to s tra n g e , un

s in g  ab le  p itc h e s  which are  com pletely  out o f  the ordinary and f u l l  o f  

a r t i f i c e ,"  a s some im p ertin en t co n tra p u n tis ts  do "in order to  have a 

la r g er  f i e ld  in  which to  b o a st about them selves and th e ir  a b i l i t i e s  to  

th o se  who are more ignorant than th ey  are , as i f  [ th e ir  deeds] are  

m ir a c le s ,"  he does not mean to  censure th e  p r a c t ic e  o f  tr a n sp o s it io n  

when i t  i s  done fo r  a  good purpose: " s k il le d  o r g a n is ts  custom arily  do

t h is  [th at I t ,  tran sp ose] to  accommodate th e  c h o ir , by a ton e, a  th ir d ,
172or another in te r v a l by means o f  a c c id e n ta l s ig n s ."  I t  w i l l  be r e c a lle d  

in  th is  co n tex t th a t one o f  th e main reasons why G a l i le i  considered equal 

temperament to  be su p er io r  to  meantone temperament was th at only  the  

former made many tr a n sp o s it io n s  p o s s ib le .

Is  th e  u se fu ln e s s  o f  the chrom atic s te p s  lim ite d  o n ly  to  th e fa c t  

th a t they en r ich  th e d ia to n ic  and a llo w  tr a n sp o s it io n s , or i s  i t  p o s s ib le  

to  use them a ls o  in  a  p u re ly  chrom atic com position? In answering t h is  

q u estio n  G a l i le i  fo llo w s  Z a rlin o , arguing th a t in  modern polyphony on ly  

th e  d ia to n ic  genus may be used in  i t s  pure form, because th e  o th er  two 

genera, when used w ith ou t th e d ia to n ic , co n ta in  a le s s e r  number c f  con

sonances, which are so  n ecessa ry  in  a polyphonic com position , between  
173th e ir  s t e p s .  Having accep ted  Z a r lin o 's  v iew s concerning the s tru c tu re

172
"in corde f o r e s t ie r e ,  in c a n ta b il i  fu ore d 'o g n 'o rd in a r io , & p ien e  

d ' a r t i ' i t i o .  non per a l t r o ,  che per haver campo p iu  largo d i  pred icare se  
s t e s s i  & l e  cose  lo r o  (a  meno d i e s s i  in te n d e n ti)  per m ir a c o l i . . ."
" . . . £  g u isa  che so g lio n o  i  p e r i t i  O rg a n is ti, per comodita d e l coro per  
un Tuono, o per una T erza, o' per a l t r o  in te r v a llo  co l mezzo de seg n i  
a c c id e n ta l i ."  D ia logo . p . 87, tr a n s . in  Herman, p p . 519f.

173C f. D ialogo. p . 104; and pp. l lO f f .  above. C f. a lso  "D iscorso in to rn o  
a l l 'u s o  d e ll'E n h a rm o n io ,"  f o l s .  24v, 27v.
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o f  th e  g en era , G a l i l e i  had to  accep t t h i s  co n c lu sio n  a ls o .  G a l i le i  fo llow s

Z arlin o  f u r th e r  in  a s s e r t in g  th a t  th e  a n c ie n ts  have used each o f  th e  th re e

genera in  t h e i r  pure form and th a t  th ey  could do i t  because th ey  d id  no t
174employ polyphony but sang m onophonically . The m ix tu re  o f  th e  genera 

was n e i th e r  p ra c tic e d  nor even considered  by th e  a n c ie n ts  b e fo re  Ptolemy 

"who, compared to  th e se  a n c ie n ts ,  i s  modern in  a c e r ta in  w a y ." * ^  This 

was a ls o  Girolamo M ei's  o p in io n , s in ce  in  one o f  h i s  l e t t e r s  to  G a l i le i  

he w ro te :

Concerning what you d e s ire  to  know, w hether th e  
chrom atic and enharmonic g enera  o f  th e  a n c ie n ts  
so p ra is e d  by them could have been p layed  each 
one by i t s e l f ,  I  b e lie v e  t h a t  one can c e r ta in ly  
g ive  a  p o s i t iv e  answ er, in  th e  same way as in  
s in g in g , u n d erstan d in g , however, s in g in g  and 
p lay in g  as was customary in  a n c ie n t tim es, of 
a  s in g le  a i r ,  and n o t o f  many a i r s  to g e th e r , 
th a t  i s ,  in  p la in c h a n t and no t in  c o u n te rp o in t; 
o th erw ise  th e  answer has to  be n e g a t iv e .1 '®

As I  have p o in ted  o u t,  anybody a ttem p tin g  to  defend c o n s is te n t  

n o n -d ia to n ic ism  ( th a t  i s ,  n o t ju s t  th e  use o f  n o n -d ia to n ic  s te p s  w ith in  

a  d ia to n ic  framework, b u t such an employment o f  n o n -d ia to n ic  s te p s  which 

produces a  p u re ly  n o n -d ia to n ic  com position) a g a in s t  Z a r l in o 's  arguments 

had e i t h e r  to  r e je c t  th e  t h e o r i s t 's  und erstan d in g  o f  how g e n e ric  s e r ie s

174C f. D ialogo, p .  104.

1 7 5 " ii qUa^e r i Spe t t o  A e s s i  a n t ic h i ,  ^  moderno in  c e r to  modo." I b id . , 
p . 106, t r a n s .  in  Herman, p .  655.

"C irca  q u e lla  che da v io  s i  d esiderebbe  sapere  se  i l  genere chrom atico 
de g l i  a n t ic h i  e i  i l  lo ro  enarmonio ta n to  lo d a to  da q u e l l i  s i  p o te sse ro  
sonare  ciascuno da p e r  s e , credo che p e r c e r to  s i  po trebbe  risp o n d e re , 
che s i ,  n e l medesimo modo che c a n ta r lo ,  intendendo pero d i  c a n ta re  e 
sonare  come an ticam ente  s i  usava una a r i a  s o la ,  e non p ju  insiem e, e t  in  
8omma in  can to  fermo, e t  non in  co n trap u n to , e t  a ltra m e n te  n o ."  L e tte r  
o f  May 8 , 1572 in  P a l is c a ,  Girolamo Mei, p . 107.
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were c o n s tru c te d , o r  to  s u b s t i tu te  a n c ie n t monody fo r  modern polyphony. 

G a l i le i  chose th e  second a l t e r n a t iv e .  But by th e  tim e he d id  so , ch ro 

m aticism  ceased  to  be a  burn ing  c o n tro v e rs ia l  is su e  and, a lthough  G a l i l e i  

d id  accep t th e  l in k  betw een monody and pure (not j u s t  tem porary and a c c i 

d e n ta l)  n o n -d ia to n ic ism  e s ta b lis h e d  by Z a rlin o , h is  p o s tu la te  o f  th e  r e 

tu rn  to  monody was c e r ta in ly  not m otivated  by the c o n s id e ra tio n  th a t  such 

a  r e tu rn  made p u re ly  chrom atic o r  enharmonic com position ag a in  p o s s ib le .  

His polem ic a g a in s t  polyphony was m otiva ted  by much more fundam ental 

a e s th e t ic  c o n s id e ra tio n s , no t by th e  d e s ir e  to  r e in s t a t e  c o n s is te n t  non- 

d ia to n ic ism  which cou ld  a t  b e s t be j u s t  one o f many methods designed  to  

b r in g  th e  new a e s th e t ic  p o s tu la te s  in to  p r a c t ic e .

. . . t h e  p r a c t ic e  o f m usic, I  say , was in troduced  
by men fo r  th e  reaso n  and ends which a l l  learned  
men agree upon. I t  a ro se  sim ply to  exp ress  the  
c o n c e its  o f  th e  mind w ith  g r e a te r  e f f ic a c y  in  
c e le b ra t in g  th e  p ra is e s  o f gods, g en iu se s , and 
h e ro e s , j u s t  as the o r ig in  o f  ou r [music] fo r  
s e v e ra l  v o ices  may be p a r t i a l l y  understood  through 
th e  e c c l e s i s t i c a l  can tus f ir ra i and p la in so n g s , 
and to  im press them, th en , w ith  equal fo rce  upon 
th e  minds o f  m o rta ls  fo r  th e i r  b e n e f i t  and com
f o r t . 178

Throughout h i s  w r i t in g s  G a l i le i  r e i t e r a t e s  h is  most fundam ental a e s th e t ic  

p o s tu la te :  The fu n c tio n  o f  music i s  " to  express th e  c o n c e its  o f  th e  mind"

and " to  im press them w ith  equal fo rce  upon th e  m inds" o f  l i s t e n e r s .  The

177C f. pp . l l l f .  above.

178" . . . l ' u s o  d e l la  m usica d ico , fu  da g l i  huomini in tro d o tto  p e r  i l  
r i s p e t to  & f in e  che d i  comun p a re re  dicono t u t t i  i  s a v i j ; i l  q u a le  non 
da a l t r o  p r in c ip a lm en te  nacque che d a l l 'e s p r im e re  con e f f i c a c ia  maggiore
i  c o n c e tt i  d e ll 'a n im o  lo ro  ne l c e le b ra re  l e  lo d i de Dei, de G en ij, & d e g li  
H eroi; come da c a n t i  fe rm i & p ia n i  E c c le s i a s t ic i  o r ig in e  d i  q u es ta  n o s tra  
^  p iu  v o c i s i  pud in  p a r te  comprendere; & d ' im prim erg li secondariam ente 
con p a r i  fo rza  n e l le  m en ti de m o rta li  p e r  u t i l e  & comodo lo r o ."  D ialogo.
p .  81.
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"c o n c e its "  th a t  a re  being  expressed and im pressed a re  f i r s t  and forem ost 

pas8io n s -o r  a f f e c t io n s .  T h is  "ex p ress io n "  and " im p ressio n "  i s  done fo r  

the sake c f  l i s t e n e r s '  b e n e f i t ,  conceived n o t in  term s o f p le a s u re , b u t 

in  term s o f  m oral u p l i f t in g .

According to  G a l i le i ,  these  a e s th e t ic  p o s tu la te s  governed th e  m usic 

o f th e  a n c ie n ts ,  and they  should be re s to re d  to  gu ide  modern p r a c t ic e  as  

w e ll .  The D ialogo s t a r t s  w ith  a b r i e f  summary o f G a l i l e i 's  view s concern

ing m usic h i s to r y .  With th e  breakdown of a n c ie n t c u l tu re  th e  p e r fe c t  

m usical d o c tr in e  o f th e  Greeks in  which m usic was tau g h t "not o n ly  as

d e l ig h t fu l  to  l i f e ,  bu t a ls o  as u s e fu l to  v i r t u e "  was lo s t  f o r  a  very  

179long tome.

[Men] p e r s is te d  in  such b lin d n e ss  u n t i l  f i r s t  
G a ffu rio , th en  G larean , and a f t e r  him Z a rlin o  
—t r u ly  th e  p r in c e s  o f t h i s  modern p r a c t i c e — 
began to  in v e s t ig a te  what m usic m ight r e a l l y  be, 
and to  seek  to  e x t r ic a te  i t  from th e  darkness 
where i t  had been entombed. That p a r t  which 
they  understood  and v a lu ed , th e y  brought l i t t l e  
by l i t t l e  to  th e  end r e s u l t  in  which i t  i s  
found; b u t i t  does n o t seem to  any men o f in 
te l l ig e n c e  th a t  they  have r e s to re d  i t  t o  i t s  
a n c ie n t s t a t e . ^^0

T his modem p r a c t ic e ,  l a t e r  id e n t i f ie d  w ith  polyphony, s t a r t e d ,  acco rd 

ing to  G a l i l e i ,  some hundred f i f t y  y ears  b e fo re  h i s  own tim e, th a t  i s ,  

around 1430, and in  th e  sh o r t tim e was b rough t to  p e r fe c t io n :

^ ^ " n o n  so lo  come d i le t te v o le  a l i a  v i t a ,  ma ancora  come u t i l e  a l i a  v i r t i i . "  
D ialogo, p .  1 .

" in  t a l e  c e c i ta  persev eraro n o , s i n 'a  che i l  G afurio  prim a, & ap p resso  
i l  G lareano, & p o sc ia  i l  Z arlin o  (P r in c ip i  veram ente in  quest modema 
p r a t t i c a )  com inciarono ad in v e s t ig a re  q u e llo  che e l l a  fu sse , & a c e rc a re  
d i  t r a r l a  d a l le  ten eb re  ove e ra  s t a t a  s e p o lta .  la  qual p a r te  da lo ro  
in te s a ,  & a p p re zz a ta , hanno a poco E poco r i d o t t a  n e l  term ine in  che 
e l l a  s i  r i t r o v a .  Ma non pare  ad a lc u n i i n t e l l i g e n t i ,  che l 'h a b b ia n o  re s a  
a l l 'a n t i c o  suo s t a t o . "  Dialogo. p .  1, t r a n s .  in  Herman, pp. 3 6 f f .
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A ll th e  b e t t e r  p r a c t i c a l  m usicians o f  o u r tim es 
ag ree  in  b e lie v in g  and saying  th a t  from th a t  
tim e u n t i l  th e  p re s e n t ,  [music] has a t ta in e d  
th e  h ig h e s t [ s t a t e  o f]  p e r fe c t io n  th a t  man could 
p o s s ib ly  im agine. Even s in c e  th e  death  o f 
C ip riano  Rore, a  t r u l y  u n r iv a lle d  m usician  in  
t h i s  p r a c t ic e  o f  c o u n te rp o in t, i t  has gone in to  
d e c lin e  r a th e r  th an  in to  advancement.^®^-

The r u le s  o f  modern co u n te rp o in t were e s ta b lis h e d  in  p r a c t ic e  by Adrian

W il la e r t ,  in  th e o ry  by Z a rlin o , and they  were f in a l ly  p e rfe c te d  by C ipriano
182de Rore, " th e  p r i n c e . . .o f  c o n t r a p u n t is t s ."  G iovanni d e 1 B ard i expressed  

s im i la r ly  h ig h  reg a rd  fo r  C ip riano  de Rore as the  one who p e rfe c te d  p o ly 

phony and even in d ic a te d  th e  way i n  which music should be developed in  

th e  fu tu re  to  conform more c lo se ly  to  th e  a n c ie n t id e a l :

In  composing, th e n , you w i l l  make i t  your c h ie f  
aim to  a rran g e  th e  v e rse  w e ll and to  declaim  th e  
words as i n t e l l i g i b l y  as you can, no t l e t t i n g  
y o u rse lf  be led  a s tr a y  by th e  co u n te rp o in t l ik e  
a  bad swimmer who l e t s  h im se lf  be c a r r ie d  out o f  
h is  cou rse  by th e  c u rre n t and comes to  sho re  b e
yond th e  mark th a t  he had s e t ,  fo r  you w i l l  con
s id e r  i t  s e lf - e v id e n t  t h a t ,  ju s t  as th e  sou l i s  
n o b le r  than  th e  body, so th e  words a re  n o b le r 
th an  th e  c o u n te rp o in t . . . .The d iv in e  C ip rian o , 
toward th e  end o f h is  l i f e ,  was w e ll aware how 
v ery  grave an  e r r o r  t h i s  was in  the  co u n te rp o in t 
o f h is  day. For t h i s  rea so n , s t r a in in g  every 
f ib r e  o f h is  g en ius, he devoted h im se lf to  making 
th e  v e rse  and th e  sound o f  th e  words thoroughly  
i n t e l l i g i b l e  in  h i s  m ad rig a ls . . . .For t h i s  g re a t 
man to ld  me h im se lf , in  V enice, th a t  t h i s  was the  
t ru e  manner o f composing and a  d i f f e r e n t  one, and 
i f  he had n o t been ta k e n  from us by d ea th , he

181 "Hora da quel tempo s in 'a d  h ogg i, concorrono t u t t i  i  n ig l i o r  p r a t t i c i  
a  c red e re  S* d i r e ,  che e l l a  s ia  g iu n ta  a  quel colmo d i  p e r fe t t io n e  che 
l'huom o s i  possa im ag inare ; a n z i che d a l la  m orte in  qua d i  C ipriano Rore, 
Musico in  q u es ta  m aniera d i  Contrapunto veram ente s in g u la re , s i a  p iu to s to  
an d a ta  in  d e c lin a tio n e  che in  augum ento." D ialogo. p .  80, t r a n s .  in  
Herman, p p . 46 8 f .

182 " P r in c ip e . . .de  C o n tr a p u n t is t i ."  T ra t ta to  d e l l 'A r te  d e l C ontrapunto, 
f o l .  140r. C f. a ls o  i b i d . ,  f o l s .  66v, lO lv .
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would In  ray o p in io n  have re s to re d  th e  music com
b in in g  s e v e ra l  m elodies to  a  degree o f  p e r fe c t io n  
from w hich o th e rs  m ight e a s i ly  have re tu rn e d  i t  
l i t t l e  by l i t t l e  to  th a t  t r u e  and p e r fe c t  music
so h ig h ly  p ra is e d  by th e  a n c i e n t s  .*-83

A ccording to  G a l i l e i  modem polyphonic music achieved a  p e r fe c t io n

o f  s o r t s ,  b u t  i t  c e r ta in ly  d id  no t r e s to r e  m usic to  i t s  an c ie n t s t a t e .

So f a r  a s  th e o ry  i s  concerned , th i s  "has been a t ta in e d  in  our tim e by

Girolamo M ei, a  w orthy man, to  whom a l l  m usicians and a l l  s c h o la r ly  men
184sho u ld  re n d e r  thanks and h o n o r ."  G a l i l e i 's  own aim i s  to  r e s to r e  a n c ie n t

m usic n o t o n ly  in  th e o ry  b u t a lso  in  p r a c t ic e .

G a l i l e i 's  c r i t iq u e  o f  modem music was in sp ire d  by viro lam o Mei, 

who claim ed  th a t  m usic o f  h i s  contem poraries was in f e r io r  to  th a t  o f  th e  

a n c ie n ts  s in c e  i t  d id  n o t a ro u se  p ass io n s  b u t sought m erely to  d e lig h t th e  

e a r  w ith  harmony. Mei blamed th e  em otional i n s ip id i ty  o f contem porary 

com positions on th e  f a c t  th a t  they  were po lyphonic, and he advocated th e  

r e tu r n  to  th e  a n c ie n t methods o f  pure monody. Before coming under th e

"Pero componendo so p ra  t u t t o  v* ingegnere te  che i l  v erso  ben re g o la to , 
e l a  p a r o la  quanto p iu  s i  p ossa  ben in te s a  s i a ,  non la sc ian d o  t r a v ia r v i  
d a l  co n trap u n to  q u a s i c a t t iv o  n o ta to re  che d a l la  c o rre n te  t r a s p o r ta r  s i  
l a s c i ,  ne a r r i v i  o l t r e  a l  fiurae, l a  ove e g l i  p roposto  s 'h av ev a , tenendo 
p e r  c o s ta n te  che c o s i  come l 'a n ira a  d e l corpo e p iu  n o b ile , a l t r e s i  le  
p a ro le  p iu  n o b i l i  d e l con trapun to  sono . . . . .Bau conobbe i l  d iv in  C ip riano  
v e rso  i l  f in e  d e l l a  sua  v i t a  quanto in  q u e s t i  tem pi c io  fo sse  n e l la  musica 
g rav iss im o  e r r o r e .  onde s i  d ied e  con t u t t i  i  n e rv i d e ll 'in g e g n o  a  fa r  
ben  in te n d e r  i l  v e rso , e suono d e l le  p a ro le  ne m a d rig a li s u o i . . .havendomi 
quel grand'huom o d e tto  in  V enetia  quel e s s e r  vero modo d e l com porre.
E t in  v e ro  s e  non e i  fo sse  s ta to  t o l t o  d a l la  morte p e r mio a w is o  havrebbe 
r i d o t t a  l a  m usica d e l le  p iu  a r i e  a  t a l  p e r f e t t io n e ,  onde con f a c i l i t a  
a l t r i  a  poco a poco s i  sareb b e  p o tu to  r id u r r e  a l i a  v era  e p e r f e t t a  ta n to  
da g l 'a n t i c h i  lo d a ta ."  D iscorso  raandato a C accin i sopra la  rausica a n t ic a  
e '1  c a n ta r  b en e . V atican , B ib l io te c a  A p o sto lica  V aticana , Ms. B arb erin ian u s 
l a t in u s  3990, f o l .  lO r, t r a n s .  in  S trunk, o p .c i t . ,  p .  295.

184 " i l  c h e . . .p a r e  che a '  tem pi n o s t r i  habb ia  consegu ito  Girolamo Mei, 
huomo degno, a c u i t u t t i  i  M usici, & t u t t i  g l i  huomini d o t t i  devono 
ren d e re  g r a t ie  & h o n o r i ."  D ialogo. p .  1, t r a n s .  in  Herman, p p . 3 8 f .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



156

In flu en ce  o f  Mei, G a l i le i  accep ted  Z a r lin o 's  view th a t  th e  aim o f  music 

was to  d e l ig h t  th e  e a r  w ith  harmony. In  h is  l e t t e r  o f  1572 Mei w rote 

to  G a l i l e i :

. . .y o u  a re  o f  th e  o p in io n  th a t  music shou ld  have 
as  i t s  o b je c t to  d e l ig h t  th e  e a r w ith  harmony and 
th a t  fo r  th i s  re a so n  th e  same must have been th e  
o b je c t o f  a n c ie n t m usic. Mow i f  you mean th e  de
l ig h t  th a t  i s  bo rn  from th e  sung a i r  which when 
w e ll accommodated, ex p ress in g  the  concept i t  o rn a 
m ents, and producing  by i t s  m e a n s ...th e  a f f e c t io n ,  
cannot bu t be p le a s a n t  to  l i s t e n  to ,  I  e a s i ly  
ag ree  w ith  you. But s in ce  your words seem to  be 
s tro n g ly  determ ined in  favor o f  the  pure sen se  o f  
h e a rin g , s in c e  you use  and re p e a t many tim es th e  
term s "sw eetness" and "sw eet" as [ in d ic a tin g ]  th e  
aim o f m usic, e s p e c ia l ly  concerning th e  consonances, 
i t  occurred  to  me th a t  you might see perhaps on ly  
th i s  d e l ig h t  th a t  today  one sees as be ing  openly  
proposed to  our m usicians as the goal which i s  
on ly  th i;. d e lic a c y , to  c a l l  i t  w ith  t h i s  name, 
which does no t have any o th e r  more profound goal 
than  to  s a t i s f y  p u re ly  the  e a r upon h e a r i n g . . .  
and th a t  s in c e  you presuppose th i s  goal o f  th e i r s  
to  be t r u e ,  you consequently  in te r p r e t  th e  term  
and word "harmony" no t as th e  th re a d  and o rd e r  
and mode o f th e  a i r  o f the  co m p o sitio n .. .b u t,  
be ing  p reo ccu p ied --a s  I  e s tim a te —w ith  th e  modern 
usage, as above a l l  th e  q u a li ty  o f th e  consonances 
th a t  one h e a rs  betw een many d iv e rse  a i r s .  Now t h i s  
I  judge to  be n o t on ly  com pletely opposed to  th e  
aim o f a n c ie n t [m usic] (as I  have s a id  above), bu t 
a lso  i t  i s  a  th in g  by i t s  n a tu re  c o n tra ry  to  th e  
in te n tio n  of th e  a n c ie n t music and consequen tly  
o f  i t s  a r t i s t s .  T h is obvious, and no t a t  a l l  
n a tu ra l  concern, d iv e r tin g  th e  minds and occupy
ing i t  w ith  an o th e r c o n s id e ra tio n , does n o t p erm it 
th e  instrum ent o f  th e  v o ice , g iven  to  man w ith  a l l  
i t s  d iv e rse  q u a l i t i e s  e s p e c ia lly  fo r  th e  p e r fe c t  
ex p ress io n  of h i s  thoughts and a f f e c t io n s ,  to  f u l 
f i l l  i t s  fu n c tio n  n e i th e r  ag reeab ly  no r w ith o u t 
h in d ran ce . T h e re fo re  I  b e lie v e  th a t  th e  proposed 
g o a l, im ita tin g  th e  very  n a tu re  o f  th e  instrum en t 
which they  used , was no t the  sw eetness o f  th e  con
sonances to  s a t i s f y  the  ea r (s in c e  th e re  i s  no 
testim ony  n o r any evidence by th e  au th o rs  about 
th e  use o f th e se  in  t h e i r  s in g in g ) b u t th e  com plete 
and e f f ic a c io u s  ex p re ss io n  o f ev e ry th in g  he wanted 
to  make u n d e rs to o d .. .by means and th rough  th e  a id  
o f  h ig h  and low sounds. .  .accompanied w ith  th e
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re g u la te d  temperament o f th e  f a s t  and slow, a r t i 
c u la t in g  th e  s e c tio n s  o f  h i s  works according to  
th e  one and th e  o th e r  q u a l i ty  so th a t  each one by 
i t s e l f  th rough i t s  p ro p er n a tu re  was accommodated 
to  some d e te rm in a te  a f f e c t i o n . . . .And th a t  t h i s  
must have been th e  t ru e  g o a l and p roper aim o f  the  
a n c ie n t m usicians i s  c e r ta in ly  dem onstrated and 
confirm ed beyond doubt by th e  fa c t  th a t  t h e i r  a r t  
was a t  th e  beg inn ing  jo in ed  very  c lo se ly  w ith  
p o e try , s in c e  th e  f i r s t  and b e s t were both  m usi
c ia n s  and p o e ts .  Now i t  i s  c e r ta in  th a t  p o e try  has 
im ita t io n  as i t s  p roper goal and a im . . . . l ° 5

185 " . . . v o i  h av e te  oppin ione che la  m usica debba havere p e r  suo o b b je tto  
i l  d i l e t t a r e  l 'o r e c c h io  con l'h a rm o n ia , e t  che p e r  c io  i l  medesimo dovesse 
e s s e re  quel de l a  a n t ic a .  Or se  v o i in te n d e te  i l  d i l e t t o  che nasce da l 
a r i a  d e l  c a n ta re , l a  quale  bene accomodata esprimendo acconciam ente i l  
co n ce tto  e t  facendo con l 'a j u t o  s u o . . . l ' a f f e t t o ,  non puo e s se re  se  non 
gioconda ad u d i r s i ,  io  agevolm ente ne sono con esso  v o i .  Ma perche le  
p a ro le  v o s tre  appariscono  m olto r e s o lu te  in  favo re  de lo  s c h ie t to  senso 
d e l u d ito ,d ic en d o  v o i e rep lic a n d o  p e r  p ju  r ip r e s e  q u e s ti  te rm in i s o a v ita  
e soave p e r  m ira  de l a  m usica, e raassimamente in to rn o  a l e  consonanze, 
m'& venuto pensato  che v o i p e r  v en tu ra  p o s s ia te  haver solam ente l ’occhio 
a  qu e l d i l e t t o  che ogg i apertam ente s i  vede proposto  p e r  f in e  a  n o s t r i  
m u sic i, che e q u e lla  s o la  d e l ic a tu r a ,  p e r ch iam arla con questo  nome, l a  
q u a le  a l t r o  p ju  profondo f in e  non ha  che i l  co n ten ta re  sch ie ttam en te  
l 'o r e c c h io  ne lo  u d i r s i , . . . e  che havendo v o i p resuposto  questo  lo r  f in e  
p e r  vero p er c io  a n d ia te  in te rp re ta n d o  i l  term ine e paro le , harm onia, non 
p e r i l  f i l o  e t  o rd in e  e modo de l ' a r i a  d e l can to ...m a  preocupato  come io  
strimo dal uso de la  modema p e r l a  q u a l i ta  sopra tu t t o  de l e  consonanze 
che v i  s i  d ovesser come ne l a  n o s tr a  s e n t i r e  d i  m olte a r i e  d iv e rse . Or 
q u es to  io  non solam ente g iu d ico  che fu sse  in  tu t to  e p e r  t u t t o ,  s i  come 
d i  so p ra  ho d e t to  a lie n o  da la  m ira  de 1 ' a n t ic a ,  ma medesimamente insiem e 
cosa p e r  sua n a tu ra  t u t t a  c o n tr a r ia  a  l a  in ten z io n e  d i  l e i ,  e conseguente- 
mente de su o i a r t e f i c i .  co n c io siach e  q u es ta  sco p erch ia  e t  non punto n a tu ra l  
c u ra , sviando g l i  anim i e t  occupandoli seco in  a l t r a  co n sid e raz io n e  non 
p erm ette  che lo  strum ento de l a  voce s ta to  conceduto con ta n te  sue d iv e rse  
q u a l i t a  spez ia lm en te  a l  huomo p e r  la  p e r f e t t a  e sp re ss io n e  de* c o n c e tt i  e t  
a f f e t t i  su o i possa  p erdendosi in  q u este  q u as i v a n ita  a c c id e n ta l!  e t  a c c e s -  
s o r ie  f a r  l 'o f f i z i o  suo, ne accomodatamente, ne senza impedimento. Onde 
io  p e r  ta n to  mi credo che i l  f in e  p ro p o s to s i fu sse  im itando l a  n a tu ra  
s te s s a  de lo  strum ento d e l quale  e s s i  s i  valevano, non la  s o a v it^  de le  
consonanze p e r  c o n te n ta r  l 'o r e c c h io  (co n c io siach e  d e l uso d i  queste  n e l 
lo r  c a n ta re  non s i  tru o v a  ne te s tim o n io  ne r is c o n tro  alcuno  appresso g l i  
s c r i t t o r i )  ma lo  esprim cre in teram en te  e t  con e f f ic a c ia  t u t t o  a u e llo  che 
v o leve fa re  in te n d e r e . . .p e r  i l  mezzo e t  a ju to  de la  acu tezza  e g ra v ita  
de l a  v o c e , . . .accom pagnata con l a  re g o la ta  tem peratu ra  d e l p re s to  e t 
ad ag io , p ronunziare  le  p a r t i  de su o i te rm in i, secondo che l 'u n a  e l ' a l t r a  
q u a l i ta ,  c iascu n a  da per se  p e r  p ro p ria  n a tu ra  e accomodata a qualche 
d e term ina to  a f f e t t o . . . . e t  che questo  dovesse e s se re  i l  vero  f in e  e t p ro 
p r i a  m ira de g l i  a n t ic h i  m usic i a s s a i  c e r to  lo  m o s tr a . . .e  indubitam ente 
lo  conferma i l  vedere che l a  lo ro  f a c u l t l  e ra  n e l p r in c ip io  cong iun tissim a
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The e x te n t t o  which th e  above-quoted words in flu en c ed  G a l i le i  i s

a p p aren t to  any re a d e r  o f th e  D ialogo . G a l i l e i  c o n tra s ts  th e  a e s th e t ic

id e a ls  and p r a c t ic e  o f  th e  a n c ie n ts  w ith  th o se  o f  the  modern polyphony.

Polyphony was f i r s t  developed by a n c ie n t c i th a r a  p la y e rs  whose aim was

to  d e l ig h t  th e  sen se  o f  h ea rin g  and whose methods c o n s is te d  in  th e  use

o f  d iv e rse  harmonies* th a t  is*  p e r fe c t  and im p erfec t consonances and d i s -
186sonances* betw een th e  p a r t s  o f  t h e i r  co m positions. Polyphony i s  accep 

t a b le  so long as  i t  rem ains a p ro p e rty  o f  in s tru m e n ta l music o n ly . But 

th e  t ra n s g re s s io n  o f  modern music c o n s is ts  in  th e  f a c t  th a t  i t  accep ted  

th e  aims and methods o f  polyphony as o b lig a to ry  fo r a l l  music* v o ca l and 

in s tru m e n ta l a lik e*  thus n e g le c tin g  th e  most im portan t d u ty  o f  music*

w hich i s  th e  e x p re ss io n  o f th e  though ts co n ta in ed  in  th e  t e x t  and no t
187th e  harmony o f  th e  p a r t s .

There can  be no doubt th a t  th e  goal o f  in s tru m e n ta l coun terpo in t*

th e  d e l ig h t  o f  th e  sen se  o f  hearing* i s  much lower th an  th e  e d u c a tio n a l.

m oral aim o f a n c ie n t v o ca l m usic:

I f  th e  g o a l o f  our p ra c t ic in g  con tem poraries i s  
(as th ey  say) to  d e l ig h t  th e  sense  o f  h ea rin g  
w ith  th e  d iv e r s i ty  o f  th e  consonances* . . .th en  
l e t  t h i s  goal o f  d e lig h tin g  w ith  th e  v a r ie ty  o f 
t h e i r  harm onies be abandoned to  th e se  instrum ents*  
fo r  th ey  a re  capable  o f  no more* s in c e  th ey  a re  
devoid o f  sense* motion* in te l l ig e n c e ,  speech* 
d iscou rse*  and s o u l.  But [ l e t ]  men who have 
been fu rn ish e d  by n a tu re  w ith  a l l  th e se  w o nderfu lly

con l a  poesia* essendo che i  p rim i e m ig l io r i  furono insiem e e m u sic i e 
p o e t i .  Or che l a  p o e s ia  hab b ja  p e r  p ro p rio  f in e  e m ira  la  im itaz io n e  £ 
c o s a . . . c e r t a . • . . "  L e t te r  o f  Hay 8, 1572 in  P a l is c a ,  Girolamo Mei. on . 
1 1 5 ff .

D ialogo. pp . 8 2 f .

D ialogo. p . 85.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



159

n o b le , e x c e l le n t  a b i l i t i e s  seek  by means of them 
n o t only to  d e l ig h t  b u t ,  as im ita to rs  o f  th e  good 
a n c ie n ts ,  to  improve as  w e ll ,  fo r  they have th e  
a b i l i t y  to  do this.*-®®

The aim o f  music i s  no t to  d e l ig h t  th e  e a r ,  b u t to  improve men by re ach 

ing  t h e i r  em otional and r a t io n a l  f a c u l t ie s  through th e  ex p ress io n  o f a f 

f e c tio n s  and co n ce its  o f  th e  m ind. E th ic a l ,  em otional, and in t e l l e c tu a l  

co n ten t o f  music i s  more im p o rtan t th an  any sen su a l p le a su re  i t  b r in g s .  

G a l i l e i  a s s e r t s  th e  prim acy o f reaso n  over sense in  more th an  one way.

Not o n ly  i s  i t  more im portant fo r music to  express the  t e x t  which c a r r ie s  

in t e l l e c t u a l  co n ten t th an  t o  d e l ig h t  the  e a r ,  b u t a lso  th e  judgment o f 

re a so n  i s  more tru s tw o rth y  in  m usical m a tte rs  th an  th e  pronouncement based  

on sen su a l experience o n ly . Reason a llow s us to  know in te rv a ls  more e x a c tly  

th a n  sense  a lone and reaso n  i s  a  b e t t e r  guide concerning what is  d e s ira b le  

and what i s  to  be avoided in  m usic: "Although th e  senses know b lack  and

w h ite , and b i t t e r  and sw eet, th ey  a re  unable to  d isc e rn  th a t  one th in g
189i s  d e s ir a b le  and an o th er i s  to  be av o id e d ."  Reason i s  more im portant 

th a n  sense  and ex p ressio n  of th e  t e x t  i s  more im portant th an  th e  sen su a l 

p le a s u re  a ffo rd e d  by polyphony. Modern composers who im ita te  th e  in s t r u 

m ental c o n tra p u n tis ts  "deprived  o f  th e  most no b le , most im portan t, most

188 "se  i l  f in e  de m odern  p r a t t i c i  ^  (come e s s i  dicono) 11 d i l e t t a r e  con 
l a  d iv e r s i t a  d e l le  consonanze i l  senso d e l l ’u d i t o , . . . l a s c i s i  questo f in e  
d e l d i l e t t a r e  con l a  d iv e r s i t a  de lo ro  ac co rd i ad e s s i  s tru m e n ti; perche 
sendo p r iv i  d i  senso , d i  m oto, d * in t e l l e t t o ,  d i  p a r la re ,  d i  d isc o rso , d i  
rag io n e , & d 'an im a; non sono d i  p iu  o l t r e  c ap ac i: ma g l i  huomini che
sono d a l la  n a tu ra  s t a t i  d o t a t i  d i  t u t t e  queste  b e l le  n o b i l i ,  & e c c e l le n t i  
p a r t i ,  cerch ino  col mezzo d i  e sse  non so lo  d i  d i l e t t a r e ,  ma come im i ta to r i  
de buoni a n t ic h i ,  d i  g io v are  insiem e, poiche acc io  sono a t t i . "  D ialogo. 
p . 86, t r a n s .  in  Herman, p p . 517f.

189 "& quantunque i  s e n s!  conoschino i l  b ianco  e *1 n ero , e l 'am aro  e '1  
d o lc e ; non pero  g l i  conoscano in  modo che sappiano d is c e rn e re  l 'u n o  
e s s e re  da d e s id e ra re  & 1 'a l t r o  da fu g g ir e ."  D ialogo. p . 84, t r a n s .  in  
Herman, pp . 4 9 9 ff.
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p r in c ip a l  p a r ts  o f  m usic, which a re  the  conceptions o f the  mind expressed  

by means o f  th e  w ords. . .  .have c a p tiv a te d  reason  as the  s lav e  o f  t h e i r  

a p p e t i te s . 111

The method o f  polyphony, th e  r u le s  o f  co u n te rp o in t,n o t o n ly  do
191n o t help  to  exp ress  th e  t e x t ;  th e y  make such ex p ress io n  im p o ss ib le .

The mind b eg u ile d  by p le a su re  p rov ided  by cou n te rp o in t cannot co n sid e r
192th e  words and cannot be  moved to  any a f f e c t io n .  This i s  n o t to  say

th a t  th e  impediment o f  polyphony c o n s is ts  sim ply in  th e  f a c t  th a t  i t  ob

scu res th e  w ords. A ccording to  G a l i le i ,  a n c ie n t in s tru m en ta l music d id  

arouse  th e  a f f e c t io n s  even though no te x t  was involved :

S tro z z i:  Did th e  mere sound o f an a r t i f i c i a l
in stru m en t have th e  power to  evoke any e f fe c t  
in  th e  l i s te n e r ?  B ard i: Do n o t doubt i t  a t
a l l . . . t h a t  th e  sound o f  an instrum ent made by 
a r t  w ith o u t th e  use  o f  words had—accord ing  to  
what I  p o in ted  ou t to  you above and as  A r is to t le  
s a y s —th e  n a tu re  to  im ita te  good c h a ra c te r  and 
to  p o ssess  i t  i t s e l f ,  and v e ry  g re a t power to  
produce in  th e  minds o f  th e  l i s t e n e r s  most o f
th e  a f f e c t io n s  which were p le a s in g  to  the  s k i l l 
f u l  p l a y e r .193

190 " P r iv i  d e l la  p a r te  p iu  n o b ile  im portan te  & p r in c ip a le  d e l l a  m usica, 
che sono i  c o n c e t t i  d e ll 'a n im o  e s p re s s i  co l mezzo d e l le  p a r c l e . . .hanno 
l a  rag io n e  f a t t a  sch ia v a  d e g l i  a p p e t i t i  l o r o ."  D ialogo. p . 83, t r a n s .  
in  Herman, p p . 4 9 0 f.

~91C f. D ialogo. pp . 7 9 f .

192C f. i b id . .  p .  87.

193 v" S tr .  Haveva v i r t u  i l  sem plice suono d e l l ' a r t i f i t i a l e  strum ento  d 'o p e ra re
alcuno e f f e t t o  n e l l 'u d i to r e ?  B ar. Hon ne d u b ita te  p u n to , . . .c h e  i l  suono
d e llo  strum ento f a t t o  d a l l 'a r t e  senza l 'u s o  d e l le  p a ro le , haveva secondo
che io  v i  accennai d i  sop ra , & come vuo le  A r i s to t i l e ,  n a tu ra  d 'im i ta r e
i l  costume, & d 'h a v e r lo  in  se , & grand issim a f a c u l ta  d 'o p e ra re  n e g l i  anim i
d e g li  u d i to r i  g ran  p a r te  d e g li  a f f e t t i  che a l  p e r i to  so n a to re  p iacev an o ."
D ialogo. p . 90, t r a n s .  in  Herman, pp. 5 4 5 f. V incenzo 's son, th e  g re a t
G a lileo , went even f u r th e r ,  c la im ing  th a t  im ita tio n  o f  a f f e c t io n s  by means
o f in s tru m en ta l sound on ly  was more p ra isew orthy  th an  th e  im ita t io n  by
means of a song . He s a id  in  one o f h is  l e t t e r s :
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The problem  w ith  polyphony Is  th a t  i t  no t o n ly  obscures th e  words b u t

a lso  t r e a t s  th e  same words in  c o n tra d ic to ry  fa sh io n . Music can express

a f f e c t io n s  m ainly  th rough  an  a p p ro p ria te  range of th e  v o ice  and rhythm

and tempo* S ince in  polyphony th e  same words a re  sung by v o ices  o f  d i f -
194fe re n t  range and in  v a r io u s  rhythms no a f f e c t io n  can be produced.

Z a rlin o  i s  wrong when he reg a rd s  "harmony" as invo lv ing  r e la t io n s h ip  

between s e v e ra l  p a r t s . "The a n c ie n t G reeks. .  .understood  harmony to  be

. . . t h e  f a r th e r  removed the means by  which one 
im i ta te s  a re  from th e  th in g  to  be im ita te d ; th e  
more w orthy  o f wonder th e  im ita t io n  w i l l  b e . . . .
W ill we n o t adm ire a  m usician  who moves us to  
sympathy w ith  a  lo v e r  by re p re se n tin g  h is  sorrow s 
and p a ss io n s  in  song much more than  i f  he were to
do i t  by sobs? And th i s  we do because song i s  a
medium n o t o n ly  d i f f e r e n t  from bu t o p p o s ite  to
th e  [n a tu ra l ]  ex p ress io n  o f p a in  w hile  t e a r s  and
sobs a re  v e ry  s im ila r  to  i t .  And we would admire
him even much more i f  he were to  do i t  s i l e n t l y ;
w ith  an  in stru m en t on ly , by means of d issonances 
and p a s s io n a te  m usical a c c e n ts ;  f o r  th e  in a n i 
m ate s t r i n g s  a re  [o f  them selves] le s s  capab le  o f 
awakening th e  h idden  p assio n s  of our so u l th a n  
i s  th e  v o ic e  th a t  n a r ra te s  them.

" . . .q u a n to  p iu  i  tnezzi, c o 'q u a l i  s i  im ita , son lo n ta n i  d a l le  cose da im i- 
t a r s i ;  ta n to  p iu  l 'im i ta z io n e  e m a ra v ig lio s a . . . .Non ammireremmo n o i un 
musicO; i l  q u a le  cantando e rap p resen tan d o c i l e  q u e re le  e le  p a s s io n i
d 'u n  amante c i  muovesse a  com passionarlo , molto p iu  che se  piangendo c io
facesse?  e q u e s to , p e r  e s se re  i l  canto un mezzo non so lo  d iv e rso , ma 
c o n tra r io  ad esp rim ere  i  d o lo r i ,  e le  lag rim e e t  i l  p ia n to  s im ilis s im o .
E m olto p iu  1 *ammireremmo, se  tacendo , co l so lo  s tru m en to , con crudezze
e t  a c c e n t i  p a t e t i c i  m u s ic a li ,  c io  fa c e s s e , p e r e s s e r  l e  inanim ate corde
menc a t t e  a r i s v e g l i a r e  g l i  a f f e t t i  o c c u l t i  dell*an im a n o s tr a ,  che la  voce 
ra c c o n ta n d o le ."  G a lile o  G a l i l e i 's  l e t t e r  to  Lodovico C ig o li  o f June 26,
1612 r e p r in te d  and t r a n s la te d  in  Erwin Panofsky, G a lile o  as a C r i t i c  o f
th e  A rts  (The Hague: M artinus N ijh o ff , 1954), pp . 32 -3 7 . See a lso  P an o fsk y 's
comment on pp . 9 f f .

*^*Cf. D ialogo . p p . 77, 3 1 f, 102, 1 0 4 ff.
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195th e  b e a u t i f u l ,  g ra c e fu l p ro g ress io n  o f th e  melody o f th e  com position ."  

Harmony i s  n ecessa ry  in  m usical ex p ress io n , b u t i t  i s  th e  harmony o f  a  

s in g le  melody, n o t o f  se v e ra l p a r t s .  To summarize: polyphony impedes

an unambiguous ex p ress io n  o f  a f f e c t io n s ,  because " th e  d iv e r s i ty  o f sound, 

w ith  reg a rd  to  h ighness and low ness, to g e th e r  w ith  th e  d iffe re n c e  o f  

movement and o f  in te r v a l  produces v a r ie ty  o f harmony and a f f e c t io n .  

S im ila r ly , G iovanni de* B ard i suggested  th a t  modem c o u n te rp o in t, though 

a p p ro p ria te  in  in s tru m en ta l m usic, was in im ic a l to  what should be a  m usi

c i a n 's  r e a l  g o a l, namely, to  d isp o se  th e  mind o f the  l i s t e n e r  to  a  m oral 
197q u a l i ty .  N eedless to  say , both  B ard i and G a l i le i  were in sp ire d  in

198t h e i r  c r i t iq u e  o f  polyphony by Girolamo M ei.

In  h i s  most m ature work G a l i l e i  somewhat m odified  h is  p o s it io n  

and t r i e d  to  reach  a compromise between s t r i c t  monophony and polyphony.

In  th e  l i t t l e  d isc o u rse s  which he appended to  h is  co u n te rp o in t t r e a t i s e  

he s t i l l  d isapproved o f many v o ices  s in g in g  v a rio u s  l in e s  a t  th e  same 

tim e , b u t he no lo n g er wished to  b an ish  the  v e r t i c a l  harm onies a l to g e th e r .  

The a n c ie n ts  sang s o l o i s t i c a l l y ,  b u t always accompanied by an in strum en t 

which to g e th e r  w ith  th e  v o ice  c rea ted  harmony. The te x tu re  advocated 

by G a l i l e i  c o n s is ts  now o f a  s in g le  v o ca l l in e  accompanied by consonant

195
" in te s e r o . . .p e r  Harmonia g l i  a n t ic h i  M usici G rec i, i l  b e l lo  & g ra t io s o  

p ro ced ere  d e l l 'a r i a  d e l l a  C a n ti le n a ."  D ialogo, p . 105, t r a n s .  in  Herman, 
p . 652.

^ ■ ^ " . . . l a  d iv e r s i t a  d e l suono c ir c a  l 'a c u te z z a  & g r a v i ta ,  insiem e con la  
d if f e re n z a  d e l moto, & d e l l ' in te r v a l lo ,  p a r to r is c a  v a r ie ta  d 'harm onia ,
& d 'a f f e t t o . "  D ialogo, p . 75, t r a n s .  in  Herman, p . 436.

197C f. B ard i, op . c i t . ,  f o l s .  9 r-9 v , t r a n s .  in  S trunk , op . c i t . ,  pp . 293f.

198C f. P a l is c a ,  Girolamo Mei. pp. 7 3 ff .
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v e r t i c a l  harm onies o f  an instrum ent th e  h ig h e s t l in e  o f  which doubles the  
199v o ca l m elody. In stru m en ta l consonances a re  n ecessa ry , s in c e  th ey  g iv e

n o t only  p le a su re , b u t a ls o  h e lp  to  communicate th e  p a ss io n s  o f  th e  so u l:

To d ep riv e  music o f consonances, e s p e c ia l ly  th ese  
produced by a r t i f i c i a l  in s tru m en ts , i s  th e  same as 
to  d ep riv e  p a in tin g  o f  th e  p le a su re  o f  c o lo r s .  As 
th e  p a in te r  w ith  v a rio u s  c o lo rs  p a in ts  from n a tu re  
v a rio u s  th in g s  produced by n a tu re  and a r t ,  as  i f  
d ece iv in g  th e  eye so th a t  to  re a ssu re  h im se lf  of 
th e  t r u t h  he o f te n  r e s o r t s  to  th e  sense  o f touch , 
so  s im i la r ly  th e  m usic ian , w ith  v a r ie ty  o f i n t e r 
v a ls  and in  p a r t ic u la r  o f  consonances communicates 
to  th e  i n t e l l e c t  a l l  th e  p ass io n s  o f  th e  s o u l,  
e s p e c ia l ly  shaped a p p ro p r ia te ly  by th e  t e x t . Those, 
however, th a t  a re  d ep riv ed  o f th e  use o f  th e  con
sonances, a re  deprived  a lso  o f any d e l ig h t  th a t  th e  
sense o f  h ea rin g  might d e s ir e  from th e  m usical i n 
te r v a l s  . . . .2 0 0

Since th e  s o le  aim o f modern m usic " is  no th ing  b u t th e  p le a su re

o f  th e  e a r ,  and th a t  o f  a n c ien t m usic i s  to  produce in  someone e ls e  th e
201same a f f e c t io n  one f e e ls  o n e s e l f ,"  i t  i s  no wonder th a t  modern m usi

c ia n s ,  even when th ey  endeavor to  im ita te  words in  t h e i r  in ad eq u a te  and

199C f. !iDubbi in to rn o  a  quanto io  ho d e tto  d e l l 'u s o  de 11*enharm onio," 
f o l s .  6 5 r-6 6 r .

p r iv a re  la  Musica d e l le  Consonanze, e t  v i£  p ill q u e lle  d e g l 'a r t i f i z i a l i  
s tru m e n ti, e i l  medesimo che p r iv n rc  l a  p i tc u ra  d e l la  vaghezza d e ' c o lo r i .  
imperoche s i  come i l  p i t t o r e  con l a  d iv e r s i t a  d i  e s s i  p inge d e l  n a tu ra le  
la  d iv e r s i t a  d e l le  cose d a l la  n a tu ra  e t  d a l l ‘a r t e  p ro d o tte , ingannando d i 
m aniera l a  v i s t a  che p e r  a c c e r ta r s i  m olte v o l te  d e l la  v e r i t a  s i  se rv e  d e l 
g iu d i t io  d e l t a t t o ,  c o s i parim ente i l  Musico, con la  d iv e r s i t a  d e g l 'i n t e r -  
v a l l i  e t  p a r tic o la rm e n te  de co n sonan ti comunica a l ' i n t e l l e t t o  t u t t e  l e  
p ass io n e  d e ll 'a n im o ; e t  v ie  p iil in fo rm a ti con i  mezzi d e b i t i  d a l l ’o ra t io n e . 
q uel11 adunque che furono p r iv i  d e l l 'u s o  d e l le  consonanze, furono p r iv i  
insiem e d i  tu t to  i l  d i l e t t o  che puo l 'u d i t o  dag1*i n t e r v a l l i  m u sic i d e s i-  
d e r a r e . . . "  "D iscorso  in to rn o  a l l 'u s o  d e ll'E n h arm o n io ,"  f o l .  17v.

201 " . . . p e r  e s se re  non a l t r o  i l  f in e  d i  q u es ta  che i l  d i l e t t o  d e l l 'u d i t o ,
& d i  q u e lla  i l  condurre a l t r u i  p e r  quel mezzo n e l la  medesima a f f e t t io n e  
d i  se s te s s o ."  D ialogo, p . 89, t r a n s .  in  Herman, pp . 5 39f.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



16'-

r id ic u lo u s  ways, cannot produce th e  m arvellous and v ir tu o u s  e f f e c ts  fo r
202which a n c ie n t  m usicians were famous. Modern m usicians a t  b e s t im i

t a t e  s in g le  w ords, w hereas th e  a n c ie n ts  t r i e d  to  convey th e  sense o f  the  

e n t i r e  t e x t :  "What i s  meant today  by th e  im ita t io n  o f th e  words i s  not

th e  whole concep t and sen se  o f  th e  e n t i r e  t e x t ,  as was th e  case among 

th e  a n c ie n ts ,  b u t th e  s ig n if ic a n c e  o f  th e  sound o f  a  s in g le  word, " w rote 

G a l i l e i . 203

N otw ithstand ing  a l l  th e  consummate ex ce llen ce  o f 
th e  modem music p r a c t ic e ,  one does not h ea r o r 
see  today th e  l e a s t  s ig n  o f  th o se  th in g s  which 
a n c ie n t [music] ach iev ed . One does not even read 
th a t  i t  ach ieved  such th in g s  f i f t y  o r  a hundred 
y e a rs  ago when i t  was not so common and fa m il ia r  
to  men. N e ith e r  i t s  n o v e lty , th e re fo re ,  nor i t s  
e x c e lle n c e  has ev er had th e  power w ith  our p ra c 
t i c in g  con tem poraries to  produce any o f  those  
v i r tu o u s ,  u s e fu l ,  convenient e f f e c ts  which an c ien t 
[music] p roduced. Whereupon one n e c e s s a r i ly  con
clu d es  th a t  e i th e r  music o r  human n a tu re  has been 
changed from i t s  o r ig in a l  s t a t e . . . .

When G a l i l e i  argues th a t  n o v e lty  does not produce e f f e c t s ,  he must have

in  mind th e  k ind  o f  en thusiasm  fo r  th e  e f f ic a c y  o f  new dev ices which we

202C f. D ialogo . pp . 86, 8 8 f .

203 "Hoggi e in te s o  p e r l 'im i t a t io n e  d e l le  p a ro le  non l ' i n t e r o  concetto  
e t  i l  senso d i  e s se  e t  d i  l u i  t u t t a  l 'o r a t i o n e  com 'appresso d e g l 'A n tic h i;  
ma i l  s ig n i f i c a to  d e l suono d i  una s o la . "  T r a t ta to  d e ll* A rte  d e l C ontra
pun to . f o l .  57v.

204 "con t u t t o  i l  colmo d 'e c c e l le n z a  d e l la  m usica p r a t t i c a  de m odem i, non 
s i  ode o pur vede hoggi un minimo segno d i  q u e l l i  che l 'a n t i c a  faceva; 
ne anco s i  legge che e l l a  g l i  fa c e sse  c inquan ta  o cento ann i sono quando 
e l l a  non e r a  c o s i comune & f a m il ia re  a g l i  huom ini. d i  m aniera che ne 
la  n o v ita , ne l 'e c c e l le n z a  d i  e s sa , ha n a i  havuto appresso  de n o s t r i  p ra t  
t i c i ,  fo rz a  d 'o p e ra re  aleuno  d i  q u e l l i  v i r tu o s i  e f f e t t i  che l 'a n t i c a  
operava; d a l la  q u ale  se  ne tra e v a  u t i l e  & comodo i n f i n i t o :  la  onde neces
saria raen te  s i  conclude, o che la  m usica, d che la  humana n a tu ra  s i  s i a  
m utata  da quel prim o suo e s s e r e ."  D ialogo, p .  81, t r a n s .  in  Herman, pp. 
474f .
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have encountered in  th e  work o f  N ico la  V ic e n tin o . He a ls o  d isa g rees  w ith

th o se  "who claim  th a t th e  m usic o f  th e  a n c ie n ts , in  comparison w ith  t h e ir s ,

was a joke to  be r id ic u le d . The amazement which th ey  caused w ith  t h i s

[m usic] in  th e  so u ls  and minds o f  men r e su lte d  or  evo lved  on ly  because
205th ey  were in s e n s i t iv e  or  b o o r ish ."  This cannot be tr u e , says G a l i le i ,

s in c e  th e  m iraculous e f f e c t s  "have been to ld  to  us by th e  w o r th ie s t , most

famous w r ite r s , o u ts id e  o f  th e music p r o fe s s io n , which th e  world has ever  
206see n ."  Another p roof o f  th e e x c e lle n c e  o f  a n c ien t m usic in  comparison

w ith  modern i s  the much h ig h er  s o c ia l  and in t e l l e c t u a l  s ta tu s  o f  m usicians
207and music among the G reeks. Modern music i s  p r a c tic ed  "by people who

are o r d in a r ily  o f  l i t t l e  or no v a lu e; who w i l l  not t e l l  where and o f  whom

they were b o m , so to  speakj who have no p o s s e s s io n s , or very  few; and
208who cannot even read w ithout d i f f i c u l t y , 11 and i t  i s  enjoyed by th e

209common man who i s  always ignorant o f  what i s  good and tr u e . The a n c ien ts  

had known se v e r a l k inds o f  m usic (the in stru m en ta l polyphony was th e ir  

in v en tio n , a f t e r  a l l )  but th e ir  p h ilosop h ers approved o n ly  such music

205 x" . . . c h e  v o g lian o  che la  m usica d e g l i  a n t ic h i  a  com paratione d e l la  lo ro ,
fu sse  una b a ia  da r id e rs e n e ;  & lo s tu p o re , che co l suo mezzo cagionarono 
n e g l i  anim i & m enti d e g l i  huom ini, non da a l t r o  n a sc e sse , o d e r iv a s se , che 
d a l l 'e s s e r e  g ro s s i  & r o z z i . "  D ialogo, p . 80, t r a n s .  in  Herman, p . 467.

206 " . . . c i  sono r a c c o n ta t i da p iu  degni & fam osi s c r i t t o r i  fuor d e l la  
p r o fe ss io n e  de M u sici, che tnai habbia havuto i l  mondo." D ia logo , p . 80, 
tr a n s . in  Herman, p . 468.

207C f. D ia lo g o , p . 80 .

ÂQ
" . . .d a  g e n t i  che per l 'o r d in a r io  sono d i  n u llo  o poco v a lo r e , non sanno 

per modo d i  d ir e  dove & d i ch i n a t i;  non hanno b en i d e l la  fortuna d p o ch i, 
ne anco sanno a pena l e g g e r e . . . . "  I b id . , l o c . c i t . , tr a n s . in  Herman, 
pp . 469f.

209C f. D ialogo, p . 85.
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th a t In c lin e d  th e  so u l to  v ir tu e  as worthy o f  free  men, whereas th e  kind

th a t was p r a c tic ed  o n ly  to  g iv e  p lea su re  to  th e  sen se  o f  hearing they
210contem ptuously l e f t  fo r  common p le b s .

S in ce I  have a lrea d y  n o tice d  G a l i l e i ' s  la ck  o f  in t e r e s t  in  co n -

d ia to n ic  genera, i t  should not be su r p r is in g  th at he says l i t t l e  about

th e ir  te x t -e x p r e s s in g  p o s s i b i l i t i e s  and th a t most o f  what he says i s

f a i r l y  c o n v en tio n a l. Thus we le a rn  th a t  th e  an c ie n ts  ach ieved  th e  v i r i l e

and e n e r g e t ic  e f f e c t s  most e f f i c i e n t l y  in  th e  d ia to n ic  genus, whereas th e

chrom atic was s u ita b le  for  s o f t  and e ffem in a te  e f f e c t s .  Even l e s s  v i r i l e
211was the enharmonic. C erta in  harskness o f  the d ia to n ic  r e su lte d  from

212the fa c t  th a t some o f  i t s  s te p s  lacked p e r fe c t  consonances above or  b e low .

According to  u n iv er sa l o p in io n  the v i r i l e  d ia to n ic  and d e l ic a t e  chrom atic
213v~.re s t i l l  in  u se  in  G a l i l e i ' s  tim e.

In s p i t e  o f  G a l i l e i ' s  la ck  o f  in t e r e s t  in  chrom aticism  I  thought 

i t  was n ecessa ry  to  d evote  some space to  h i s  m usical id eas fo r  th e  f o l 

lowing r ea so n s . G a l i l e i  was probably the most important and in f lu e n t ia l  

t h e o r is t  o f  h is  g e n e ra tio n . In h is  t r e a t i s e  on counterpoin t he c o d if ie d  

some o f  th e b a s ic  p recep ts o f  new p r a c t ic e  and in  a l l  h is  w r it in g s  exp ressed  

c e r ta in  a e s t h e t ic  p r in c ip le s  which were to  become th e  orthodoxy o f  the  

fu tu r e . By d ir e c t in g  th ese  p r in c ip le s  a g a in s t  th ose  o f  Z arlin o , G a l i l e i  

in d ir e c t ly  helped  to  remove th e  most pow erful arguments a g a in s t chroma

t ic i s m . G a l i l e i ' s  id eas were in d ir e c t ly  favorab le  for  th e  fu rth er  d ev e lo p -

210C f. T r a t ta to  d e l l 'A r te  de l C ontrapunto . f o l .  58v.

211C f. D ialogo. pp. 102f.and "D iscorso  in to rn o  a l l 'u s o  d e ll 'E n h a rm o n io ,"  
f o l .  22v.

212C f. i b i d . .  f o l .  24v .

^ ^ C f . ib id . . f o l .  6 r .
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meat o f  chrom aticism  not o n ly  in  t h i s  n e g a tiv e  way. th e  most fundamental

fe a tu r e  o f  G a l i l e i ' s  a e s t h e t ic s ,  th e  in s is t e n c e  on music as th e  a r t o f

em otional e x p r ess io n , makes him th e  tru e  su ccesso r  o f  N icola  V icen tin o .

G a l i l e i ' s  p o s i t io n  on many is su e s  was a n t ic ip a te d  by V icen tin o . For ex**

am ple, s im ila r ly  to  V icen tin o , G a l i le i  urged m u sic ian s, both composers

and perform ers, to  le a r n  th e  proper methods o f  t e x t  ex p ress io n  from ora** 
214to r s  and a c to r s .  I t  i s  q u ite  understandable th a t th is  id ea , in  par

t i c u la r  th e  su g g e stio n  th a t  perform ers should im ita te  g e stu res  o f  th e a tr i-
215c a l a c to r s , was s e v e r e ly  c r i t i c i z e d  and scorned by Z a rlin o . The pro

found d if fe r e n c e s  betw een V icen tin o  and G a l i le i  cannot be ignored, but 

t h e ir  agreement on th e  u ltim a te  sen se  o f  m usic makes them a l l i e s .  And 

w h ile  fo r  G a l i le i  chrom aticism  ceased  to  be th e  c o n tr o v e r s ia l is s u e , th e  

e a r l i e r  th e o r is t  firm ly  e s ta b lish e d  th e  a s s o c ia t io n  between chrom aticism  

and th e  a e s t h e t ic s  o f  m u sica l ex p r ess io n . Both th e o r is t s  had th e  same 

a im --to  arouse p assio n s by means o f  m usic—but w h ile  V icen tin o  expected  

chrom aticism  to  be th e proper method o f  ach iev in g  t h is  aim, G a l i le i ,  

fo llo w in g  Mei and h is  understanding o f  the m u sica l p r a c tic e  o f  a n c ien t  

G reeks, put h i s  hopes in  monody.

214C f. D ialogo. pp. 8 9 f.

215C f. Sopplim entl. Book V III , Ch. 11, p p . 317-20 .
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CHAPTER III

ERCOLE BOTTRIGARI AND GIOVANNI MARL. ARTUSI

The two Bolognese au th o rs  d isc u ssed  In  t h i s  c h a p te r  belong to  th e  

l a s t  g e n e ra tio n  of s ix te e n th -c e n tu ry  th e o r i s t s .  They b o th  w itn essed  and 

commented upon th e  l a s t  phase o f  th e  p ro cess  o f profound te c h n ic a l ,  s t y 

l i s t i c ,  and a e s th e t ic  change which led  to  th e  c re a tio n  o f  th e  m usical 

B aroque. They had th e  o p p o rtu n ity  to  see  more c le a r ly  th an  t h e i r  p red e

c e s so rs  th e  d i r e c t io n  th i s  change was ta k in g , and fo r  t h i s  reaso n  t h e i r  

w r i t in g s ,  even though co n ta in in g  few t r u ly  o r ig in a l  id e a s , il lu m in a te d  

th e  p r a c t ic e  o f  th e i r  con tem poraries in  an  in te r e s t in g  way.

E rco le  B o t t r ig a r i  was b o rn  in  Bologna in  1531.* He re c e iv e d  a  

w ell-ro u n d ed  hum anistic  e d u ca tio n  in  d is c ip l in e s  which ranged from th e  

a n c ie n t l e t t e r s  to  a r c h i te c tu r e ,  p e rsp e c tiv e , m athem atics, and astronom y.

He a ls o  s tu d ie d  com position w ith  Bartolomeo Spontone, th e  m aestro  d i 

cape 11a o f  th e  Bolognese church o f  San P e tro n io . In  1576 he l e f t  Bologna 

fo r  F e r ra ra  where he sp en t e lev en  y ears  and had th e  o p p o rtu n ity  to  g a in

*0n B o t t r ig a r i  see K ath i Meyer, " E in le itu n g "  to  th e  f a c s .  e d . o f  B o t t r i g a r i 's  
I I  D es id e rio  overo de* c o n c e r ti  d i  v a r i i  s tru m en ti m u s ic a li .  V en e tia .
1594. V ertfffen tlichungen  d er M usik -B ib lio thek  Paul H irsch , V ol. 5 (B e r lin :  
M artin  B re s la u e r, 1924), pp . 5 -28 ; Ugo S es in i, "S tu d i sull'U m anesim o m usi- 
c a le :  E rco le  B o t t r i g a r i , "  Convivium, X III  (1941), 1-25; D. P . W alker,
" B o t t r ig a r i , "  in  F r ie d r ic h  Blume, e d . ,  Die Musik in  G esch ich te  und Gegenwart. 
V o l. I I  (K asse l-B ase l, B & ren re ite r, 1952), c o ls . 154-159.
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a  f i r s t - h a n d  acq u a in tan ce  w ith  th e  most advanced tre n d s  in  m usical com

p o s i t io n  and perform ance p r a c t i c e .  He re tu rn e d  to  Bologna i n  1587 and 

sp en t th e  r e s t  o f  h i s  l i f e  in  th e  c i ty  and in  h is  suburban v i l l a  in  San 

A lb erto  w here he d ied  in  1612.

D uring t h i s  l a s t  p e rio d  o f  h is  l i f e  he w ro te  se v e ra l t r e a t i s e s  

on m usic and t r a n s la te d  in to  I t a l i a n  numerous works o f  an c ie n t t h e o r i s t s .

H is f i r s t  book on music appeared  in  Bologna in  1593 tinder th e  t i t l e  o f  
2I I  P a t r i c i o .  In  t h i s  book he c r i t i c i z e d  h is  F e rra re se  f r ie n d , famous

P la to n ic  p h ilo so p h e r  and hum anist F rancesco P a t r i z i ,  fo r  th e  way in  which

P a t r l z i  in te r p r e te d  th e  A ris to x e n ian  d iv is io n s  (tu n in g  system s) o f  d ia -
3

to n ic ,  ch ro m a tic , and enharm onic te tra c h o rd s .  B o t t r ig a r i* s  c r i t ic is m

was f u r th e r  am p lif ie d  in  an anonymous t r e a t i s e  e n t i t l e d  Del l ib ro  chiamato
4

i l  P a t r i c io  overo  d e1 T e tra c o rd i  d 'H erco le  B u tr ig a r io . P a t r i z i ' s  i n t e r 

p r e ta t io n  o f  A ristoxenus was in  tu rn  defended a g a in s t  B o t t r i g a r i 's  c r i 

t ic is m  by  G iovanni M aria A r tu s i  in  th e  "C o n s id e ra tio n i m u s ic a l! ," th e  

second p a r t  o f  a  t r e a t i s e  which A r tu s i d ed ica ted  to  B o t t r ig a r i ,  Seconda 

p a r te  d e l l* A r tu s i  overo d e l le  im p e rfe t t io n i  d e l la  moderna m usica. pub lished  

by Giacomo V in c e n ti  i n  Venice in  1603. B o t t r ig a r i  responded th e  fo llo w 

in g  y e a r  i n  an unpub lished  l e t t e r  o f  some hundred f i f t y  pages, A le te lo g ia

2 "
I I  P a t r i c i o ,  overo de* t e t r a c o r d i  arm onici d i  A ris to ssen o . p a re re , e t

v e ra  d im o s tra tio n e  (Bologna: V it to r io  B enacci, 1593).

3
F rancesco  P a t r i z i ,  D e lla  P o e tic a .  Deca i s t o r i a l e  (F e rra ra : V it to r io

B a ld in i ,  15 8 6 ). For th e  fragm ent c r i t i c i z e d  by B o t t r ig a r i  see  th e  f i r s t  
com plete e d i t io n  of th e  t r e a t i s e  p repared  by D anilo Aguzzi B arb ag li,
V ol. I  (F lo re n c e : I s t i t u t o  N azionale d i  S tu d i s u l  R inascim ento, 1969),
p p . 344-348.

4
M ilan , B lb l io te c a  Arabrosiana, Ms. m isc . I  129 I n f . ,  f o l s .  292v-298r.

C f . Remo G ia z o tto , " I I  P a t r ic io  d i  H ercole B o t t r ig a r i  d im o stra to  p r a t i c a -  
mente da un anonimo c in q u e c e n t i s ta ," C o llec tan ea  H is to r ia e  M usicae. I  
(1953), 97-112 .
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dl Leonardo Gallucio a' benignl. e sincerl lettorl. Letters apoloeetica.^ 

Bottrigari's second book on music, II Deslderio overo de1 concertl

d l  v a r l l  strm nent 1 m u s ic a l! . was a lso  a tta c k e d  by A r tu s i .  The book was 

f i r s t  p u b lish ed  by R icc ia rd o  Amadino in  V enice in  1594 under th e  name o f  

Alemanno Bene 111, an anagram o f  th e  name o f  one o f  th e  in te r lo c u to r s  in  

th e  d ia lo g u e , B o t t r i g a r i 's  f r ie n d  and a  prom inent Bolognese m usician ,

A nnibale H elone. In  1599 G lo am b attis ta  Bellagamba p u b lish ed  th e  second 

e d i t io n  i n  Bologna, t h i s  tim e under B o t t r i g a r i 's  name and w ith  a  p re face  

e x p la in in g  th e  anagram . A r tu s i c r i t i c i z e d  c e r ta in  id eas  o f  th e  t r e a t i s e  

in  h i s  L 'A rcu s i. overo d e l le  im p e rfe t t io n i  d e l la  moderna m usica p u b lish ed  

by Giacomo V in cen t!  in  Venice in  1600 and one year l a t e r  he brought fo r th  

th e  t h i r d  e d i t io n  o f I I  D esid erio  w ith  a  d e d ic a to ry  l e t t e r  fo r  th e  Bolognese 

Senate and w ith  a  foreword claim ing th a t  th e  t r u e  a u th o r o f the  t r e a t i s e  

was A nnibale M elone.^ B o t t r ig a r i  answered th i s  c la im  in d ig n a n tly  nex t 

y ea r w ith  an unpub lished  L e tte ra  d i  F id e ric o  V e rd ic e l l i  a* b e n ig n i. e 

s ln c e r i  l e t t o r l  in  d i f e s a  d e l S ig .e C av a l;6 H ercole B o ttr ie a ro  co n tra  

quanto in  p re g iu d ic io  d e l la  r i f u ta z io n e  d i  l u i  ha s c r i t t o  un c e r to  A rtu s i 

in  due sue l e t t e r e  una p e r  d e d ic a to r ia  a l l * I l l ; m° Senato d i  Bologna l ' a l t r a  

a i  c o r t e s i  l e t t o r i  s o t to  l a  d a ta  d i  Milano ^  12 d i  lu g lio  1601 & stam pate 

in  M ilano app resso  g l i  s ta m p a to ri a r c h ie p i s .^ and he responded to  A r tu s i 's
8c r i t i c i s m  o f  11 D esid e rio  w ith  a  d ia lo g u e  A n ta r tu s i  which i s  no lo n g er e x ta n t .

^Bologna, C iv ico  rnuseo b ib l io g ra f ic o  m u sica le , Ms. B-43.

^M ilan: S tam patori a r c h ie p is c o p a l i ,  1601.

^Bologna, B ib l io te c a  U n iv e r s i ta r ia ,  Ms. 326, f o l s .  130r-143v.

g
C f. B o t t r ig a r i ,  A le te lo g ia .  pp . 1 8 f . and th e  d e d ic a to ry  l e t t e r  o f  A r tu s i ,  

Seconda p a r te  d e l l 'A r t u s i .
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B o t t r i g a r i 's  th i rd  Im portant work on music was h is  m assive unpub

l is h e d  t r e a t i s e  o f  1599, I I  T rin e ro n e , d isc u ss in g  an c ie n t and modern modes
9

and th e  h is to r y  o f  m usical n o ta t io n .  In  h is  d ia lo g u e  A n ta r tu s i B o t t r i 

g a r i  claim ed th a t  A r tu s i p la g ia r iz e d  h is  d isc u s s io n  o f modes in  i 'A r t u s i .  

overo d e l le  im p e rfe tt io n i d e l la  moderns m usica. Ragionamento I I ,  pp . 49-69.*® 

B o t t r i g a r i 's  f in a l  im portant t r e a t i s e  on m usic was p u b lish ed  in  

1602 under th e  t i t l e  I I  M elone.** The f i r s t  p a r t  o f  th e  t r e a t i s e  was 

devoted to  a  d isc u s s io n  o f  th e  d isp u te  between V icen tino  and L u s itan o , 

th e  second p a r t  ( I I  Melone secondo^ was a  r e f u ta t io n  o f  th e  c r i t i c i s m

directed by Gandolfo Sigonio, a musician from Modena and a friend of 
12A nnibale Melone, a g a in s t some com positions o f  N ico la  V icen tino  and 

a g a in s t h i s  t r e a t i s e .  S ig o n io 's  "D iscorso" was a ls o  p u b lish ed  in  B o t t r i 

g a r i 's  book.

9
I I  Trim erone, de fondam enti arm onici overo lo  e s e rc iz io  m u sica le . D ia- 

lo g h i ne q u a i s i  rag io n a . de tu o n i a n t ic h i ,  e m odem i e de c a r a t t e r i  
d iv e r s i  u s i t a t i  da rausici in  t u t t i  i  tem pi, Bologna, C ivico museo b i b l i o -  
g ra f ic o  m u sica le , Ms. B-44.

*®Cf. L e t te r a  d i  F id e ric o  V e r d ic e l l i ,  f o l .  227r and A le te lo g ia . p .  19.

* *11 M elone. D iscorso  armonico & I I  Melone secondo. c o n s id e ra tio n !  m usi
c a l !  so p ra  un d isc o rso  d i M. Gandolfo Sigonio in to rn o  a* m a d rig a li, & a 1 
l i b r i  d e l l 'A n t ic a  musica r id u t t a  a l i a  moderna p r a t t i c a  d i  D. N ico la  
V icen tin o . E n e l f in e  esso D iscorso  d e l Sigonio (F e rra ra : V i t to r io
B a ld in i ,  1602).

12Sigonio i s  a ls o  mentioned in  B o t t r i g a r i 's  L e tte ra  d i  F id e ric o  V e rd ic e l l i .  
f o l s .  1 3 4 v -l3 5 r. A correspondence between S igonio and Melone i s  p reserv ed  
in  P a r is ,  B ibliothfeque N a tio n a le , Ms. I t a l i e n  1110. C f. Edward E . Lowinsky, 
" W il la e r t 's  Chromatic 'D uo' Re-Exam ined.11 T i jd s c h r i f t  de V ereniging voor 
Netherlandsche M uziekgeschiedenis. XVIII (1956), 6 . See a lso  Nan Cooke 
C arp en te r, Music in  th e  M edieval and R enaissance U n iv e rs itie s  (Norman: 
U n iv e rs ity  o f  Oklahoma P ress , 1958), p . 355 and Henry W illiam  Kaufmann,
The L ife  and Works of N icola V icen tino  (1511-c.1576). M u sico log ical 
S tu d ies  and Documents 11 ( n .p . :  American I n s t i t u t e  o f  M usicology, 1966),
pp . 9 7 f f .
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Giovanni M aria A r tu s i ,  B o t t r i g a r i 's  p e r s is te n t  po lem ical opponent, 

was a  canon o f S. S a lv a to re  in  Bologna from 1562 u n t i l  h i s  death  in  1613. 

He was a  s tu d e n t and fo llo w e r o f  G ioseffo  Z a rlin o . His penchant fo r  p o le 

mics found i t s  ex p ress io n  n o t o n ly  in  h is  c r i t ic is m  o f B o t t r ig a r i  and

in two unpreserved treatises directed against Vincenzo Galilei, but most
13im p o rtan tly  in  h is  famous a t t a c k  on Claudio M onteverdi. In  h is  L *A rtusi. 

overo d e l le  im p e rfe t t io n i  d e l l a  moderna musica of 1600 A r tu s i  p r in te d  

and c r i t i c a l l y  analyzed  s e v e ra l  examples from then s t i l l  unpublished 

m adriga ls o f  M onteverdi w ith o u t quo ting  th e  te x t  o r  m entioning th e  com

p o s e r 's  name. M onteverdi was defended by a  c e r ta in  I 'O t tu s o  Accademico 

in  two l e t t e r s ,  one from 1599 no longer e x ta n t and an o th e r from b e fo re

1603 p r in te d  by A r tu s i  to g e th e r  w ith  h i s  answers in  Seconda p a r te  d e l l '
14A r tu s i  overo d e l le  im p e r f e t t io n i  d e l la  moderna musica o f  1603. Monte

v e r d i  answered A rtu s i in  1605 in  a  l e t t e r  p re fac in g  th e  F i f th  Book o f 

h is  M a d r ig a ls .^  A r tu s i  r e to r t e d  w ith  an unpreserved D iscorso m usicale

13The A rtusi-M onteverd i co n tro v e rsy  was s tu d ied  by Denis A rnold, ’’Seconda 
p r a t ic a :  A Background to  M o n tev erd i's  M ad rig a ls ,"  Music and L e t te r s .
XXXVIII (1957), 341-352; Giuseppe M assera, "D alle ' im p e rfe z io n i1 a l l e  
'p e r f e z io n i ' d e l la  moderna m u sica ,"  in  R a ffa e llc  M onterosso, e d . ,  Con- 
g resso  in te rn a z io n a le  s u l  tema C laudio Monteverdi e i l  suo tempo. R ela- 
z io n i e com unicazioni. Venezia-Mantova-Cremor.a. 3-7 ma^gio 1968 (Verona: 
Stam peria Valdonega, 1969), pp . 397-40S; Claude V. P a l is c a ,  "The A r tu s i-  
M onteverdi C o n tro v ersy ,"  in  Denis Arnold and K ire l F o rtu n e , e d s . ,  The 
M onteverdi Companion (New Y ork: W. W. N orton and Company, I n c . ,  1968),
p p . 133-166.

14L O ttuso s id e n t i ty  i s  d isc u sse d  by P a lis c a ,  "The A rtusi-M onteverd i 
C o n tro v ersy ,"  pp. 142-45; by S tu a r t  R einer in  h is  review  o f  The M onteverdi 
Companion in  Jo u rn a l o f th e  American M usicoloclcal S o c ie ty . XXIII (1970), 
3 4 4 f .;  and by Anthony Newcomb, "Alfonso F o n ta n e lli  and th e  A ncestry  o f 
th e  Seconda P r a t ic a  M a d rig a l,"  in  Robert L. M arshall, e d . ,  S tud ies in  
R enaissance and Baroque Music in  Honor of A rthur Mendel (K asse l: B2ren-
r e i t e r ,  1974), p p . 6 7 f .

^ T h e  l e t t e r  i s  r e p r in te d  in  C laudio M onteverdi, L e tte re .  dediche e p r e - 
f a z io n i .  ed . by Domenico d e ' P a o li  (Roma: E d iz io n i De S a n tis ,  1973), pp.
3 9 1 f.
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p u b lish ed  under th e  pseudonym o f A ntonio B raccino  da Todi p robab ly  in  

1606, and M onteverdi was in  tu rn  defended by h is  b ro th e r  G iu lio  Cesare 

in  a  " D ic h ia ra ttio n e  d e l la  l e t t e r a  s tam pata  n e l Quinto L ibro  d e1 su o i 

M a d rig a li"  p u b lish ed  in  C la u d io 's  S ch erz i m u s ic a li  o f 1 6 0 7 Ar t us i  

had th e  l a s t  word in  h is  D iscorso  secondo tnusicale  d i  Antonio B raccino 

da Todi p e r  l a  d ic h ia ra tio n e  d e l la  l e t t e r a  p o s ta  ne* S ch erz i m u s ic a li 

d e l S ig . C laudio Monteverde p u b lish ed  by Giacomo V in cen ti in  Venice in  

1608.

B o t t r i g a r i 's  views on th e  s t r u c tu r e  o f  th e  genera emerge most 

c l e a r ly  i n  h is  I I  M elone. The t r e a t i s e  i s  a  response to  a  l e t t e r  o f  

A nnibale Melone, w r i t te n  on May 21, 1591 and p r in te d  a t  th e  beginning  

o f  th e  t e x t ,  in  which B o t t r i g a r i 's  f r ie n d  defends the p o s i t io n  assumed 

by  N ico la  V icen tino  in  h is  d isp u te  w ith  V icen te  L usitano , th a t  i s ,  th e  

o p in io n  th a t  th e  use o f  th e  th i r d s  in tro d u ced  elem ents fo re ig n  to  pure 

d ia to n ic ism . B o t t r ig a r i  assumes a  c o n s tru c tio n  o f  the genera  e s s e n t ia l ly  

id e n t ic a l  w ith  th a t  d esc rib ed  e a r l i e r  by Z a rlin o : the  d ia to n ic ,  ch ro 

m a tic , and enharmonic te tra c h o rd s  c o n s is t  o f  ascending m ajor sem itone 

and two w hole tones (d ia to n ic ) ,  m ajor and minor sem itones and a  minor 

t h i r d  (ch ro m a tic ) , and two d ie se s  and a  m ajor t h i r d  (enharm onic), and 

th e  te tra c h o rd s  can be combined in to  d is ju n c t  and conjunct system s in  

a l l  th re e  g en era . In  o th e r  w ords, th e  g e n e r ic  octaves o f  th e  d is ju n c t  

system  use th e  fo llow ing  s te p s

*^The " D ic h ia ra ttio n e "  which co n ta in s  th e  in fo rm ation  about A r tu s i 's  
D iscorso  i s  r e p r in te d  in  M oteverdi, op . c i t . ,  pp . 394-404 and t r a n s . in  
O liv e r  S trunk , Source Readings in  Music H is to ry  (New York: W. W. N orton
and Company, I n c . ,  1950), p p . 405-412.

*^Cf. I I  Melone. pp . 3 f .
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DIATONIC: B C D E F G A B

CHROMATIC: B C C# E F F ^ A B

ENHARMONIC: BB* C EE* F A B

In  th e  co n ju n c t system  Is  added to  th e  d ia to n ic  (s in ce  th e  d ia to n ic  

8ynemmenon te tra c h o rd  i s  A C D ) and both B̂  and D a re  added to  th e  

ch rom atic  ( th e  chrom atic  synemmenon te tra c h o rd  be in g  A B  ̂ B  ̂ D) * B o t t r i 

g a r i  a rgues th a t  a  com position which uses o n ly  th e  s te p s  o f th e  d ia to n ic  

o c tav e  p re se n te d  above i s  p u re ly  d ia to n ic ,  a  com position using  on ly  th e  

s te p s  o f  th e  chrom atic  system  i s  p u re ly  chrom atic , e t c .  C onsequently, 

he claim s th a t  n e i th e r  V icen tino  n o r L usitanc  were r i g h t .  V icen tin o  was 

wrong to  assume th a t  in  com posite th i r d s  could n o t be used in  a  p u re ly  

d ia to n ic  com position , b u t he was r ig h t  to  a s s e r t  th a t  contem porary com

p o s it io n s  d id  n o t use  th e  pure d ia to n ic  genus, s in c e  they  mixed d ia to n ic  

and chrom atic  g en era , using  in  a  s in g le  com position such s te p s  as C ^an d

F #  which a re  p a r t i c u la r  to  th e  chrom atic genus on ly ) and D and G (which
18belong e x c lu s iv e ly  to  th e  d ia to n ic ) .

A pu re  d ia to n ic  com position , accord ing  to  B o t t r ig a r i ,  can use n e i th e r

m inor sem itone n o r  d i e s i s ,  a  p u re  chrom atic com position can use n e i th e r
19d ie s i s  n o r  D and G. At th e  end o f  I I  Melone (pp . 39-46) B o t t r ig a r i  

p re se n ts  as  an example o f  p u re ly  chrom atic com position a  m adrigal a  4_ 

o f  h i s  own based  on P e tr a r c h 's  sonnet "11 c a n ta r  novo e '1  p ian g er d e l l i  

a u g e l l i . "  In  th e  f i r s t  p a r t  o f  th e  m adrigal he uses th e  p u re ly  chrom atic 

d is ju n c t  system , th a t  i s ,  th e  s te p s  B, C, C^, E, F, 1$, and A o n ly , and

U -------------------------------------------
■  C f. i b i d . ,  pp . 16-25.

L
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in the second part he introduces also the synemmenon tetrachord of the 

conjunct system, using additionally and D.
i
[

| In II Desiderio Bottrigari explained that both diatonic and chro

matic structures may be transposed, which accounted for the use of such 

steps as, for example, or and tfiich in effect meant that the only 

firm criterion of non-diatonicism was the use of a minor semitone or a

d ie s i s ,  s in c e  such s te p s  which in  th e  un transposed  system  were chrom atic
20could become diatonic in a transposition and vice versa.

Bottrigari is best known for his description in II Desiderio of 

various tuning systems used by various types of instruments and of prob

lems created by these variety of temperaments in performances involving 

large and varied instrumental forces. His observations, though very 

interesting for their detailed description of performance practices he 

witnessed in Ferrara, are not really new. Like several writers before 

him, Bottrigari observes that keyboard instruments are tuned according 

to the syntonic tuning of Ptolemy and tempered, probably meaning one of 

the varieties of meantone temperament described by Zarlino, whereas the

fretted string instruments are tuned according to the intense tuning of
21Aristoxenus, that is, equal temperament. The main difference between 

these two types of instruments is that the former have two different semi

tones, whereas the latter have all their semitones equal. This difference

accounts for the fact that it is difficult to have a perfectly united
22ensemble when these two types of instruments are used together. Ensemble

on

L
C f. I I  D esid e rio . p p . 1 9 ff . and 28. A ll re fe re n c e s  a re  to  th e  second 

e d i t io n  o f 1599.

21C f. i b i d . ,  p .  6 .
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I s  not im p o ss ib le , s in c e  the in to n a tio n  o f  th e  f r e t t e d  Instrum ents can 

b e a lte r e d  a  l i t t l e  depending on irtiere one tou ch es th e  f r e t ,  but th e p er

f e c t  concord between th ese  two typ es o f  instrum ents i s  very  d i f f i c u l t  
03

to  a c h ie v e . B o t tr ig a r i  adds a ls o  th a t f r e t te d  in strum en ts, thanks to  

th e  e q u a lity  o f  th e ir  d iv is io n , can tran sp ose  f r e e ly ,  whereas th e number 

o f  p o s s ib le  tr a n sp o s it io n s  i s  lim ite d  on keyboard in stru m en ts, because  

o f  t h e ir  unequal sem ito n e s .24

One o f  th e most in te r e s t in g  s e c t io n s  o f  II  D esid er io  i s  th e d e s 

c r ip t io n  o f  instrum ents in  p o sse ss io n  o f  th e  Duke o f  Ferrara, among Jiem  

th e  archicem balo o f  N ico la  V icen tin o  " ca lled  th e 'A rch-m usician' because  

he renewed th e  stud y  o f  the th ree  genera , two o f  which were alm ost fo r 

g o tte n , I  d o n 't know i f  I  should say  by men or o n ly  by p r a c t ic a l  m u sic ian s,

whereas by t h e o r e t ic a l  or sp e c u la t iv e  m u sic ian s, o f  whom th ere  are  so
.25few tod ay , th ey  are and always w i l l  be remembered."^ B o ttr ig a r i  adds

th a t , when p la y ed , th e  instrum ent makes "a stra n g e  sou n d ," (un nuovo

u d ire )  b u t " i t  i s  used only  r a r e ly  because o f th e  g re a t  d i f f i c u l t y  in  th e
26tu n ing  and m aintenance o f  i t  and a ls o  in  th e  p la y in g  o f  i t . "  N everth e-

^ C f .  i b i d . . pp . lO f f .  and 5 .

24C f. ib id . .  p . 8 .

25 " . . .sopranom inato  l 'A rc im u sico , p e r  haver e g l i  r in o v a ta  l a  c o n s id e ra 
t io n s  d i  q u e s t i  t r e  G eneri, d i  due d e ' q u a l i  non e ra  homai p iu  memoria 
a lcu n a  ap p resso , non so s ' i o  mi debba d i r e  de g l i  huom ini, d  solam ente 
d e ' M usici p r a t i c i ;  pe rc io ch e  d e ' M usici T e o r ic i ,  <5 s p e c o la t iv i ,  d e ' q u a l i  
h o g g id l s e  ne trovano  p o ch iss im i, e g lin o  sono, & sempre sa ran n o ;"  I b id . .  
p .  40, t r .  by C arol M acClintock in  H ercole B o t t r ig a r i ,  I I  D esid erio  o r 
Concerning th e  P lay ing  Together o f V arious M usical In stru m en ts . M usicolo- 
g ic a l  S tu d ies  and Documents 9 ( n .p . :  American I n s t i t u t e  o f  M usicology,
1962), pp . 5 0 f . H ere a fte r  th e  t r a n s la t io n  w i l l  be r e fe r re d  to  as  M acClin
to c k .

26 " . . . e g l i  non v ie n e , s e  non d l  rado u sa to  per l a  gran d i f f i c o l t a ,  che
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l e s s ,  I t  renders new harmony, "when Luzzasco, p r in c ip a l o rg a n is t o f  h is

H ighness; touches i t  d e l ic a t e ly  in  s e v e r a l com positions o f  m usic composed
27by him fo r  t h is  instrum ent o n ly ."  The tuning system  p rescr ib ed  by 

V icen tin o  fo r  h is  instrum ent i s  then c r i t ic i z e d  because i t  has been made
.28"by A ristoxen ian  p r a c t ic e  rather than by tru e  and good Ptolom aic theory."^  

B o ttr ig a r i  probably r e fe r s  to  th e  fa c t  th a t V icen tin o*s in stru n en t extends  

th e  approxim ate " p ra c tica l"  meantone temperament to  cre a te  an equal d i 

v i s io n  o f  th e o c ta v e , in stea d  o f  u s in g  th e  "true" in te r v a ls  o f  ju s t  in 

to n a t io n . F in a lly , he m entions th a t "in a d d itio n  to  t h is  one th ere  e x is t  

o n ly  two other s im ila r  A rchiorgans, as he c a lle d  them. One i s  in  Rome, 

made to  the order o f  th e  C ardinal o f  Ferrara o f  b le s se d  memory, Uncle 

to  H is H ighness, b en efa c to r  and patron o f Don N ic o la , and under h is  care; 

and another s im ila r ly  made, but under th e su p erv is io n  o f  Don N ic o la , i s  

in  M ilan, where i t s  maker d ied  th e  year  fo llo w in g  the a tro c io u s  plague  

[1575-76]___

B o t t r ig a r i^  v iew s on com p osition a l p r a c tic e  are in te r e s t in g , s in ce

I  p a rte  n e ll 'a c c o r d a r lo , & accordato n e l m antenerlo, p arte  n e l son arlo ;"
I I  D es id er io . p . 41, tr a n s . by M acClintock, p . 51.

27 " . . . a l l 'h o r a  che i l  Luzzasco O rg an ista  p r in c ip a le  d i  sua  A ltezza , lo  
maneggia m olto d e lica tam en te , con a lcune  com position i d i  Musica f a t t e  
da l u i  a  questo  p ro p o s ito  s o lo ."  I I  D es id e rio . p .  41, t r a n s .  by Mac
C lin to c k , p . 51.

28 " . . . d a  P ra tic o  A ris to s se n ic o  p iu  to s to ,  che da v e ro , & buono Teorico 
Tolom aico." I I  D es id e rio , p . 41, t r a n s .  by M acClintock, p .  51.

29 " . . . o l t r a  q u es to , non sono se  non d u i t a l i  A rc io rg an i c o s i acco q u e s t i  
nom inati da l u i ,  uno in  Roma f a t to  g ia  fa b r ic a re  d a l C ard ina le  d i  F e rra ra  
F e l .  mcmoria Zio d i  sua  A ltezza , & d i  esso  Don N ico la  b e n e fa t to re ,  & patrone  
s o t to  l a  cu ra  d i  l u i :  & u n 'a l t r o  sim ilm ente f a b r ic a to ,  pur s o t to  l a  cura 
d i  Don N ico la  in  M ilano, d o v 'e g l i  p o i morl l 'a n n o  seg u en te , doppo q u e llo  
a tro c iss im o  co n tag g io . . . . "  I I  D es id e rio , p .  41, t r a n s .  by M acClintock, 
p p . 5 1 f.

i
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they  re p re se n t an attem pt to  come to  term s w ith  th e  c r i t iq u e  le v e l le d  

a g a in s t polyphony by Vincenzo G a l i l e i .  B o t t r ig a r i  c e r ta in ly  knew G a l i l e i 's  

D ialogo d e l la  m usica a n t ic a .  e t  d e l l a  moderna. s in c e  he mentioned i t  in  

h i s  e a r l i e s t  m usical t r e a t i s e ,  I I  P a t r i c i o In I I  Melone Secondo he 

rep ea ted  some o f  th e  arguments a g a in s t  co u n te rp o in t when he answered 

Gandolfo S ig o n io 's  charge a g a in s t  V ic e n tin o 's  m adriga ls  to  th e  e f f e c t  

th a t  they  lacked co n tra p u n ta l in te n tiv e n e s s  and r e l i e d  too  much on homo

phony. C ontrapuntal in v e n tiv e n e ss , s a id  B o t t r ig a r i ,  g ives p le a su re  to  

p ro fe s s io n a l m usic ians, b u t n o t to  a l l  l i s t e n e r s .  B esid es, i t  makes th e  

t e x t  incom prehensible, c re a tin g  an im pression  o f  " th e  c h a t te r  o f  p leb e ia n s  

and base p erso n s"  (cicalam ento  d e l le  persone p leb ee . & v i l i ) . an im pres

s io n  im ita ted  by A lessandro  S tr ig g io  in  I I  c ica lam ento  d e l le  donne a l
31b u c a to t h is  parody o f Clement Ja n e q u in 's  Le Caquet des femmes. However, 

u n lik e  G a l i le i  o f  th e  D ialogo. B o t t r ig a r i  i s  n o t ready  to  ban polyphony 

a l to g e th e r .  He w ants to  avoid th e  excesses o f c o u n te rp o in t, b u t to  p r e 

se rv e  a t  th e  same time th e  Z a r lin ia n  id e a l  o f  "harm ony," th a t  i s ,  o f  

sim ultaneous movement o f  p a r t s ,  and he f in d s  th e  s u i ta b le  compromise in  

homophonic te x tu re  s in c e  i t  does n o t d e s tro y  harmony and i t  h e lp s  to  ex 

p re ss  the w ords. The p a r ts  may o c c a s io n a lly  abandon s t r i c t  homophony, but 

th ey  should no t do i t  to o  o f te n .  As th e  b e s t  example o f  what he has in  

mind B o t t r ig a r i  c i t e s  th e  m adriga ls o f  C ip riano  de Rore, " u n iv e rs a lly

esteemed to  be n o t o n ly  th e  most a r t f u l ,  b u t a lso  th e  most lo v e ly  and
.32p o lish ed  composer o f  m usic in  o u r tim e .

30C f. I I  P a t r i c io ,  p . 3 5 .
31C f. I I  Melone secondo. pp . 3 f .
32 "d a llo  u n iv e rsa l  consenso s tim a to  non solam ente i l  p iu  a r t i f i c i o s o :  ma
i l  p iu  leg g iad ro , & p o l i to  Componitore in  Musica d e ' n o s t r i  te m p i."  Ib id . . 
p p . 4 f .
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D esp ite  h i s  a ttem p ts  to  ach ieve a compromise between th e  id e a ls  

o f  harmony and o f  th e  ex p re ss io n  o f  th e  words, B o t t r ig a r i  was d e f in i te ly  

on th e  s id e  o f  th e se  m usic ians who f e l t  th a t  th e  u ltim a te  goal o f music 

was to  ex p ress  th e  p a ss io n s  o f  th e  t e x t .  He was a g a in s t  p u re ly  instrum en

t a l  m usic s in c e ,  b e in g  t e x t l e s s ,  i t  f a i le d  to  express th e  a f f e c t io n s :

To t h i s  v e ry  im portan t warning I  th in k  i t  b e s t  
to  add th a t  no co n cert o f  in strum ents should  ev er 
be g iv en  w ith o u t th e  a d d it io n  o f a  human v o ic e - -  
always a  v o ice  w ell s u ite d  to  th e  su b je c t o f  th e  
song . T his i s  to  avoid  th e  music and th e  co n cert 
b e in g  c a l le d  "mute” by conno isseu rs  and i n t e l l i 
g e n t l i s t e n e r s ,  o r as A r is to t le  c a l l s  i t ,  and 
P la to  c a l l s  i t  more c le a r ly  and b e t t e r  in  th e  
Laws, th e  "b a re"  sound o f  th e  C ith a ra  o r  th e  
A ulos, which th ey  say resem bles th e  sounds made 
by a n im a ls . T his is  because o f  th e  f a i lu r e  to  
ex p ress  th e  a f f e t t i  and because o f the  poor p ro 
n u n c ia tio n  o f th e  w ords. From th e  words, e sp e 
c i a l l y  when th ey  a re  w e ll mimed by a good m usi
c ia n , t r u ly  comes the  g re a t p a r t  o f  the  em otions 
a ro u sed  in  th e  minds o f  th e  l i s t e n e r s .33

I t  i s  to  be expected  from a  t h e o r i s t  who s id e s  w ith  th e  tre n d  o f 

m usical th o u g h t th a t  conceives o f  music p r im a r ily  in  term s o f  i t s  ex p re s 

s iv e  p o s s i b i l i t i e s  th a t  he w i l l  advocate th e  use o f  n o n -d ia to n ic  resou rces 

in  co m p o sitio n . B o t t r ig a r i  w i l l  n e t d isa p p o in t us in  t h i s  r e s p e c t .  In  

I I  Melone he ta k e s  is s u e  w ith  Z a r l in o 's  co n te n tio n  to  th e  e f f e c t  th a t
34in  th e  po lyphonic s ty le  o f  modern music pure chrom aticism  is  im p o ssib le .

33 "A q u es to  av ertim en to  im portan tissim o  stim o , che o ttim a  cosa s i a  c h 'io  
soggiunga, che non s i  debba f a r  giam ai concerto  alcuno d i  s tru m e n ti M”s i -  
c a l i  senza  d a r g l i  accompagnanento d i  una voce humana, & q u e lla  ben conforme 
sempre a l i a  m a te r ia  d e l l a  c a n t i le n a :  & c io  p e r  fu g g ire , che t a l e  Armenia;
& concento  non possa  da s a p iu t i  & i n t e l l i g e n t i  e s s e r  d e t t a  muta, & come 
A r i s to te le ,  & P la to n e  lo  chiam a. ci& h nudo suono d i  C ita ra ,  b d i  Aulo, 
con so g g iu n g erv i to s to  s im ig lia n te  a l l e  v o c i d e l le  b e s t i e ,  & c io  p e r  la  
manchezza d e l l a  e sp re s s io n e  de g l i  a f f e t t i  & d e l la  p ro n u n tia  d e l le  p a ro le ; 
d e l le  q u a l i ,  & massimamente essendo bene im ita te  d a l l 'E c c e l le n te  Musico 
n e l la  sua  c a n t i le n a ,  veram ente d e r iv a  i l  maggiore de t u t t i  i  commovimenti 
de g l i  anim i d e l le  persone a s c o l t r a t r i c i . "  I l  D es id e rio , p . 12, t r a n s .  
by M acClintock, p .  23.
34C f. I I  M elone. p p . 28-33 .
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He agrees w ith  Z arlino th a t no modern composer thus far was a b le  to  use  

pure chrom atic and enharmonic genera s u c c e s s fu l ly ,  but he does not th in k  

th at th is  i s  im p ossib le  and, as a p ro o f, he p resen ts  h i s  "purely chrom atic"  

madrigal " I l cantar novo."

Moreover, B o t tr ig a r i argues th a t th e  use o f  n on -d ia ton ic  genera  

i s  not on ly  p o s s ib le  but h ig h ly  d e s ir a b le . I t  was not fo r  noth ing th a t  

the a n c ie n ts , in  p a r tic u la r  P lu tarch , d escr ib ed  the m iraculous e f f e c t s  

th a t th ese  genera produced. The tru e  use o f  th ese  genera was fo r g o tte n  

a fte r  th e an cien t tim es not because th ey  were u s e le s s ,  but because o f  

th e ir  p e r fe c t io n . N on-d iaton ic genera were not as commonplace and na

tu ra l as th e d ia to n ic , they were a l l  produced by a r t ,  whose works are  

more d i f f i c u l t  than th e  products o f  n a tu re . F ortu n ate ly , th e knowledge 

o f  th ese  genera was preserved in  a n c ien t th e o r e t ic a l  w r itin g s  and as soon  

as th ese  are stu d ied  and understood p ro p er ly , th e  genera w i l l  be rev ived  

in  the same way in  which an cien t l e t t e r s ,  p a in tin g , scu lp tu re , and o th er  

a r ts  have been rev iv e d . This has not been accom plished u n t i l  today not 

because the n o n -d ia to n ic  genera are u s e le s s ,  but because th ey  arc not 

used p rop erly . In sh o r t, B o t tr ig a r i  v a lu es  th e  a r t i f i c i a l  and d i f f i c u l t  

n on -d ia ton ic  genera high above th e  d ia to n ic  and he connects th e  r e v iv a l  

o f  th ese  genera w ith  th e hum anistic r e v iv a l o f  ancient music and i t s  

m iraculous powers.

More c le a r ly  than most o f  h is  p red ecesso rs , Giovanni Maria A rtu si 

makes a d is t in c t io n  between an cien t and modern id eas o f the s tru c tu re  

o f  the gen era . The genera d escr ib ed  by Z arlino  are the genera o f  the  

a n c ie n ts . The tetrach ord  the l im it in g  s te p s  o f  which are common to  a l l  

three genera i s  f i l l e d  in  the d ia to n ic  genus by a major sem itone fo llow ed
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by two whole tones in  ascending o rd e r  ( fo r  example, B C D a ) . In  th e  

chrom atic te tra c h o rd  th e  t h i r d  d ia to n ic  s te p  i s  moved a  m ajor sem itone 

down producing an ascending s e r ie s  o f  a  m ajor and m inor sem itones f o l -  

lowed by a  m inor t h i r d  (B C C E) and a presum ably s im i la r  p ro cess  o f

low ering d ia to n ic  and chrom atic s te p s  produces th e  enharmonic te tra c h o rd
x  35c o n s is t in g  o f two d ie se s  follow ed by a  m ajor th i r d  (B B C E ) . As a  

r e s u l t  th e  a n c ie n t to n a l system  c o n s is ts  o n ly  o f th e  fo llow ing  s te p s  w ith in
v  i t  36

an o c tav e : B, B , C, C ,  D, E, E , F, F ,  G, A. Modern com positions,

however, use o th e r  s te p s  as w e ll ,  f o r  in s ta n c e , D®7, 1?^, E^, G^, A^, which
37do n o t belong to  th e  system . Contemporary composers c o n s id e r  each d ia 

to n ic  s te p  as being  capable  o f  sharpen ing  and f la t t e n in g  by means o f an
38a p p ro p ria te  a c c id e n ta l .  C le a r ly , th e  moderns understand  th e  genera 

d i f f e r e n t ly  from th e  a n c ie n ts .  Only th e  d ia to n ic  i s  common to  th e  a n c ie n t 

and modern system s. The essence o f  th e  modern chrom atic i s  th e  d iv is io n  

o f  th e  whole to n e  in to  two sem itones and th e  essence o f  th e  modern e n h a r

monic i s  th e  d iv is io n  o f th e  sem itone in to  two d ie se s :

Note th a t  one should  n o t co n sid e r th e  c o n s t i tu 
t io n  o f  the  th re e  geneva to  l i e  in  th e  d iv is io n  
o f th e  fo u r th , as was fo rm erly  done, bu t on ly  in  
th e  d iv is io n  o f  the  d ia to n ic  genus. The c o n s t i 
tu t io n  o f  th e  chrom atic genus l i e s  in  th e  d i v i 
s io n  o f  th e  whole tone and th a t  o f  th e  enharm onic, 
in  th e  d iv is io n  of th e  sem itone. One should  be 
d iv id ed  in to  two sem itones and the  o th e r  in to  a 
minor sem itone and a d ie s i s ,  a lthough  bo th  a re  
c a l le d  by th e  name o f d i e s i s . 39

33C f. L *A rtusi, f o l s .  I6 r-1 6 v .

36C f. i b i d . .  f o l . 2 0 r.

37C f. i b i d . ,  f o l s .  1 5 v -l6 r .

38
Cf. i b i d . ,  f o l .  I 6 r .
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Modern ch rom atic  and enharmonic te tra c h o rd s  do n o t c o n ta in  Incom poslte
40th i r d s  and in  t h i s  re sp e c t they  a re  s u p e r io r  to  th e  a n c ie n t .  A r tu s i 

r e c a l l s  th e  d eb ate  o f  V icen tino  and L u sitan o , c o r re c t ly  d e s c r ib e s  th e  

problem  a s  c o n s is t in g  in  w hether th e  th i rd s  were d ia to n ic  o r  n o t, and,
41l ik e  ev ery  t h e o r i s t  d iscu ssed  in  t h i s  d i s s e r ta t io n ,  takes L usitano*s s id e .  

A r tu s i 's  v e r d ic t  does n o t bespeak h i s  " in n a te  co n se rv a tism ,"  which " re b e lle d  

a g a in s t  th e  novel and v is io n a ry  concepts evoked by Don N ic o la 's  im agina

t i o n , "  as one h i s to r i a n  r e f le c t in g  modern m usico logy 's  somewhat o v e r-
42s im p lif ie d  p o r t r a i t  o f  A r tu s i th e  C o n se rv a tis t  would have i t ,  b u t ,  on 

th e  c o n tra ry , i t  shows th a t  in  th e  d eb ate  betw een th e  concept o f  th e  genera 

based on a n c ie n t  a u th o r i t i e s  and th e  concept based  upon th e  o b se rv a tio n  

o f  modern p r a c t ic e  th e  th e o r is t  was ready to  s id e  w ith  th e  modem id ea  

o f  th e  genera  and to  co n sid e r i t  s u p e r io r  to  th e  a n c ien t o n e .

On th e  o th e r  hand, A rtu s i i s  much le s s  e n th u s ia s t ic  about an o th er 

fe a tu re  which d i f f e r e n t i a t e s  modern p r a c t ic e  from th e  a n c ie n t one . The 

moderns, ta k in g  no heed o f  th e  "good r u le s "  (buone Regolel o f  th e  a n c ie n ts ,

d iv id e  each  d ia to n ic  whole tone b o th  by means o f  a  sharp  ( fo r  example,
i t  b

C C" D) and o f  a f l a t  ( fo r  example, C D D). As a r e s u l t ,  modem compo

s i t io n s  a r e  n o t p u re ly  d ia to n ic ,  o r  chrom atic , o r  enharm onic, bu t employ

39 "Et & da a v e r t i r e ,  che non s i  deve c o n s id e ra re  l a  C o n s titu tio n e  d e l l i  
t r e  g e n e r i ,  n e l l a  d iv is io n e  d e l la  D ia te ssa ro n , come d i  g i i  faeevano; rna 
so lam ente q u e lla  d e l genere D ia to n ico ; & l a  C o n s titu tio n e  d e l genere 
C rom atico, n e l la  d iv is io n e  d e l Tuono; & q u e llo  d e l lo  Enarmonico, n e l l a  
d iv is io n e  d e l Semituono: che l 'u n o  b isogna  d iv id e re  in  d u i Sem ituoni,
& l ' a l t r o  in  un Semituono m inore, & un D ie s is ,  se  bene sono am bidui co l 
nome d i  D ie s is  n o m in a ti."  I b id . .  f o l .  18v.
40C f. i b i d . .  f o l s .  18v-19r.

4 l C f. i b i d . .  f o ls .  37v -38 r.
42C f. Kaufmann, The L ife  and Works o f  N ico la  V icen tin o . p p . 173f.
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42
a m ixture o f  a l l  th ree  genera."" C onsequently, V icen tin o  was r ig h t to

a ffirm  th a t modern music mixes a l l  genera, even though he d id  so  for  th e

wrong reason s:

I  want to  t e l l  you in  co n c lu sio n  th a t Don N ico la  
was r ig h t to  a s s e r t  th a t the music which was sung 
and played was a m ixture o f  v a r iou s genera. But 
s in c e  he did not know th e true c a u ses , i t  was 
good th a t he lo s t  th e wager made w ith  L usitano.

Probably the most in te r e s t in g  a sp ect o f  A r tu s i's  theory was h is

c le a r  r e a l iz a t io n  th a t contemporary composers f a i l e d  to d if f e r e n t ia te

e ith e r  between th e  major and minor whole ton es or between th e  major and

minor sem ito n es . As regards th e whole to n es , a l l  instrum ents have them

eq u a l, and, according to  F rancisco S a lin a s  to  whom A rtu si approvingly
45r e f e r s ,  th e  whole tones used in  s in g in g  are a ls o  eq u a l. C lose o b ser 

v a tio n  o f  contemporary p r a c t ic e  rather than reading o f  o th er  th e o r is t s  

convinced A rtu s i th a t a ls o  sem itones used by modern composers were eq u a l. 

T his co n c lu sio n  fo llow ed  from the fa c t  th a t th e  moderns d iv id ed  in d is 

cr im in a te ly  every whole tone by means o f  both th e sharp and the f la t :

While I  con sid er  th a t th e  most modern p r a c t i
t io n e r s  do not reco g n ize  any d if fe r e n c e  between  
whole ton es nor between sem itones but d iv id e  a l l  
w ith  sharps and f l a t s , . . . I  a ls o  th in k  th at they  
them selves do not know what i s  th e tu n ing system  
th a t i s  sung and p layed , a lthough one can judge 
th a t th ey  th in k  th ey  fo llo w  A ristoxen u s, who had

43C f. L 'A rtu si, f o l s .  20r-20v, 3 7 r.

44 n"Voglio co n c lu d erv i che Don N ico la  havea ra g io n e , a te n e re  q u esta  Con-
c lu s io n e ; Che la  M usica, che s i  can ta  & suona s i a  una m escolanza, d i  d iv e r s !  
g e n e r i insiem e; ma i l  non s a p e r la  d i r e  p e r  le  sue cause propinque, l e  
fece ro  ben p e rd e re  l a  scomessa f a t t a  col L u s i ta n io ."  I b id . ,  f o l .  3 8 r .

45C f. i b i d . ,  f o l .  32v. A r tu s i r e fe r s  to  F ran c isco  S a lin a s , De Musica 
(M athias G as tiu s , 1577), l l l . x i i ,  PP. 135-139.
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d iv id e d  th e  whole tone e x a c tly  In to  two equal 
p a r t s .  The most c e r t a in  p ro o f o f  t h i s  w i l l  be 
p rov ided  by the  com position  fo r  two p a r t s  by 
Mr. A drian [ W il la e r t ] . . . .Not f a r  from i t  w i l l  
be many m adriga ls  by [Costanzo] P o r ta , C ipriano  
[de R ore], G a b r ie l l i ,  and so many o t h e r s . . . . *6

The f a c t  th a t  modern composers d iv id e  every  whole tone  in d isc r im in a te ly

by means o f  b o th  th e  sh a rp  and th e  f l a t  in d ic a te s  th a t  they  th in k  in  term s

o f  equal temperament in  which equal whole tones a re  d iv ided  in to  equal

sem ito n es . The most im portan t p ro o f i s  p rov ided  by W il la e r t 's  famous

"chrom atic  duo" ( i t  m ight in  f a c t  be c a l le d  "enharmonic q u a r te t" ) ,  Quid 
47non e b r i e t a s . The duo, r e l a t e s  A r tu s i ,  i s  n o ta te d  in  such a way th a t  

i t  seems to  end on a  seven th  ( e -d ' )  between th e  p a r t s ,  b u t in  f a c t  i t  

ends on an o c tav e  s in c e  th e  e has to  be read  as e ^  . The same con clu sio n  

was reached by th e  t h e o r i s t  G iovanni S pataro  in  h is  l e t t e r  o f  September 

9, 1524 ad d ressed  to  an o th e r t h e o r i s t ,  P ie tro  Aaron (and, l i k e  th e  duo 

i t s e l f ,  p r in te d  by A r tu s i) ,  excep t th a t  Spataro  assumed ( in c o r r e c t ly ,

'C e n tre  che io  vado considerando , che l i  p r a t i c i  p iu  Modern! non cono- 
scono d if f e re n z a  a lcu n a  de Tuoni, ne d i  Sem ituoni; ma t u t t i  d ividono con 

& t» ra o lli ,  . .  .vado anco pensando, che lo ro  s t e s s i  non conoscano qual 
s i a  q u e lla  s p e t ie  d 'H arm onia, che s i  C an ti, e Suoni; se  bene s i  pud iu d ic a re ,  
che habbino op in ione d i  s e g u ita re  A ris to ssen o , che d iv id e a  i l  Tuono apunto 
in  due p a r t i  e g u a li :  Argomento c e r t is s im o  ve ne dar^. q u e lla  C an tilen a
f a t t a  a due v o c i d i  M. A d r ia n o .. .  n£ s a rd  mol to  lon tano  da questo  m o lti 
M ad rig a l! d e l P o r ta ,  d i  C ip rian o , d e l G a b r ie l l i ,  & a l t r i  t a n t i  e t a n t i . . . . "  
L 'A r tu s i .  f o l .  20v.

47Artusi prints and discusses the piece in ibid., fols. 20v-25v. For 
modern discussions see Joseph S. Levitan, "Adrian Willaert's Famous Duo 
Quidnam ebrietas. A Composition which Closes Apparently with the Inter
val of a Seventh," Tijdschrift van de Vereniging voor Nederland3che 
Muziekgeschiedenis. XV (1939), 166-233; Edward E. Lowinsky, "Willaert's 
Chromatic 'Duo* Re-Examined," Tijdschrift van de Vereniging voor Neder- 
landsche Muziekgeschiedenis, XVIII (1956), 1-36; Lowinsky, "Echoes of 
Adrian Willaert's Chromatic 'Duo' in Sixteenth- and Seventeenth-Century 
Compositions," in Harold Powers, ed., Studies in Music History. Essays 
for Oliver Strunk (Princeton: Princeton University Press, 1968), pp.
183-238.
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according t o  A r tu s i)  th a t  th e  p ie c e  should b e  in terp re ted  in  th e  Pytha

gorean tu n ing  and conseq uently  proved th a t th e  f in a l  oc ta v e  was too large  

by a  comma. In  th e  Pythagorean tuning th e  w hole tone (fo r  example, D-E) 

i s  d iv id ed  in to  two unequal sem iton es, th e d ia to n ic  minor sem itone (fo r  

example, D-E^ o r  D^-E) and th e  chromatic major sem itone ( fo r  example,

D-D^ or E^-£**). When t h is  tu n ing i s  assumed, the double f l a t  low ers a 

s te p  by two major sem iton es, th a t i s ,  by an in te r v a l  a  comma la rg er  than 

the w hole to n e . C onsequently, Spataro concluded th a t th e f in a l  octave  

o f  th e  duo was to o  la r g e  by a comma. S p ataro's rea so n in g , argued A rtu si, 

was c o r r e c t ,  b u t h i s  as sumption o f  th e  Pythagorean tu n in g  for th e  duo 

was n o t . To assume th a t the duo presupposed th e  sy n to n ic  tim ing o f  Ptolemy 

(th a t i s ,  th e  ju s t  in to n a tio n ) was a ls o  in c o r r e c t , s in c e  in  t h is  tuning  

the double f l a t  lowered a  s te p  by an in te r v a l a comma sm a ller  than th e  

w hole to n e . S in ce  i t  i s  c le a r  th a t W illa er t wanted to  f in i s h  th e  p ie c e  

on a p e r fe c t  o c ta v e , concludes A r tu s i, he must have had presupposed a 

tuning system  i n  which a double f l a t  low ers a s te p  p r e c is e ly  by a whole 

to n e , th a t i s ,  a system  in  which th ere  i s  no d if fe r e n c e  between a d ia to n ic  

and chrom atic (or major and minor) sem iton es, th a t i s ,  th e A ristoxen ian

equal temperament used by fr e t te d  s tr in g  in stru m en ts. One cannot but
48agree w ith  t h i s  co n c lu s io n .

The example o f  th e  duo shows c le a r ly  th a t what A rtu si has in  mind 

when he c la im s th a t th e  in d iscr im in a te  d iv id in g  o f  every whole tone by 

both th e  sharp and th e f l a t  in  modern com position s shows th at th e ir  com

p osers th in k  in  terms o f  equal temperament i s  th e phenomenon c a lle d  today 

th e  enharmonic eq u iva len ce  o f  two n o te s . Only when equal temperament

A  Q

I t  was accep ted  by Lowinsky in  th e  a r t i c l e s  r e ferred  to  in  th e preced
ing fo o tn o te .
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i s  presupposed w i l l  be  e q u iv a le n t to  D, o r  to  . The exam ination  

o f th e  duo and o th e r  modern com positions convinced A rtu s i th a t  t h e i r  com

posers tre a te d  such d i f f e r e n t ly  n o ta te d  s te p s  as e q u iv a le n t and th a t  con

seq u en tly  they  must have presupposed equal tem perament.

The p r a c t ic e  o f  t r a n s p o s i t io n  i s  fo r  A r tu s i an o th e r p ro o f o f th e  

fa c t th a t  modern m usic presupposes equal tem perament. Many t r a n s p o s i t io n s  

a re  p o ssib le  only  in  th e  equal temperament and no t in  th e  ju s t  in to n a tio n . 

The range o f  t ra n s p o s it io n s  i s  l im ite d  on keyboard in stru m en ts  because o f 

t h e i r  unequal s e m ito n e s .^  In  sum, th e  m usic which uses  many a c c id e n ta ls  

would be f u l l  o f  im p erfec tio n s , i f  j u s t  in to n a tio n  were used . In  o rd er 

to  avoid th ese  im p e rfec tio n s , p a r t ic u la r ly  in  t r a n s p o s i t io n s ,  a  tun ing  

system is  re q u ire d  which d iv id e s  th e  o c tav e  in to  eq u al p a r ts  and in  f a c t  

such an equal temperament i s  used today , "even though th ey  [modern p ra c 

t i t io n e r s ]  n e i th e r  know i t  [ th e  equal tem peram ent], no r a re  a b le  to  ex 

p la in  i t . " 51

A r tu s i 's  claim  th a t  modern music presupposes eq u al temperament im

p l ie s  th a t  in  h is  view  th e  modern chrom atic d iv id es  a l l  d ia to n ic  whole 

tones in to  equal sem itones and th a t  th e  modern enharmonic could  be under

stood in  e x a c tly  th e  same way in  which i t  i s  understood  in  our own tim e , 

as th e  enharmonic equ iva lence  o f d i f f e r e n t ly  n o ta ted  s te p s .  T his i s  why 

A rtu s i can s t a t e  th a t  modern music mixes to g e th e r  a l l  th re e  genera, s in c e  

i t  d iv id es  in d is c r im in a te ly  every  whole tone by means o f  bo th  th e  sharp  

and the f l a t .

49
Cf. L 'A r tu s i. f o l s .  25v, 27v.

50C f. i b id . .  f o l s .  26 r-27v .

51,,8e bene e s s i  non l a  conoscono, ne sarmo e s p l i c a r l a . "  I b id . ,  f o l .  3 7 r . 
C f. a lso  i b i d . ,  f o l s .  30r-31v, 34r-34v, 36v-37r.
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Artusi was undoubtedly the £lrst to arrive at such a clear under

standing of the tonal system presupposed by the music of his contempor

aries. It has to be stressed, moreover, that Artusi not only states the 

fact that modern music presupposes equal temperament, but also In many 

places referred to above advocates this temperament as best suited for 

contemporary practice. However, his views on this subject are not entirely 

consistent. He starts his L*Artusi. overo delle Imperfettioni della moderna 

musica with a consideration, modelled on Bottrigari's II Desiderio. of the 

reasons why it is difficult for different types of instruments to create 

a good concert and comes to conclusions similar to Bottrigari's: Different 

types of instruments use different tuning systems. While the human voice 

and some wind instruments can sing and play in any system of tuning and 

temperament, the keyboard instruments have major and minor semitones

and the fretted instruments have equal semitones, this being the reason
52why the keyboard and fretted instruments should not perform together.

Normal keyboard instruments lack certain steps, for instance, avail

able only on Vicentino's archicerobalo which according to Artusi, was in 

the possession of Antonio Goretti of Ferrara at the time when the ficti

tious conversation recorded in his treatise supposedly took place, that 
53i s ,  in  l a t e  1598. A r tu s i does n o t make c le a r  w hether he approves o f  

such m u ltip le  d iv is io n s  as V ic e n tin o 's  and he e x p re s s ly  d isapproves o f  

equal temperament fo r  keyboard in s tru m en ts , s ta t in g ,  as Vincenzo G a l i le i

^ C f .  i b i d . ,  f c l s .  7 r , lO v - l l r .

53C f. i b i d . ,  f o l .  15v. C f. a ls o  B o t t r i g a r i 's  rem ark o f  1602: " . . . t h e
archicem balo o f the arch -m usic ian  N icola V icen tin o  t h a t ,  one re a d s , i s  
now in  hands o f  S ig . G oretto  in  F e r r a r a . . . . "  ( " . . . l o  archicem balo d e llo  
a rc im usico  N ico la  V icen tin o , che o ra  s i  legge e s se re  in  mano de l S ig . 
G oretto  in  F e r r a r a . . . . " )  L e tte r a  d i  F id e ric o  V e r d ic e l l i ,  f o l s .  138r- 
138v.
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b e fo re  him, t h a t  eq u a l temperament, when a p p lied  to  a  h a rp s ic h o rd , o ffends

th e  unaccustomed e a r :

I f  one could  b r in g  th e  h a rp sich o rd  to  th e  tem per
ament o f  equal whole tones and s im i la r ly  equal 
sem ito n es , one would h e a r  a  s tra n g e  harmony. I  
r e c a l l  having tempered a whole oc tav e  o f  a  h a rp 
s ic h o rd  w ith  a  lu te  as e x a c tly  as i t  was p o s s ib le ,  
b u t th e  sound, being  o u ts id e  o f i t s  n a tu r a l  tem
peram ent, offended th e  sen se  o f h ea rin g  exceed ing
l y .  54

Thus in  h i s  t r e a t i s e  o f  1600 A r tu s i  was n o t ready  to  endorse  equal 

temperament co m p le te ly . Moreover, in  th e  second p a r t  o f  th e  t r e a t i s e ,  

p u b lish ed  in  1603, A r tu s i  came to  c r i t i c i z e  c e r ta in  contem porary composers 

fo r  u s in g  in te r v a ls  such as th e  d im inished seventh  o r  th e  d im in ished  fo u rth  

in  v o ca l c o m p o s it io n s .^  Such in te r v a ls ,  b e in g  enharm onically  e q u iv a le n t 

to  th e  consonances o f  th e  m ajor s ix th  and th e  major t h i r d ,  were accep tab le  

in  m usic in ten d ed  fo r  e q u a lly  tempered in s tru m en ts , such as th e  lu te ,  b u t 

th ey  were f a l s e  and in a p p ro p ria te  in  v o cal m usic. C le a rly , in  1603 th e  

th e o r i s t  was no lo n g er ready  to  accep t th e  f a c t  th a t  a lso  vocal music 

cou ld  be  conceived in  term s o f  presupposed equal temperament and f e l l  

back  upon the  o ld  Z a r l in ia n  d o c tr in e  o f  n a tu r a l  (presum ably j u s t )  in to n 

a t io n  o f  v o cal m usic .

. . .a l th o u g h  [ th e  v o ice] may be b en t in  w hatever 
way, i t  cannot ju s t ly  d iv id e  th e  whole tone  in to  
two equal p a r ts  and s in g  th e se  in  such a  way th a t  
th e y  make th e  e f f e c t  heard  on in s tru m e n ts . I t

54
'^la se  s i  p o te s s e  r id u re  i l  Clavacembalo a l i a  tem pera tu ra  de g l i  Tuoni 

e g u a li ,  & l i  Sem ituoni sim ilm ente e g u a li ;  s e n t i r e s t i  una i n s o l i t a  Harmonia: 
ma mi racco rdo  d 'h a v e r  tem perato per una o t ta v a  i n t i e r a ,  in  q u e lla  maggior 
e s sa te z z a  che s i a  s t a to  p o s s ib i le ,  un Clavacembalo con un L iu to ; ma Sonato 
p e r  e s s e r  f u o r i  d e l l a  sua n a tu ra l  tem p era tu ra , o ffendeva oltram odo l 'u d i t o . "  
L ’A r tu s i .  f o l s .  27 r-27v .

55C f. Seconda p a r te  d e l l 'A r tu s i .  "Nona C o n s id e ra tio n e ," pp. 29-34.
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seems to  ne an e r r o r  th a t  th e  in v en to rs  o f  such 
confusions f i l l  paper w ith  th o se  th in g s  th a t  can
n o t be employed by n a tu re  w ithout i t s  o ffe n c e , 
only  to  appear o f  c le v e r  g en ius, no t tak in g  in to  
account th a t  n a tu r a l  th in g s  a re  d i f f e r e n t  from 
a c c id e n ta l o n e s .56

F a r th e r  on A rtu s i shows th a t  c e r ta in  in te r v a ls ,  d i f f e r e n t  in  vocal in to 

n a tio n , a re  id e n t ic a l  (o r, as  we say , "ehharm onically  e q u iv a le n t" )  in  

an  in s tru m e n ta l equal temperament in  which th e re  a re  o n ly  tw elve d i f f e r e n t  

in te r v a ls  .^ 7

A r tu s i 's  a t t i tu d e  tow ard equal temperament was unden iab ly  am bivalen t. 

I t  i s  to  h is  g re a t c re d it  t h a t  he recogn ized  th e  f a c t  th a t  t h i s  tem pera

ment was presupposed by th e  m usical p r a c t ic e  o f  h i s  con tem poraries, even 

though he was f in a l ly  ab le  to  accep t i t s  use on ly  in  in s tru m e n ta l music

and, p robab ly  under the in f lu e n c e  o f  h is  rev e red  te a c h e r  G ioseffo  Z a rlin o ,

a s s e r te d  th a t  the voice should  use a  " n a tu r a l ,"  presum ably j u s t ,  in to n a 

t io n  w ith  i t s  major and m inor sem ito n es .

O ther a sp ec ts  o f A r tu s i 's  th eo ry  which a re  o f  in t e r e s t  to  a  s tu d en t 

o f  chrom aticism  are  f a i r ly  c o n v e n tio n a l. L ike alm ost a l l  p re v io u s ly  d i s 

cussed th e o r i s t s ,  A rtu si i s  aware th a t  th e  use o f  a c c id e n ta ls  does not 

n e c e s s a r i ly  mean th a t a com position  i s  ch rom atic . I t  can be a  tra n sp o sed

d ia to n ic  w ork. Chromaticism i s ,  in  e f f e c t ,  in tro d u ced  on ly  vhen th e  ch ro -
58m atic  i n t e r v a l l i e  s e r ie s  i s  u sed . C onsequently , A r tu s i  c r i t i c i z e s  the

" . . . s e  bene puo [ la  voce] p ie g a r s i  dove le  p ia c e ;  non puo g iustam en te  
d iv id i r e  i l  tuono in  due p a r t i  e g u a li ,  e q u e lle  modulare in  m aniera che 
facc in o  q u e llo  e f f e t to ,  che ne g l 'in s t ro m e n t i  s i  sen to n o ; pero  mi pare  
e r ro re  che q u e lle  cose, che d a l la  n a tu ra  non possono e s se re  ad o p ra te  
senza sua  o f fe s a ,  t l ' i n v e n t o r i  d i  c o s i  f a t t e  c o n fu s io n i, ne vo g lin o  empire 
le  c a r te ,  so lo  per fare  i l  b e l l ' ingegno; non considerando , che a l t r e  sono 
l e  cose  n a tu r a l i ,  4 a l t r e  le  a c c id e n ta l i . "  I b id . ,  p . 31 .

57C f. i b i d . ,  pp . 32-34.

^®Cf. L 'A r tu s i .  fo ls .  I 6 r ,  1 7 r.
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a u th o r o f  I I  D esiderio , whom he c a l l s  B e n e ll i  accord ing  t o  th e  anagram used

in  th e  f i r s t  e d it io n  o f 1594, fo r  b e lie v in g  th a t  th e  term  "chrom aticism "

was d e riv ed  from th e  co lo red  b la c k  keys. Not o n ly  was i t  p o s s ib le  to

use th e  b la c k  keys and rem ain w ith in  th e  d ia to n ic ,  argued A r tu s i ,  b u t
59chrom aticism  was invented e a r l i e r  th an  keyboard . Any com position can

be tran sp o sed  upwards and downwards by any in t e r v a l .  T ra n sp o s itio n s  do

n o t change in te r v a l l i c  s tr u c tu r e s  used w ith in  a  com position  and consequently

can be only  seen , net heard

A r tu s i 's  d e s c r ip tio n  o f  the r e la t io n s h ip  betw een th e  genera uses

the  same terms th a t  F rancisco  S a lin as  used e a r l i e r

B esides, I  should  l ik e  you to  know th a t  th e se  
genera have among them selves t h i s  agreem ent and 
r e la t io n  th a t  th e  b e s t  has to  th e  b e t t e r  and th i s  
to  th e  good. The good can s tan d  by i t s e l f  and 
can e x is t  w ithou t th e re  being  a b e t t e r  and a  b e s t .
But th e  b e t t e r  can be b e t t e r  on ly  in  r e l a t io n  to  
th e  good, and th e  b e s t  cannot e x i s t  by i t s e l f  
w ithout th e  b e t t e r  and th e  good. Thus th e  good 
is  the o r ig in  and foundation  o f th e  b e t t e r  and 
th e  b e s t ,  and b o th  th e  good and th e  b e t t e r  f in d  
p e rfe c tio n  in  th e  b e s t .  Thus we say  th a t  fo r  our 
purpose the d ia to n ic  can s tan d  and e x is t  by i t 
s e l f ,  because i t  was c re a te d  by n a tu re  and was 
used fo r a long tim e in  i t s  n a tu r a l  b e in g .. . .O n e  
sees th a t  t h i s  [chrom atic genus] can in  no way 
stand  by i t s e l f  a lone w ithou t th e  d ia to n ic ,  s in ce  
i t  i s  nothing b u t a  compressed d ia to n ic .  Because 
i t  m o ll if ie s  the  harshness o f  th e  l a t t e r ,  i t  
acquired th e  name o f  th e  b e t t e r  and more p e r f e c t .
S im ila rly , th e  enharmonic cannot e x i s t  by i t s e l f ,  
because i t ,  l i k e  the  chrom atic , i s  b u i l t  upon th e  
d ia to n ic , b u t i t  i s  more compressed than  th e  ch ro 
m a t i c .^

59C f. i b i d . .  f o l s .  I6v-17r and B o t t r ig a r i ,  I I  D e s id e rio , pp . 2 2 f. 

^®Cf. L 'A r tu s i .  f o ls .  27v-29r.

^*C f. p .  95 above.
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A r tu s i 's  a t t i t u d e  tow ard chrom atic experim ents i s  c e r ta in ly  nega

t i v e :  "Who leav es  an o ld  road fo r  a  new one i s  o f te n  d e ce iv ed ,"  he says,

q u o tin g  a  popu lar p ro v erb . "T his happened to  D. N ico la  V icen tin o , who

wanted to  in tro d u ce  in to  s in g in g  a l l  th re e  genera  b u t,  because o f th e

d i f f i c u l t y  o f  such a  th in g  and th e  l i t t l e  p le a su re  i t  gave th e  sense o f
63h e a r in g , he d id  not have th e  happy success he e x p e c te d . . . . "  T h is , how

e v e r , does n o t mean th a t  A r tu s i  would ban th e  use o f  n o n -d ia to n ic  s te p s  

a l to g e th e r .  H is a t t i t u d e  tow ard chrom aticism  i s  in  f a c t  v e ry  s im i la r  to  

Z a r l in o 's .  N on -d ia to n ic  s te p s  may be used tem p o ra rily  and a c c id e n ta l ly ,  

s in c e  such use does no t make a  com position n o n -d ia to n ic . But when one 

p a r t i c u la r  n o n -d ia to n ic  s te p  i s  used too  p e r s i s te n t ly  o r  when a  whole

chrom atic i n t e r v a l l i c  s e r ie s  i s  employed, t h i s  in d ic a te s  th a t  th e  ch ro -
64m atic  genus has been in tro d u ced  and th a t  th e  com position mixes g en era .

62 "O ltra  d i  questo  v o g lio  che s a p p ia te ,  che q u e s t i  g e n e r i hanno t r a  d i  
lo ro  q u e lla  conveaienza, & r i s p e t to  che ha l 'o t t im o  a l  m ig lio re ; & questo  
a l  buono; puo s ta r e  i l  buono da se  so lo , & pub haver l 'e s s e r e  senza che 
v i  s i a  i l  m ig lio re , e l 'o t t im o ;  ma i l  m ig lio re , non pub e s s e r  m ig lio re , 
se  non r i s p e t to  a l  buono; ne l 'o t t im o  pub da se  s te s s o  haver l 'e s s e r e ,  
senza i l  m ig lio re  e  i l  buono: E s t a  i l  buono adunque come p r in c ip io ,  e
fondamento d e l  m ig lio re , & d e l l 'o t t im o ;  e '1 buono, & i l  m ig lio re  hanno 
p e r f e t t io n e  n e l l 'o t t im o .  C osi diciam o a l  p ro p o s ito  n o s tro , che i l  D iaton ico  
pub s ta r e ,  & ha l 'e s s e r e  da se  s o lo ;  perche e g l i  e c rea to  d a l la  n a tu ra ,
& p e r  m olto tempo e  s ta to  e s s e r c i ta to  n e l l 'e s s e r  suo n a t u r a l e . . . .Q uesto 
[genere Cromatico] s i  vede che non pub s ta r e  in  modo alcuno p e r se  s o lo , 
sen za  i l  D ia to n ico ; non essendo l u i  a l t r o  che i l  D iatonico  in sp e s s a to :
& perche m o l l i f ic a  l a  d u r i t i e  d i  q u e llo , d i  a u i  e , che s 'a c q u is to  i l  nome 
d i  m ig lio re  & p iu  p e r f e t t o .  L'Enarmonico sim ilm ente, non pub p e r se s te s s o  
h av e r l 'e s s e r e ;  perche questo  e t  q u e llo  sono f a b r i c a t i  so p ra  i l  D ia to n ico , 
ma questo  e p iu  spesso d e l  C rom atico ."  L 'A r tu s i .  f o l .  1 9 r. Cf. a lso  
i b i d . ,  f o l s .  37 r-37v .
63 "Chi l a s c ia  l a  v ia  v ecch ia  p e r  la  nova, spesso  ingannato  s i  r i t r o v a .
I l  che in trav en n e  a  D. N ico la  V icen tin o , che s i  provo d i  v o le re  in tro d u r re ,  
che t u t t i  t r e  l i  g e n e r i s i  c a n ta s se ro , l a  qual cosa per la  d i f f i c o l t a  su a ; 
e p e r  i l  poco p la c e re , che ne r ic e v e a  i l  senso d e l l 'u d i t o ,  non hebbe quel 
f e l i c e  su ccesso , che s i  p e n s a v a .. . . "  Seconda p a r te  d e l l 'A r tu s i .  p .  4 .
64C f. L 'A r tu s i .  f o l .  1 6 r.
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Artusi reproaches composers for making such mixtures, since he considers
65them to serve no purpose but to satisfy a composer's whim. The chro

maticism was introduced to mollify the harshness of the diatonic or, more 

specifically, to supply consonances on such diatonic steps where these 

are ordinarily m i s s i n g T h a n k s  to these additional consonances chro

matic steps can enrich the harmony of a composition; they should thus orna-
67ment the diatonic genus, not destroy it.

Like Zarlino, who used to call compositions of the chromaticists
68derisively "your whims" (vostrl Capricei). Artusi accuses those who 

use chromatic steps more boldly than he preferred, of using them for no 

puzpose but to satisfy their whims (per scapriciarsi) It was an accu

sation of this kind that Claudio Monteverdi had in mind when he claimed 

"that I do not compose my works at haphazard."7® A modern composer, like 

those of old, declared Monteverdi, "builds upon the foundation of truth."7  ̂

His practice, like the practice of older masters, is based upon certain

65C f. e . g . ,  i b i d . ,  f o l s .  1 5 r - l6 r , 20v.

66C f. i b i d . ,  f o l s .  37v and 16r.

67C f. i b i d . , f o ls -  48r-48v .

68 Sopplim enti m u s ic a li  (Venice: F rancesco de* F ra n ce sch i, Sanese, 1588),
Book VI, Ch. 9 , p . 265.

^ L *A rtusi, f o l .  16r .  C f. a lso  i b i d . , f o l .  20v.

7®"...ch'io non faccio le mie cose a caso...." Claudio Monteverdi, Letter 
prefacing his II quinto libro de madrigali a cinque voce (Venice: Ricciardo
Amadino, 1605), reprinted in Monteverdi, Lettere. dediche e prefazioni. 
p. 391, trans. in Strunk, op.cit., p. 406.

^ " . . . f a b r i c s  so p ra  l i  fondam enti d e l la  v e r i t a . "  M onteverdi, o p . c i t . .  
p. 392, t r a n s .  in  S trunk , op . c i t . ,  pp . 411f.
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principles, but these principles differ from those that guided the older 

practice. Monteverdi contrasted the newer, second practice which, as his 

brother explained, "was first renewed in our notation by Cipriano de Rore..., 

was followed and amplified, not only by the gentlemen already mentioned 

[that is, "the Signor Prencipe di Venosa, Emilio del Cavaliere, Count 

Alfonso Fontanella, the Count of the Camerata, the Cavalier Turchi, Pecci, 

and other gentlemen of that heroic school"], but by Ingegneri, Marenzio, 

Giaches de Wert, Luzzasco, likewise by Jacopo Peri, Giulio Caccini, and 

finally by loftier spirits with a better understanding of true art...," 

with the older, first practice "finally perfected by Messer Adriano with 

actual composition and by the most excellent Zarlino with most judicious 

rules."72 in technical terms, the difference between the two practices 

lies in the different manner of employing consonances and dissonances in 

counterpoint. These different manners of composing, however, are influenced 

by fundamental aesthetic considerations. Giulio Cesare Monteverdi explained

that
By First practice he [Claudio Monteverdi] under
stands the one that turns on the perfection of 
the harmony, that is, the one that considers the 
harmony not commanded, but commanding, not the 
servant, but the mistress of the words....By Second 
Practice.. .he understands the one that turns on the 
perfection of the melody, that is, the one that

72"...e stato il prime rinovatore ne nostri caratteri il Divino Cipriano 
Rore,...seguitata, e ampliata, non solamente da li Signori detti, ma dal 
Ingegneri, dal Marenzo, da Giaches Wert, dal Luzzasco, e parimente da 
Giaccopo Peri, da Giulio Caccini e finalmente da li spiriti piu elevati, 
e intendenti de la vera arte,..." "...perfettionata ultimamente da Messer
Adriano con l'atto prattico, e dal Eccellentissimo Zarlino con regole 
giudiciosissime;" Giulio Cesare Monteverdi, "Dichiaratione della lettera 
stampata nel quinto libro de suoi madrigali," in Claudio Monteverdi, 
Scherzi music.ili a tre voci (Venice: Ricciardo Amadino, 1607), reprinted

rim uH n M onteverdi.' 1 ettere. dediche e prefazioni, p. 399, trans. in 
Strunk, op.clt.t p. 408.
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c o n s id e rs  harmony n o t commanding, b u t commanded, 
and makes th e  words th e  m is tre s s  o f  th e  h a rm o n y .. . . '3

The "melody" in  th e  above passage i s  th e  union  o f  th e  w ords, th e  harmony,

and th e  rhythm . R e fe rr in g  to  P l a to 's  R epub lic . 3T8D, M on teverd i's  b ro th e r

e x p la in s  th e  term :

Of t h i s  [melody] P la to  speaks as fo llo w s: "The
song i s  composed o f  th re e  th in g s :  th e  w ords,
th e  harmony, and th e  rhythm "; and, a  l i t t l e  
f u r th e r  on : "And so o f  th e  ap t and th e  unap t,
i f  th e  rhythm  and th e  harmony fo llow  th e  words, 
and n o t th e  words t h e s e . "74

Thus in  th e  M onteverdian o p p o s itio n  o f  th e  f i r s t  and second p r a c t ic e  one

has to  see  n o t on ly  two d i f f e r e n t  co n tra p u n ta l s ty l e s ,  b u t more fundam entally ,

th e  same o p p o s it io n  w hich, as I  have in d ic a te d  b e fo re , u n d e r lie s  th e  whole

l a t e  s ix te e n th -c e n tu ry  I t a l i a n  th eo ry , th e  o p p o s itio n  between th e  id ea

o f  m usic as harmony and as  a  medium ex p ress in g  th e  w ords.

A r tu s I ,  l i k e  Z a rlin o , whom M onteverdi p o in ted  o u t as th e  c o d if ie r  

o f  th e  f i r s t  p r a c t i c e ,  defends th e  id ea  o f  music as "harm ony," as an  in 

dependen t, a b s t r a c t  to n a l  o rd er governed by consonant r e la t io n s  between 

sounds and betw een m e lo d ie s . This harmony b r in g s  p le a su re  which i s  the  

aim o f  m usic:

73 "prim a p r a t t i c a  in te n d e  che s i a  q u e lla  che v e rsa  in to rn o  a l i a  p e r fe t t io n e  
d e l arm onia; c io e  che co n sid e ra  l 'a rm o n ia  non comandata, ma comandante, 
e  non s e rv a  ma s ig n o ra  d e l o r a t io n e , . . . .Seconda p r a t t i c a , . . .in te n d e  che 
s i a  q u e l la  che v e rsa  in to rn o  a l i a  p e r f e t t io n e  d e l la  m elodia , c ioe  che 
co n s id e ra  l 'a rm o n ia  comandata, e non comandante, e p e r  s ig n o ra  d e l l ' a r 
monia pone 1 'o r a t i o n e , . . G iu lio  Cesare M onteverdi, op . c i t . , pp . 3 9 8 f .,  
t r a n s .  in  S trunk , o p . c i t ♦, pp . 4 0 8 f.

74 " . . . d e l  che p arlan d o  P la to n e , d ic e  q ueste  p a ro le , Melodiam ex t r ib u s  
c o n s ta re , o ra t io n e ,  harm onia, Rithmo e poco pit} a basso  Quin e tiam  consonum 
ipsum e t  dissonum  ecdem modo, quando-quidem Rithmus e t  Harmonia orationem  
s e q u ltu r  non ip sa  o r a t io  Rithmum e t  Harmoniam s e q u i tu r ."  G iu lio  Cesare 
M onteverdi, o p . c i t . .  p . 396, t r a n s .  in  S trunk , o p .c i t . ,  pp . 4 06f.
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The goal o f  th e  m usician  and th a t  o f  th e  poet a re  
a l l  o n e ... .T h e  goal o f  th e  poet i s  to  be u se fu l 
and e n te r ta in in g .  Hence th e  goal o f  the  s in g e r  
o r  p la y e r  i s  to  be u s e fu l  and e n te r t a in in g .75

The H ora tian  p recep t to  u n ite  th e  d e l ig h tfu l  w ith  th e  p r o f i ta b le  was a lso  

p o in te d  o u t as th e  goal o f  music by Z a r l in o ,7** and we have seen  h is  opo- 

n e n t G a l i le i  c r i t i c i z in g  modern music fo r seek ing  no o th e r  aim than  p le a 

su re  o f  th e  se n se . Answering a l e t t e r  o f  M on tev erd i's  d efen d er, L 'O ttuso

Accademico, A r tu s i  exp la ined  th a t w h ile  th e  a n c ien t music had th e  power

to  move a f fe c t io n s ,  modem music could  n o t ach ieve t h i s  b u t could b rin g  
77p le a s u re .  A r tu s i  must have s a id  th i s  in  answer to  L 'O ttu s o 's  claim

th a t  th e  new manner of com position was designed  to  e x c i te  p a s s io n s . In

f a c t ,  in  h is  second l e t t e r  L 'O ttuso  ex p la in ed :

However, i f  i s  n o t n ecessa ry  fo r  t h i s  m usic to  
e f f e c t  the  m irac le  o f  r a i s in g  th e  dead . I t  w i l l
c e r ta in ly  cause an a f f e c t io n ,  th a t  i s ,  a  d e s ir e
by th e  n o v e lty  o f  i t s  p a r t  m o v e m e n t . . .  . 7 8

When M onteverdi says th a t  in  th e  second p r a c t ic e  th e  words a re  the  m is

t r e s s  o f  th e  harmony and rhythm he advocates th e  id ea  o f music subord inated  

to  th e  ex p ress io n  o f th e  te x t  o r ,  more p r e c is e ly ,  to  th e  ex p ress io n  o f 

th e  p assio n s  conveyed by th e  t e x t .  tfh ile  th e  m usic o f  th e  f i r s t  p r a c t ic e  

was to  u n i te  th e  d e l ig h tfu l  w ith  th e  p r o f i ta b le  and had th e  concept o f

" I I  f in e  d e l Musico, e qu ello  d e l P oeta  t u t t o  h u n o . . . . I l  f in e  d e l P oeta  
^  d i  g io v a re , & d i l e t t a r e ;  adunque q u e llo  d e l C antore , o Sonatore sa rh  
d i  g io v a re , & d i l e t t a r e . "  L 'A r tu s i .  f o l s .  4 r-4 v .

76C f. Le I s t i t u t i o n j  harmoniche (V enice: n .p . ,  1558), P a r t I ,  Chs. 3 -4 , pp.
8 f f .

77C f. Seconda p a r te  d e l l 'A r tu s i .  p .  10.

78 *"Non e perb n e c e s sa r io , che q u es ta  Musica fa c c i  i l  m iraco lo  d i s u s c i ta r  
m o r ti ;  cag ionera  bene a f f e t t o ,  c io e  d e s id e r io  con l a  n o v ita  d e l la  sua  
m o d u la tio n e .. . . "  I b id . ,  p . 17.
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"harmony” a t  i t s  c e n te r ,  th a t  o f  th e  second p ra c t ic e  was to  move th e  a f 

fe c t io n s  and to  su b o rd in a te  th e  "harmony” to  t h i s  g o a l.

Behind the  second p r a c t ic e  was th e  d e s ir e  to  g ive  music th e  a f f e c 

t iv e  power i t  was supposed to  have had in  a n c ie n t tim e s . But u n lik e  

G a l i l e i  o f  th e  D ialogo. n e i th e r  M onteverdi nor h is  d efenders  were i n t e r 

e s te d  in  re c o n s tru c tin g  a n c ie n t com positional te c h n iq u e s . L 'O ttu so  ex

p re s s ly  s a id  in  h is  l e t t e r  th a t  new music " w ill  cause an  a f f e c t i o n . . .by

th e  n o v e lty  o f  i t s  melody" and th a t  i t  was im portan t to  inven t new d ev ices
79r a th e r  th an  to  im ita te  th e  a n c ie n t o n es . L ike V icea tin o  b e fo re  him, 

M onteverdi hoped th a t  n o v e lty  r a th e r  th a n  a n tiq u a r ia n  re c o n s tru c tio n  w il l  

renew m u sic 's  em otional e f f e c t iv e n e s s .

79C f. i b i d . .  p . 19.
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CHAPTER IV

CONCLUSION

The second half of the sixteenth-century was a period of incessant 

musical polemics, starting with the debates among Vicentino, Lusitano, 

and Danckerts, continuing with Zarlino's attacks on Vicentino and later 

with his polemic with Galilei, and culminating in Artusi's many-sided 

controversies with Galilei, Bottrigari, and Monteverdi. The theorists 

of that time were able to define their positions most clearly \riien they 

were defending them against those of other theorists. The incessant de

bates were not mere explosions of quarrelsome characters. What seems to

day an indecently acrimonious wrangle may have been a perfectly acceptable 

manner of debating at the time; the issues were felt strongly,because 

they were truly important.

it. theorists were divided over some issues, there were also nu

merous points of agreement. These points of agreement, often unstated 

but accepted silently as presuppositions of an argument, are of particu

lar interest to us, since they make possible, at least to a certain ex

tent, a reconstruction of the way in which music was commonly heard and 

experienced at the time. Such a hypothetical reconstruction (to be under

taken presently) is necessary, if the technical function of late sixteenth- 

century chromaticism is to be explained. I believe that it should take

197

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



198

into consideration the late-Renaissance inodes of musical experience as 

they are revealed by contemporary theory, but should not be afraid to 

go beyond the conceptual framework proposed by this theory when it does 

not make the experience fully conscious, when it does not explain it 

adequately.
It is my first assumption that a sixteenth-century musical work 

is a unified, coherent whole and that to understand it is to grasp the 

principle of this unity and coherence, to demonstrate what makes this 

particular collection of various pitches a unified, coherent, and mean

ingful organization.

My second assumption is that in the sixteenth century this coherence is 

primarily the result of tonal organization, that is, the organization of various 

pitches, and that the organization of other values (temporal, dynamic, andtimbral), 

although it may contribute to the overall coherence, is less essential. The co

herence of a sixteenth-century work must be grasped primarily in terms of its tonal 

organization. It is necessary to recognize that chromaticism is one aspect 

of tonal organization. To understand the function of chromaticism within 

tonal organization, one has first to understand the basic principles of 

the sixteenth-century tonal organization itself.

My third assumption is that these basic principles of tonal organi

zation are pre-compositional, that they are common to all, or most, 

sixteenth-century compositions and are taken for granted by composers 

even before they start to write. These basic principles will be called 

the tonal system, that is, the set of all pitches and intervals available 

to a composer and the way in which it is pre-compositionally organized.

Since sixteenth-century music does not know an absolute pitch-

L      ..............
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determ ined p o in t in  th e  p itch -co n tin u u m ), b u t on ly  r e l a t i v e ly ,  by i t s  

i n t e r v a l l i c  r e la t io n s  w ith  o th e r  p i tc h e s .  To avoid con fusion  w ith  modern 

term ino logy , I  have used th e  term  s tep  f o r  such a  r e l a t i v e ly  d efin ed  p i tc h .  

I t a l i a n  t h e o r i s t s  o f  th e  e ra  used th e  term  " s t r in g "  (corda) in  t h i s  sen se .

S ince s te p s  a r e  d e fin ed  by means o f  in t e r v a ls ,  and n o t th e  re v e rse , 

i t  fo llow s th a t  in te rv a ls  a re  lo g ic a l ly  p r io r  to  s te p s  and th a t  i t  i s  

p o s s ib le  to  d iscu ss  th e  to n a l system  e n t i r e ly  in  term s o f  in te r v a ls ,  th a t  

i s ,  as a  s e t  o f  a l l  in te r v a ls  a v a i la b le  to  a  composer ( th a t  i s ,  th e  gamut) 

and i t s  p re -co m p o s itio n a l o rg a n iz a tio n . Octave eq u iv a len ce  i s  b a s ic  to  

th e  s ix te e n th -c e n tu ry  i n t e r v a l l i c  system ; two in te r v a ls  d i s ta n t  by an octave a re  

e q u iv a le n t and, consequen tly , two s te p s  d i s t a n t  by an o c tav e  a re  eq u iv a len t 

I t  fo llow s th a t  th e  gamut c o n s is ts  o f  a l l  in te rv a ls  p o s s ib le  w ith in  th e  o c tav e .

What i s  th e  gamut o f  s ix te e n th -c e n tu ry  m usic? The n o ta tio n  used 

a t  th e  tim e employs seven d ia to n ic  ( th a t  i s ,  unsharpened and u n f la tte n e d )  

n o te s  w ith  th e  p o s s i b i l i t y  (a t  l e a s t  th e o r e t ic a l )  o f  chrom atic low ering 

and r a i s in g  o f  each , o r  m ost, o f  th e se  n o te s  by means o f  a f l a t  o r  a sh a rp . 

C e r ta in ly  more th an  tw elve, and p o ss ib ly  even a l l  tw en ty -one, d i f f e r e n t  

n o te s  a re  used in  p r a c t i c a l  so u rc e s . Although i t  can be reaso n ab ly  a s 

sumed th a t  th e  m usicians o f  th e  R enaissance were a b le  to  n o ta te  a l l  th e  

s te p s  and in te r v a ls  they  were u s in g , i t  does not fo llow  th a t  a l l  d i f f e r 

e n t ly  n o ta te d  s te p s  and in te r v a ls  were indeed d i f f e r e n t .  I t  i s  not in 

conceivab le  th a t  i t  was p o s s ib le  to  n o ta te  th e  same s te p s  and in te rv a ls

^This i s  a t t e s t e d  p r im a r ily  by th e  fa c t  th a t  in te r v a ls  d i s ta n t  by an o c 
tav e  a re  used s im i la r ly  in  s ix te e n th -c e n tu ry  c o u n te rp o in t.  The ex is ten c e  
o f  o ctave eq u iv a len ce  i s  im plied  by many t h e o r i s t s ,  bo th  "co n se rv a tiv e"  
and " p ro g re s s iv e ."  C f. e .g .  C h ise l in  D anckerts, T r a t ta to  sopra ur.a d i f 
f e r e n t ia  m usica le . Rome, B ib lio te c a  V a l l i c e l l i a n a ,  Ms. R. 56, P a rt I I I ,
Ch. 3, f o l . 408r; Vincenzo G a l i l e i ,  T r a t ta to  d e l l 'A r te  d e l C ontrapunto, 
F lo ren ce , B ib l .  Naz. C e n t.,  Ms. G al. 1, f o ls .  6 5 v -6 6 r. C f. a lso  pp. 5 f .  
above.
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in  s e v e ra l  d i f f e r e n t  ways.

I  b e l ie v e  th a t  t h i s  was indeed th e  case . This can be  dem onstrated  

by th e  e x is te n c e  o f  p ie c e s  which use what i s  c a lle d  today enharm onically  

e q u iv a le n t form o f n o ta t io n , th a t  i s ,  which show th a t  th e  same s te p  can 

be n o ta te d  in  s e v e ra l  d i f f e r e n t  ways. An example which comes im m ediately 

to  mind i s  A drian W i l la e r t 's  chrom atic  duo Quid non e b r ie ta s  d iscu ssed  

in  th e  p reced in g  c h a p te r .  I t  w i l l  be re c a lle d  th a t  th e  p ie ce  i s  n o ta te d  

in  such a  way th a t  i t  seems to  end on a seventh  E-D between th e  te n o r  

and so p ran o . I t  i s  s ig n i f i c a n t  th a t  although contem porary t h e o r i s t s  d i s 

ag reed  on how to  in te r p r e t  th e  p ie c e , th e re  was no d isagreem ent on one 

p o in t :  a  double f l a t  had to  be a p p lie d  to  the  t e n o r 's  f in a l  E accord ing

to  m usica f i c t a  r u le s  so  th a t  th e  p iece  might end on th e  o c tav e  D-D, as 

W illa e r t  had in ten d ed . T his was th e  o p in io n  of bo th  Spataro who in te rp r e te d  th e  

p ie c e  acco rd in g  to  Pythagorean tu n in g  system  and A r tu s i who argued th a t  

an in te r p r e ta t io n  accord ing  to  A ris to x en ian  temperament was a p p ro p r ia te .

I t  fo llow s th a t  E ^ and D were commonly considered  to  be e q u iv a le n t in  

p r in c ip le ,  even though n o t n e c e s s a r i ly  in  every tu n in g  system . More 

g e n e ra l ly ,  double f l a t s  (o r sh a rp s) lowered (o r r a is e d )  a  n o te  so th a t  

i t  was e q u iv a le n t to  a  d ia to n ic  n o te  a  whole tone low er (o r h ig h e r)  .

T h is common assum ption had, as A r tu s i dem onstrated, one s e r io u s  p re su p 

p o s i t io n :  i t  presupposed th a t  an  a c c id e n ta l lowered o r r a is e d  a n o te

by e x a c tly  one h a l f  o f  a  whole to n e . Thus i t  can be fu r th e r  deduced from 

W i l l a e r t 's  example th a t  i f  among two d ia to n ic  no tes  d i s t a n t  by a whole 

t r  e th e  lower one was sharpened and th e  h ig h e r f la t te n e d ,  th e  r e s u l t  

would be an  enharm onically  e q u iv a le n t n o ta tio n  o f one s te p .  That t h i s  

was indeed so can be dem onstrated  by an unambiguous example o f  such en

h a rm o n ica lly  e q u iv a le n t n o ta tio n  in  Luca M arenzio 's  famous m adrigal 0 v o i
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There can be l i t t l e  doubt t h a t  th e  v e r t i c a l  in te r v a ls  n o ta ted  as A^-G11, 

D^-C#, and G^-F^ ( a l l  on s tro n g  b e a ts )  a re  in ten d ed  to  re p re s e n t consonant 

o c ta v e s  and t h e i r  e q u iv a le n ts .

Such examples o f  enharm on ically  e q u iv a le n t n o ta t io n  dem onstrate 

th a t  even i f  m usicians used n o ta t io n  which allow ed f la t t e n in g  and sh a rp en 

ing  o f  a l l  seven d ia to n ic  n o te s , in  f a c t  o n ly  tw elve d i f f e r e n t  e q u id is ta n t

s te p s  and tw elve d i f f e r e n t  in te r v a ls  ( th e  sem itone and i t s  m u ltip le s )
3

were employed. D if fe re n t ways o f  n o ta t in g  a  s te p  r e f le c te d  d i f f e r e n t  

ways in  which a s te p  was u sed . In  p a r t i c u l a r ,  a f t e r  a sharpened no te

Quoted from th e  modern e d i t io n  in  Luca M arenzio, Sffmtliche Werke. ed . 
by A lfre d  E in s te in , V ol. I (L e ip z ig : B re itk o p f & H S rte l, 1929), p p . 6 9 f .
The m adrigal o r ig in a l ly  appeared in  M arenzio, I I  secondo l ib ro  de m adri
g a l i  a cinque voci (V enice: Angelo Gardano, 1581).

3
Some examples o f  enharm onically  e q u iv a le n t n o ta t io n  in  music o f  Gesualdo 

and h i s  contem poraries a re  d iscu ssed  in  C arl D ahlhaus, "Domenico B e l l i  
und d e r  chrom atische K ontrapunkt uci 1600," Die M usikforschung, XV (19621. 
315-340. ---------------------------- --------------------
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one could  expect a co n tin u a tio n  o f  the m elodic movement upward and a f t e r  

a f la t te n e d  note th e  r e v e r se , i f  th e m elodic movement was s te p w ise . Sim i

la r ly ,  i f  a composer had to  choose between a norm ally n o ta ted  m elodic con

sonance versus e. norm ally n o ta ted  v e r t ic a l  consonance, he u s u a lly  made 

th e  ch o ice  in  favor o f  th e  form er. These, however, were ju s t  n o ta tio n a l  

ten d en cies  and one should not exp ect them to  be ap p lied  v ery  c o n s is t e n t ly .

The q u estion  o f  th e  r e la t io n s h ip  between th e to n a l and tuning s y s 

tem should  be d iscu ssed  h e r e . The to n a l system  i s  to  a la r g e  ex te n t in 

dependent o f  a s p e c i f i c  tu n ing system  th a t i s  a p p lie d . S ix teen th -cen tu ry  

th e o r is t s  show th a t id e n t ic a l  in t e r v a l l i c  s tr u c tu r es  o f  th e  to n a l system  

( fo r  in sta n ce , th e  genera) may be tuned in  many d if fe r e n t  w ays. Moreover, 

i t  i s  a well-known fa c t  th a t se v e r a l tim ing system s were used throughout 

th e  s ix te e n th  cen tu ry . B e s id e s , even today p r a c t ic a l in to n a tio n  o f  in 

te r v a ls  in  performance can vary to  q u ite  a co n sid era b le  degree w ith out  

making such performance u n sa t is fa c to r y , s in c e  we p erce iv e  such s l i g h t l y  

d if f e r e n t ly  intoned in t e r v a ls  as id e n t ic a l  from the p o in t o f  view  o f  the  

to n a l system .

Thus v a r iou s tu n in g  system s may be used in  p r a c t ic a l  a p p lic a tio n  

o f  a  g iv en  to n a l system . I t  does not fo llo w , however, th a t th ese  var iou s  

tu n ing system s are a l l  e q u a lly  good. The p e r fe c t  tu n in g  system  th at i s  

im plied by the s ix te e n th -c e n tu r y  ton a l system  i s  equal temperament. Much 

o f  th e  s ix te e n th -c e n tu r y  rep ertory  may be s a t i s f a c t o r i ly  performed w ith  

in te r v a ls  tempered d i f f e r e n t ly .  I t  i s  on ly  in  c e r ta in  chrom atic p ie c e s  

th a t equal temperament becomes a b so lu te ly  n e c essa ry . Such p ie c e s  make 

e x p l i c i t  th e p e r fe c t  tu n in g  method on ly  im plied  by the s ix te e n th -c e n tu r y  

to n a l system  in  g e n e r a l. The fa c t th a t la t e  R enaissance composers thought 

in  terms o f  equal temperament was f i r s t  dem onstrated by A r tu s i, even though
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th e  v i r tu e s  o f  t h i s  temperament were p ra is e d  and d iscu ssed  by s e v e ra l 

th e o r i s t s  b e fo re  him. For v a rio u s  reaso n s , such as attachm ent to  t r a d i 

t io n ,  and la c k  o f  t r u ly  com pelling n e c e s s i ty ,  i t  took  m usicians and 

th e o r i s t s  a n o th e r  hundred y ears  o r  so to  accep t equal temperament u n i

v e r s a l ly .  Much o f  th e  re p e r to ry  d id  n o t a b s o lu te ly  req u ire  equal tem

peram ent. Moreover, f r e t t e d  s t r i n g  in stru m en ts  were g rad u a lly  rep laced  

in  the  sev en teen th  cen tu ry  by u n f re t te d  ones, making p o s s ib le  th e  s im u l

taneous u se  o f bowed s t r in g  and keyboard in stru m en ts  in  one ensemble 

w ithou t fo rc in g  keyboard in stru m en ts  to  adopt equal temperament.

S ix te e n th -c e n tu ry  th eo ry  o rg an izes  th e  in te rv a ls  o f  th e  gamut on 

s e v e ra l l e v e l s .  F i r s t ,  th e  in te rv a ls  a re  o rgan ized  in to  th e  d ia to n ic  

s e r i e s ,  which i s  " c i r c u la r ,"  th a t  i s ,  has no beginning nor end, and con

s i s t s  o f  co n secu tiv e  whole tones and sem itones p laced  so th a t  th e  sem i

tones a re  se p a ra te d  from each o th e r  a l t e r n a te ly  by two and by th re e  con

se c u tiv e  whole to n e s . This way o f  understand ing  d ia to n ic  s tr u c tu re s  can 

b e  deduced from a l l  th e o r i s t s  d iscu ssed  in  t h i s  d i s s e r ta t io n .  I t  makes 

p o s s ib le  a  n eg a tiv e  d e f in i t io n  o f  what i s  n o n -d ia to n ic , even though th e  

t h e o r i s t s  d i f f e r  co nsiderab ly  in  t h e i r  s p e c i f ic  d e f in i t io n s  o f th e  ch ro 

m atic  and enharmonic gen era .

Although th e  th e o r is t s  d id  argue about th e  s tru c tu r e  o f  th e  chro

m atic  "gersus," they  a l l  gave d e f in i t io n s  which involved the  d iv is io n  o f 

a  whole tone  in to  two consecu tive  sem ito n es . By th e  end o f th e  s ix te e n th  

cen tu ry  some th e o r is t s  recognized  th e  obvious fa c t  th a t  in  modern p r a c t ic e  

th e  chrom atic  "genus" was n o th in g  more th an  th e  d iv is io n  of d ia to n ic  whole

L
 tones in to  two sem itones.

The enharmonic "g en u s," th e  s t r u c tu r e  o f  which was a lso  debated ,

I s  o f  l e s s e r  in t e r e s t ,  s in c e  i t  found alm ost no a p p lic a tio n  o u ts id e  o f
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th e o r e t ic a l  s o u rc e s . So f a r  as th e  R enaissance p r a c t ic e  i s  concerned, 

th e  term ' "enharm onic" may be used in  the. same way in  which i t  i s  used 

today , to  s ig n i f y  th e  enharm onically  e q u iv a le n t forms o f  n o ta t io n .

I t  should  be observed th a t  th e  d ia to n ic  genus co n ta in s  a l l  th e  

in te rv a ls  o f  th e  gamut: in d iv id u a l in te rv a ls  o f  th e  d ia to n ic  s e r ie s  and

th e  sums o f th e  co n secu tiv e  in te rv a ls  g ive th e  sem itone and a l l  i t s  tw elve 

m u ltip le s  up to  th e  o c ta v e . The s o -c a l le d  chrom atic  "genus" o r  " s c a le "  

y ie ld s  no new i n t e r v a l s .  Thus th e  chrom atic does n o th in g  more th an  make 

e x p l i c i t  th e  i n t e r v a l -  and s te p -c o n te n t p re se n t im p l ic i t ly  in  th e  d i a 

to n ic  s e r i e s .

The method thanks to  which th e  chrom atic p o te n t ia l  im p l ic i t  in  

th e  d ia to n ic  i s  made e x p l i c i t  i s  t r a n s p o s i t io n .  Chromatic s e r ie s  can 

be g en era ted  from th e  d ia to n ic  one when th e  l a t t e r  i s  f ix e d  on a  s p e c i f ic  

p i tc h - le v e l  and th en  tra n sp o sed  as  many tim es a s  is  n e ce ssa ry  in  o rd e r 

to  have any one s te p  o f  th e  s e r ie s  correspond to  each o f  th e  s p e c i f i c  p itc h e s  

produced by th e  o r ig in a l  f ix in g  and by a l l  p rev io u s  t r a n s p o s i t io n s .  P u ttin g  

to g e th e r  a l l  o r ig in a l  and tran sp o sed  p itc h e s  w i l l  produce the  tw e lv e -s tep  

chrom atic s e r i e s .

I t  would re q u ire  a  s e p a ra te  in v e s t ig a t io n  to  see  w hether t h i s  was 

indeed th e  way in  which chrom aticism  h i s t o r i c a l l y  emerged. For th e  p re 

s e n t purpose i t  s u f f ic e s  to  n o te  th e  in tim a te  connection  between chroma

t ic is m  and t r a n s p o s i t io n .  Many s ix te e n th -c e n tu ry  t h e o r i s t s  p o in t o u t th a t  

th e  tran sp o sed  d ia to n ic  u sin g  many a c c id e n ta ls  in  n o ta t io n  should  n o t be 

confused w ith  th e  t r u e  ch rom atic . A s te p  th a t  belongs to  a d ia to n ic  in 

t e r v a l l i c  s e r ie s  i s  d ia to n ic  r e g a rd le s s  o f  how i t  i s  n o ta te d ; o th e r  s te p s  

a re  p u re ly  ch ro m atic . A ll t h e o r i s t s  who d e s c r ib e  th e  r e la t io n s h ip  between 

th e  genera  a s s e r t  th a t  i t  c re a te s  a  d e f in i t e  h ie ra rc h y  o f  im portance between
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steps: the truly chromatic steps are somehow less important, less fun

damental, less stable than the diatonic ones.

The genera represent the first level on which the intervals of the 

gamut are organized. The intervals of the diatonic series are further 

organized into \riiat sixteenth-century theorists (following their Greek 

and medieval predecessors) called "octave-species." Any interval within 

the diatonic series may be chosen as the fixed point of departure, trans

forming the "circular" series into a "linear" one with a fixed starting 

point and a fixed end at the octave's distance and giving the consecutive 

intervals of the series absolute positions instead of the relative ones 

it had before. Seven different octave-species result.

These octave-species are further organized into modes. Sixteenth- 

century theorists seem to agree that a mode is an octave-species divided 

into two parts, a species of fifth and a species of fourth. If the species 

of fifth is below the species of fourth, a mode is called authentic, if 

their order is reversed it is called plagal. Even before Vicentino and 

Zarlino theorists asserted that in polyphonic music neighboring parts 

use, one the authentic and the other the corresponding plagal mode. In 

other words, in a polyphonic composition the distinction between the au

thentic and plagal is irrelevant; it is the distinction of ambitus only. 

What is important are the species of fifth and fourth that are being used, 

not their order. Since one of the octave-species cannot be divided into 

species of perfect fifth and fourth, there are only six different poly

phonic modes.

The modal division of an octavo-.species produces hierarchical dif

ferentiation among the diatonic stepn: The lower limit of the species

of fifth, called the final of the mode, is the most important diatonic
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s te p ,  th e  upper l im it  o f th e  sp e c ie s  o f f i f t h  i s  second in  im portance.

I t  i s  on th e s e  s te p s  th a t  most im portan t s t r u c tu r a l  cadences o f  the  p iece

w i l l  be c o n s tru c te d .  Some t h e o r i s t s ,  most no tab ly  Z a rlin o , d is t in g u is h

a ls o  th e  s te p  which d iv id es  th e  sp e c ie s  o f  f i f t h  in to  two th i r d s  as a
4

s u i ta b le  p o in t  on which to  c o n s tru c t cadences. I f  Z a r l in o 's  o b se rv a tio n  

i s  c o r r e c t—and I  th in k  i t  i s —one m ight say  th a t  a  mode i s  p r im a r ily  a 

d iv is io n  o f  an o c tav e -sp e c ie s  in to  sp e c ie s  o f  f i f t h  and fo u r th  and secon

d a r i ly  a d iv is io n  o f  th e  sp ec ie s  o f  f i f t h  in to  two t h i r d s .  These two 

d iv is io n s  d is t in g u is h  th re e  s te p s  as being  most s u i ta b le  c a d e n tia l  p o in ts  

and consequen tly  more im portant th an  o th e r  d ia to n ic  s te p s ,  namely, th e  

f in a l  as  th e  most im portant s te p ,  the  f i f t h  above th e  f in a l  as second in  

im portance , and th e  th i rd  above th e  f in a l  as  th i r d  in  im portance.

Note t h a t  th e  d iv is io n s  o f  o c tav e -sp e c ie s  correspond  to  th e  h i e r 

archy o f  in te r v a ls  commonly accep ted  in  th e  s ix te e n th  c e n tu ry . Thanks 

to  th e  p r in c ip le  o f octave eq u iv a len ce , th e  oc tave  i s  th e  most im

p o r ta n t i n t e r v a l ,  th e  p o in t o f  re fe re n c e  o f  the  whole system . The prim ary 

d iv is io n  o f  th e  o c ta v e -sp ec ie s  corresponds to  two p e r fe c t  consonances, 

th e  f i f t h  and th e  fo u r th . The secondary  d iv is io n  o f  th e  sp e c ie s  o f  f i f t h  

corresponds to  two im perfect consonances, th i r d  and th e  s ix th ,  both  

o f  which can  be e i th e r  major o r  minor depending on which sp e c ie s  o f  f i f t h  

i s  d iv id e d . O ther in te rv a ls  a re  d isso n an ces .

The p re -co m p o sitio n a l o rg a n iz a tio n  o f th e  to n a l  system  r e s u l t s  

in  h ie r a r c h ic a l  d i f f e r e n t ia t io n  among in te rv a ls  and among s te p s .  C e r ta in  

in te rv a ls  and c e r ta in  s te p s  a re  more fundam ental, more p e r f e c t ,  more 

s ta b le  th an  o th e r s .  Among in te r v a ls  th ese  a re  ( in  th e  d ec reasin g  o rd e r

£l
C f. Le I s t i t u t i o n i  harmonlche (Venice: n .p . ,  1558), P a r t IV, Chs. 18-29,

320-335 [392-415].

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



o f  p e r fe c tio n )  th e  octave* o th e r  p e r fe c t  consonances* im perfec t conson

ances* and f in a l ly  d isso n a n c es . Among s te p s  th e se  a re  the  f in a l*  the  

f i f t h  above it*  th e  t h i r d  above i t*  o th e r  d ia to n ic  steps* chrom atic s te p s .

The coherence o f  any p a r t i c u la r  work i s  grounded in  th ese  p re -co m p o sitio n - 

a l l y  e s ta b lis h e d  h ie r a r c h ie s .  A p ie ce  o f  m usic i s  based on a  mode and 

a  h ie ra rc h y  o f  s te p s  w ith in  t h i s  mode c re a te s  th e  m u lt i - le v e l  h ie ra rc h y  

o f  s te p s  w ith in  th e  p ie c e .  More im portan t s te p s  a re  s ta b le  " c e n te rs "  

to  which le s s  im portan t s te p s  a re  su b o rd in a ted  w ith  th e  f in a l  as  th e  u l 

tim a te  p o in t o f  r e fe re n c e .  However* a com position does n o t have to  use 

th e  to n a l m a te r ia l o f  j u s t  one mode. Most th e o r i s t s  o f  th e  e ra  a f f irm  

th i s  fac t*  even though some f in d  i t  d e p lo ra b le . An a n a ly s t can expect 

to  f in d  in  a  s ix te e n th -c e n tu ry  com position  a  modulation* th a t  is* a  change 

o f  mode* a t r a n s p o s i t io n  o f  a  mode* and a  sim ultaneous m odulation and 

t r a n s p o s i t io n .  I t  i s  h i s  du ty  to  show on which mode and t r a n s p o s it io n  

a  g iven  a re a  w ith in  th e  p iec e  i s  based* and to  ex p la in  how th e se  v a rio u s  

a re a s  a re  combined w ith  one a n o th e r . To accom plish th e  f i r s t  p a r t  o f  

h is  task* he w i l l  observe  p r im a r ily  which sp e c ie s  o f  f i f t h  and fo u rth  

and se c o n d a rilv  a lso  which sp e c ie s  o f  th i rd s  a re  used* both  h o r iz o n ta l ly  

and v e r t ic a l ly *  a t  any g ive  u pu luc  w i t h in  th e  p ie c e . The second p a r t  

o f  h is  task* th e  e x p la n a tio n  o f  how a re a s  based  on d i f f e r e n t  modes and 

tr a n s p o s it io n s  a re  combined to  c re a te  a  coheren t whole* i s  more d i f f i c u l t .

Among th e  t h e o r i s t s  whose work i s  d isc u sse d  in  th i s  d i s s e r ta t io n  

N ico la  V icen tino  was th e  on ly  one to  ad d ress  h im se lf  s e r io u s ly  to  t h i s  

problem . He no t on ly  recogn ized  i t  as  a  problem* as d id  many o th e r s ,  b u t a lso  

had th e  th e o r e t ic a l  im ag ination  and a r t i s t i c  ex p erien ce  th a t  enabled  him to  

so lv e  i t . D iscussing  th e  s t r u c tu r e  o f  a  p ie ce  which uses many modes* V icen tino  

made c le a r  th a t  such a  p iec e  has to  be based on a  s in g le  fundam ental mode to  which o the

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



208

modes have Co be su b o rd in a te d . The most im portant s t r u c tu r a l  cadences 

o f th e  com position w i l l  be c o n s tru c ted  on th e  f in a l  and o th e r  b a s ic  s te p s  

o f  th e  fundam ental mode. In  th e  course o f  the p iece  cadences may a lso  

be co n s tru c ted  on s te p s  belonging  to  o th e r  inodes, f o r  th e  sake o f  v a r ie ty  

and em bellishm ent o f  th e  fundam ental s tru c tu re  o f  th e  com position provided 

by th e  cadences b u i l t  on th e  b a s ic  s te p s  o f th e  fundam ental mode. Areas 

based on secondary modes w i l l  be subord inated  to  th is  fundam ental s t r u c 

t u r e .  The sk e le to n  o f  th e  m usical s tr u c tu re  could be v is u a l iz e d  as  con

s i s t i n g  o f  th e  fundam ental le v e l in  which the cadences b u i l t  on th e  most 

im portan t s te p s  o f  th e  b a s ic  mode would serve  as p o in ts  o f  r e p o s e - - p i l la r s  

sup p o rtin g  th e  whole s t r u c tu r e —and o f  upper le v e ls ,  in  which a  s im i la r  

r o le  would be p layed  by th e  cadences b u i l t  on th e  most im portan t s te p s  

o f secondary modes.

V icen tino  su g g ests  th a t  we should regard  the r e la t io n s h ip  between 

a reas  based on v a rio u s  inodes (o r t ra n s p o s it io n s )  as being  h ie r a r c h ic a l :  

one mode i s  fundam ental, o th e rs  a re  subord ina ted  to  i t ,  s t i l l  o th e rs  may 

presum ably be sub o rd in a ted  to  th e se , e t c .  I  f in d  h is  su g g e s tio n  t r u ly  

b r i l l i a n t .  Coherence w ith in  a  p iece  o f  music based on a mode i s  genera ted  

by th e  p re -co m p o s itio n a lly  e s ta b lis h e d  m u lti- le v e l  to n a l h ie ra rc h y  which 

makes c e r ta in  s te p s  in to  s ta b le  " c e n te rs "  to  which o th e r  s te p s  a re  sub

o rd in a te d . S im ila r ly , a com position which uses many modes and tra n sp o 

s i t io n s  can be made in to  a u n if ie d ,  coheren t whole o n ly  i f  h ie r a r c h ic a l  

r e la t io n s h ip s  a re  e s ta b lis h e d  between th ese  v ario u s  modes and t r a n s p o s i

t io n s ,  when c e r ta in  o f  th e se  a re  subord ina ted  to  o th e rs . As a m a tte r  

o f  f a c t ,  the  coherence o f  a  t o t a l  com position based on s e v e ra l  modes is

^ V ic e n tin o 's  d isc u s s io n  o f "modal a rc h i te c tu re "  is  quoted a t  len g th  on 
pp. 6 I f .  above.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



che r e s u l t  o f  th e  same p r in c ip le s  which e s ta b l i s h  coherence w ith in  an 

a re a  based  on a  s in g le  mode; i t  i s  g en era ted  by th e  same p r in c ip le s  o f  

th e  to n a l  sy stem .

In  o th e r  words, th e  p re -co m p o sitio n a l p r in c ip le s  o f  th e  to n a l 

system  e s ta b l i s h  a s p e c i f ic  h ie ra rc h y  o f  s te p s  w ith in  each a re a  based 

on a  s in g le  mode w ith in  a  com position . In  o rd er fo r  a  t o t a l  com position 

to  be  c o h e re n t, th e se  s e p a ra te  h ie r a rc h ie s  w i l l  have to  c re a te  a more 

fundam ental h ie ra rc h y  o f  two o r more le v e l s .  S ince a l l  s te p s  o f a  mode 

a re  u l t im a te ly  su b o rd in a ted  to  th e  f in a l ,  the  r e la t io n s h ip s  between s e 

v e r a l  modes and tra n s p o s it io n s  a re  b a s ic a l ly  th e  r e la t io n s h ip s  between 

t h e i r  f i n a l s ,  th a t  i s ,  t h e i r  f in a l s  w i l l  e n te r  in to  th e  same type o f  

h ie r a r c h ic a l  o rg a n iz a tio n  as s te p s  o f  a  s in g le  mode do . Any s te p  w ith in  

a  com position  i s  e i th e r  th e  c e n t r a l  p o in t o f a  mode, o r i s  su b o rd in a ted  

to  such a  c e n t r a l  p o in t ,  o r  b o th .  An a n a ly s t w i l l  want to  e lu c id a te  th e  

fu n c tio n  o f  each s te p  w ith in  th e  t o t a l  h ie ra rc h y .

The above o u t l in e  i s  o f fe re d  as a  h y p o th es is  which would have to  

be  t e s t e d  a n a ly t ic a l ly  to  prove i t s  u s e fu ln e s s . At p re se n t no th ing  more 

th an  j u s t  a  b r i e f  example o f such an a n a ly t ic a l  t e s t  can be g iv en . The 

example i s  th e  m uch-discussed P ro logue to  Orlando d i  L asso ’s  P ro p h e tiae  

S ib y l 1 arum

Quoted from th e  modern e d i t io n  in  Orlando Lasso, P ro p h e tia e  S ibyllarum , 
ed . by Joachim  T herstappen , "Das Chorwerk" 48 (W o lfen b tftte l: M dseler
V erlag , 1937), p . 5 . The p iece  o r ig in a l ly  appeared in  Orlando de Lasso, 
P ro p h e tia e  S iby llarum  (Munich: N ico laus H enricus, 1600). I t  i s  d iscu ssed
in  Wo11 gang B o e ttic h e r , Orlando d i  Lasso und s e in e  Z e it 1532-1594, V ol.
I  (K assel and B ase l: B S re n re ite r-V e rla g , 1958), pp . 71-79.
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Edward E . Lowinsky described  t h is  p ie c e  as an example o f  " tr ia d ic  a to n 

a l  ity " :

Here i s  a  music in  which extreme chrom aticism  
and co n s ta n t m odulation w ith in  a t r i a d i c  te x tu re  
erode any sense  o f a  s ta b le  to n a l c e n t e r . . . . I n  
th e  f i r s t  n ine  b a rs  o f  th e  pro logue to  th e  p ro 
p hecies  Lasso uses a l l  tw elve to n e s ; he b u ild s  
t r i a d s  on te n  d i f f e r e n t  degrees, s ix  o f  which 
r e s u l t  in  harm onies fo re ig n  to  th e  m ode--if we 
tak e  th e  mode as M ixolydian s in c e  th e  p ie c e  ends 
on G. Lasso s tr a y s  as f a r  as B - f la t  m ajor and 
C m inor in  one d i r e c t io n ,  and B m ajor in  the  
o th e r .  This p h rase , a lthough  beg inn ing  on a C 
m ajor and ending on a  G m ajor chord , has no 
s ta b le  frame o f  to n a l re fe re n c e . Through th e  
ex cess iv e  m odulation w ith in  so sm all a space we 
lo se  a l l  o r ie n ta t io n .7

While one cannot d isag ree  w ith  th e  c h a ra c te r iz a tio n  o f  th e  te x tu re  o f  

th e  p ie c e  as " t r i a d i c , " and w hile  i t  i s  hard  to  deny th a t  th e  p ie ce  through 

i t s  extrem e chrom aticism  and e x p lo ra tio n  o f  d is ta n t  to n a l a rea s  makes 

heavy demands on a  l i s t e n e r ,  i t  i s  an ex ag g era tio n  to  claim  complete e ro 

s io n  o f any sense  o f  a  s ta b le  to n a l c e n te r .

The b a s ic  c a d e n tia l  p o in ts  come a t  th e  ends o f  th re e  l in e s  o f  the 

t e x t ,  on G in  m. 9, on C in  m. 18, and on G in  m. 25. The b a s ic  to n a l 

p la n , I - IV -I  in  th e  G-mode, c re a te s  th e  unm istakable to n a l framework of 

re fe re n c e  fo r  th e  p ie c e . (Roman num erals s ig n ify  th e  d ia to n ic  degrees 

o f  a  mode [and t r i a d s  b u i l t  upon th e se  d eg rees1 s ta r t i n g  w ith , and ascend

ing from, th e  f i n a l .  C a p ita l l e t t e r s  s ig n if y  m ajor t r i a d s ,  sm all l e t t e r s — 

minor t r i a d s . )

Let us examine in  d e ta i l  th e  f i r s t  s e c t io n , mm. 1 -9 . I t  not only 

ends, b u t a lso  s t a r t s  on G-mode, th e  i n i t i a l  t r i a d  on the fo u rth  degree

L
 ^T o n a lity  and A to n a lity  in  S ix teen th -C en tu ry  Music (B erkeley and Los

A ngeles: The U n iv e rs ity  o f C a lifo rn ia  P re ss , 1961), p . 39.
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o f  th e  mode, C. be ing  su b o rd in a ted  to  th e  t r i a d  on th e  f i r s t  d eg ree , G. 

Beginning th e  p ie c e  r a th e r  u n u su a lly  w ith  th e  p ro g re ss io n  IV -I, Lasso 

s u b tly  a n t ic ip a te s  th e  im portance o f  th e  fo u rth  degree w ith in  th e  b a s ic  

to n a l p lan  o f  th e  p ie c e  ( I - I V - I ) .

The on ly  in te r n a l  te x tu a l  c aesu ra  i s  c rea ted  by th e  comma in  m.

5 on E . Next comes a t r a n s i t i o n  back  to  G in  m.9 which i s  p rom inently  

p receded by i t s  V (D) in  m .8. The b a s ic  movement o f  th e  s e c t io n  seems 

to  b e :

I  VI V I

T r ia d : G E D G

M easure: 1-2 5 8 9

Is  th e re  any h ie r a r c h ic a l  d i f f e r e n t i a t i o n  between th ese  p o in ts?

V i s  c le a r ly  su b o rd in a ted  to  I .  There i s  no connection , however, between

VI and th e  p reced in g  I ,  because  G- and E - tr ia d s  cannot belong to  th e  same 

d ia to n ic  s e r i e s .  In  f a c t ,  as w i l l  be dem onstrated  in  a  moment, E i s  con

nected  on ly  w ith  th e  fo llow ing  D, in  r e l a t io n  to  which i t  i s  l ik e  I I  to  

I .  A tw o -le v e l h ie ra rc h y  em erges:

2nd le v e l : I I I

1 s t le v e l :  I V I

T r ia d : G E D G

M easure: 1-2 5 8 9

In  o th e r  words, V i s  su b o rd in a ted  to  I ,  and VI i s  su b o rd in a ted  to  V which 

becomes I  in  r e l a t io n  to  i t .

In  mm. 1-2 we a re  in  an a re a  governed by G-mode. Mm. 3-5 a re  go

verned  by G-mode tra n sp o sed  down a  m inor th i rd  to  E:
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V VI I
T r ia d : b E

M easure: 3 4 5

The most d i f f i c u l t  p a r t  to  in te r p r e t  i s  th e  t r a n s i t i o n  between E in  m.

5 and D in  m. 8 . Although i t  i s  th e o r e t ic a l ly  p o s s ib le  fo r  th e se  two 

t r i a d s  to  belong to  th e  same to n a l i ty  (F-mode tran sp o sed  down a minor 

t h i r d ) ,  i t  seems to  be more probable th a t  Lasso rem ains in  t h i s  s e c tio n  

in  th e  G-mode, t h i s  tim e transposed  down a  fo u r th .  In  t h i s  case a con- 

n e c tio n  between E and D i s  p o s s ib le  o n ly  i f  th e  G o f  th e  E - t r ia d  i s  made 

in to  a  G^ somewhere along th e  way between E and D. This i s  p re c is e ly  

what happens in  m. 6 where G^ i s  a d d i t io n a l ly  emphasized by becoming n o t 

j u s t  a  th i r d ,  but th e  prim e o f  a  t r i a d .  Thus th e  b a s ic  m otion w ith in  

th e  t r a n s i t io n  between m. 5 and m. 8 i s :

II113 IV I

T ria d : E G D

M easure: 5 6 8

The motion from E (m. 5) to  G (m. 6) i s  e f fe c te d  in  th e  fo llow ing

way. The t r ia d s  on f ^  and D (m. 6) a re  s t i l l  c o n tro lle d  by th e  f in a l  E

in  m. 5, bu t D assumes double fu n c tio n : i t  i s  a ls o  V**3 o f  G. We do not

leave th e  G-mode and we re tu rn  from th e  t r a n s p o s i t io n  on E back to  G:

I  I I  VII-V*13 I  

T ria d : E D G

M easure: 5 6

The motion from G (m. 6) to  D (m. 8) i s  IV -I w ith in  G-mode t r a n s -
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posed down a  fo u r th .  G i s  prolonged by a s e r ie s  o f  t r a n s p o s i t io n s  through 

th ;  c i r c l e  o f  f if tU » , -sore about which in  a  moment:

!»VM3 i= v M3 z

I

C F D

7 8

F in a l ly ,  th e  m otion from D (m. 8) to  G (m. 9) i s ,  o f  cou rse , V1*3 - !  

w ith in  un transposed  G-mode. The c - t r i a d  i s  su b o rd in a ted  to  D - tr ia d s .

Thus a l l  even ts w ith in  th e  s e c t io n  can be shown to  be  p a r t s  w ith in  

a  th r e e - le v e l  h ie r a r c h ic a l  s t r u c tu r e :

V VI I  I I  VI^V*13 1 = ^  I ^ 3 1 = ^  I

II?13 IV I  VII®3 !

I  . V^3-------------- I

G h c ^ E f ^ D  G C F B ^ D c D G  

2 3 4 5 6  7 8  9

T ex t: C ar-m ina C hro-m a-tlco , quae a u -d is  mo- du- l a -  t a t e -  no- r e ,

G i s  th e  most im portan t s te p  on th e  f i r s t  (most fundam ental) l e v e l ,  w hile 

V i s  su b o rd in a ted  to  i t ,  b u t on th e  second le v e l i t  in  tu r n  becomes th e  

most im portan t s te p  to  which o th e rs  a r e  su b o rd in a ted , e t c .

The understand ing  o f th e  s t r u c tu r a l  h ie ra rc h y  h e lp s  to  a p p re c ia te  

th e  s u b tle  way in  which Lasso s e t  h is  t e x t .  While th e  b a s ic  to n a l i ty  

i s  e s ta b lis h e d  on th e  f i r s t  word "C arm ina," th e  second, "C hrom atico ," 

in tro d u c e s  a  sudden t r a n s p o s i t io n .  There i s  no immediate connection  

betw een m easures 2 and 3 .  The music s h i f t s  suddenly  from th e  f i r s t  to  

t h i r d  le v e l  and th e  connection  w ith  th e  f i r s t  le v e l  becomes r e -e s ta b l is h e d

3rd  le v e l :

2nd le v e l :

1 s t  le v e l :  IV 

T riad : C

M easure: 1

W 13

IV

T ria d : G

M easure: 6
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o n ly  in  m. 8 .  This sudden s h i f t  to  a com p lete ly  fo r e ig n  to n a l area , un

doubtedly  ta x in g  l i s t e n e r s '  a b i l i t i e s  to  hear long-range to n a l r e la t io n 

s h ip s , i s  j u s t i f i e d  by th e  fa c t th a t th e  word "Chromatico" evoked for  

th e  s ix te e n th -c e n tu r y  m usician  something u n u sual. Another su b tle  touch  

i s  th e  s e t t in g  o f  th e  word "m odulata," and o n ly  th is  word, by a s e r ie s  

o f  "m odulations" (or tr a n sp o s it io n s  in  th e  term inology used here) through  

th e  c i r c l e  o f  f i f t h s .

The a n a ly s is  o f  the f i r s t  s e c t io n  o f  L a sso 's  Prologue proves, I  

hope, th a t  th e a n a ly t ic a l  h yp othesis p resen ted  in  th is  d is s e r ta t io n  d e 

serv es  fu rth er  t e s t in g ,  s in c e  i t  can h e lp  to  e lu c id a te  s tr u c tu r a l and 

t e x t - s e t t in g  fe a tu r e s  o f  an adm itted ly  complex s ix te e n th -c e n tu r y  compo

s i t i o n .  By e lu c id a t in g  th e fu n ction  o f  each s te p  (whether a cen tra l  

p o in t , a p o in t  subordinated  to  a to n a l c e n te r , or both) w ith in  the to n a l  

h ierarch y  o f  th e  w hole work, an a n a ly st  can e f f e c t iv e l y  counter Lew insky's 

t h e s is  o f  " a to n a l i ty ," o f  the a lle g e d  e r o s io n  o f  any sen se  o f  ton a l c e n te r -  

e d n e ss .

The v a l id i t y  o f  Lewinsky's c h a r a c te r iz a t io n  o f  c e r ta in  chrom atic 

works o f  th e  la t e  R enaissance as "atonal" has been question ed  by s e v e r a l  

m u sic o lo g is ts  a lr ea d y . In h is  review  o f  T o n a lity  and A to n a lity  in  S ix 

teenth-C entury Music Claude V. P a lis c a  took  is s u e  w ith  Lowinsky's d e s c r ip 

t io n  o f  th e  Prologue to  Prophetiae S ib y llaru m ;

. . . t h e  b a s ic  to n a l i ty  h e re , G, i s  c o n s ta n tly  r e 
a ff irm e d . The f i r s t  word, "C arm ina," i s  s e t  to  
a  IV -I p ro g re ss io n  in  G. The end o f  th e  f i r s t  
l in e  o f  te x t  a t  mm. 8-9 i s  accompanied by an ex 
tended V~vi -V -I cadence in  G w ith  a 4-3 suspen
s io n  in  th e  soprano . The ceasu ra  in  the  second 
l in e  i s  marked by a V-I fem inine cadence^ on th e  
fo u r th  deg ree , C, mm. 16-18, (V o f V -V -I^-V -I), 
w ith  a  4 -3  suspension  in  th e  te n o r .  The th i r d  
and f in a l  l in e  re tu rn s  a f t e r  an ex cu rsio n  through 
g m inor and E& to  G through a M ixolydian cadence
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In  which th e  bass  descends stepw ise from c to  g .
To c a l l  a  com position so organized " a to n a l"  ob
scu re s  th e  m ain p o in t  o f  i t ,  which i s  to  indu lge  
in  as many ju x ta p o s i t io n s  o f  rem otely  r e la te d  
chords as p o s s ib le  w ith in  a  to n a lly  cen te red  
framework. An e a r ly  d e sc r ip tio n  of th i s  te c h 
n ique i s  to  be found in  a m anuscript t r e a t i s e  by 
Vincenzo G a l i l e i .  In  "Discorso in to rn o  a l l 'u s o  
d e l le  d issonanze" o f  1589-91 he s t a t e s :  " I t  i s
p o s s ib le  to  make a  com position hard  and h a rsh  in  
two m anners: one way, through d issonances and
th e  s ix th  to  th e  b a s s . . . t h e  o th e r  way, through 
f a l s e  r e la t io n s  th a t  th e  p a r ts  a re  allow ed to  
make among them selves as they  proceed su c c e ss iv e ly  
from one tone to  a n o th e r . . . . "  (F lo rence, B ib l .
Naz, C ent. Ms G a l. 1, f o l s .  1 4 7 r- l4 7 v .) . . . .L asso 's  
exam ple.. .u ses  o n ly  r o o t- t r ia d s ,  w ith  th e  excep
t io n  o f  two p a ss in g  chords o f th e  s ix th  and th e  
c a d e n tia l  su spensions mentioned e a r l i e r . . . th e  
most s t r ik in g  c la sh es  a r i s e  from consecu tive  m ajor 
t r i a d s  whose ro o ts  a re  a m ajor t h i r d  a p a r t  (mm.
2 -3 , 7-8 , 10, 18-19, 20-21), the  dev ice o f  choice 
fo r  a  h arsh  e f f e c t .  The s ty le  th a t  r e s u l t s  
G a l i le i  p r e fe r s  to  c a l l  "senz 'arm onia" r a th e r  
th a n  "c h ro m a tic ,"  using  "armonia" in  th e  h o r i 
zo n ta l Greek sen se , so th a t  "senz 'arm onia" d es
c r ib e s  a  p ro g re s s io n  o f chords in  which th e  mem
b e rs  a re  n o t p ro p e rly  re la te d  to  each o th e r .
This, rather than "triadic atonality," is the 
essence of Lasso's experimental Prophetiae

While P a l is c a  argued th a t  Lasso endows h is  work w ith  a  to n a l ly  

c e n te re d  framework e s ta b l is h e d  by main s t r u c tu r a l  cadences b u t indu lges 

in  ju x ta p o s i t io n s  o f  u n re la te d  chords w ith in  th i s  framework, W illiam  J .  

M itc h e ll  s e t  o u t to  dem onstrate  to n a l re la te d n e ss  o f  even ts  which tak e  

p lace  between main c a d e n tia l  p o in ts  as w e ll .  The fo llow ing  is  h is  ana

ly s i s  o f  mm. 1-9:

The opening presents a recurrent challenge. How 
are we to evaluate the solo g, the C-chord, and 
the succeeding chord on g, all forming a small 
unit? In a context such as this, the tenor's g 
relates persuasively to the following G-chord, 
thus placing the C-chord in a position of depen
dence. ...Such imaginative beginnings seem

8Journal of the American Musicological Society. XVI (1963), 84f,
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in su p e ra b ly  d i f f i c u l t  to  th e  harm onic a n a ly s t ,  
s in c e  th ey  do no t a d v e r t is e  t h e i r  ch o rd a l com
p o n e n ts . C e r ta in ly  i t  i s  n o t u n reaso n ab le  to  
s t a t e ,  on t h i s  l in e a r  b a s is ,  th a t  an em bellished  
G-chord i s  re p re se n te d  in  b a rs  1 -2 .

The C"-minor chord in  b a r  A must be  e v a lu 
a ted  l in e a r ly  i f  i t  i s  to  make sen se , fo r  i t  i s  
n o t a  normal member o f  th e  community o f  chords 
th a t  com prize th e  harm onic elem ents o f  g . The 
q u e s tio n s  to  be answered a re  d ir e c te d  a t  th e  
ways in  which a and a  must behave in  o rder 
to  r e l a t e  to  th e  to n a l c e n te r ,  g . The sim ple 
answ ers, which p rov ide  us w ith  a s ig n i f ic a n t  
c lu e  to  th e  s t r u c tu r e  o f  b a rs  1-9 a r e :  The cfr
should  move to  d; th e  g” shou ld  move to  a . . . .

With th e  o rd e rin g  o f  th e  l in e a r  d e ta i l s  
behind u s , we are  in  a  p o s i t io n  to  p re se n t an 
in c lu s iv e  sk e tc h  o f t h i s  rem arkable s e c t io n .

M

As graphed in  Example 6b th e  m ain in g re d ie n ts  
a r e :  1) The opening up o f  a  G-chord by means
o f  a  harm onic support in  th e  b a s s ;  2) The j o i n 
ing  o f  d and g in  th e  upper p a r t  th rough  a  s te p 
w ise m otion, d -e - f^ -g ;  3) The p a r a l le l is m  c r e 
a te d  by d , graced by e a t  th e  b eg in n in g , and 
g , which a ls o  has b e fo re  i t  a  g ra c in g  upper 
ne ig h b o r a , b u t much ex ten d ed .

W hile M itch e ll* s  in te r p r e ta t io n  o f th e  b eg in n in g  and ending o f 

the  p h rase  (mm. 1-2 and 8-9) i s  undoubted ly  c o r r e c t ,  h is  a ttem p t to  ex 

p la in  to n a l r e la te d n e s s  o f  th e  ev en ts  co nnecting  G- (m. 2) and D-chords 

(m. 8) i s  open to  c r i t i c i s m .  M itc h e ll m is in te r p r e ts ,  in  my o p in io n , 

th e  ad m itted ly  d i f f i c u l t  passage, because he w ants to  understand  i t  in

9
"The Prologue to Orlando d i Lasso's Prophetiae Sibvllarum." The Music 

Forum. II (1970), 2 6 7 ff .
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p u re ly  to n a l  term s and d is re g a rd s  the  im portance o f  m etro-rhythm ic and 

te x tu a l  c o n s id e ra t io n s .  As a r e s u l t  he a r b i t r a r i l y  overem phasizes th e  

im portance o f  c^-chord  (m. 4) which, in  tu rn , o b lig e s  him to  s t ip u la te  

a  n o n -e x is te n t long-range connection  between <£"- (m. 4) and D-chords 

(m. 8 ) .  The r e l a t iv e  s t r u c tu r a l  im portance o f  E-chord (m. 5) which 

marks th e  in te rn a l  d iv is io n  o f  te x tu a l  l in e  i s  m issed by M itc h e ll en

t i r e l y ,  because he conducts h is  a n a ly s is  in  t o t a l  a b s tr a c t io n  from t e x t 

u a l and m etro-rhythm ic f a c to r s .

The e x is te n c e  o f " a to n a li ty "  in  la te  R enaissance music has a lso  

been  q u estio n ed  by Ludwig F in s c h e r .^  Taking as h is  p o in t o f  d ep artu re  

one o f  Low insky's exam ples, C arlo G esualdo 's Languisce a l  f i n  from the  

F i f th  Book o f M adrigals a 5_ (1611), F inscher dem onstrated th a t  th e  m adri

g a l ,  f a r  from being  a to n a l ,  was in  f a c t  o rgan ized  w ith in  th e  firm  fram e

work o f  E-mode. The connections between chords w ith in  t h i s  m odally cen te red  

framework were exp la ined  by F in sch er as governed by "vor a llem  Q uintbeziehung, 

Terzbeziehung und Wechsel von g ro sse r und k le in e r  Terz fiber gleichem  

G ru n d to n ." ^  G esualdo 's com positional techn ique i s ,  acco rd in g  to  F in sch e r, 

n o t " a to n a l"  b u t modal, w ith  th e  most im portant cadences o f  th e  p iece  

in d ic a t in g  a  s in g le  underly ing  mode, and w ith  th e  p r in c ip le s  o f  modal 

c o u n te rp o in t governing th e  p a r t -w r i t in g .  I t s  d i f f i c u l t y  l i e s  in  i t s  p a ra 

d o x ica l "mannerism" which a t  once a ffirm s and b reaks t r a d i t io n a l  r u le s .

F in s c h e r 's  claim  th a t  extrem ely chrom atic works o f the l a t e  R ena is

sance , no t only  th o se  o f Gesualdo, may be understood  on ly  i f  t h e i r  m annerist

^ "G esu a ld o s  'Atonal i t  fit' und das Problem des musika • rscher. M anierism us, " 
Archiv ffir M usikw issenschaft, XXIX (1972), 1-16 .

11 I b id . ,  pp. 7 f .
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and p a ra d o x ica l r e la t io n s h ip  to  t r a d i t i o n a l  p re c e p ts  o f  modal c e n te re d -

n ess  a n d 'p a r t -w r i t in g  i s  g rasp ed , found support in  C arl Dahlhaus*s study

o f  "Gesualdos m a n ie r is tis c h e  D issonanztechn ik":

Das V erfahren , e in e r s e l t s  den k la s s is c h e n  K ontra- 
punkt m it L izenzen zu du rch se tzen  und ilm  
s c h l ie s s l i c h  auszuhtfhlen und a n d e rs e i ts  au f D is- 
sonanzfiguren  des a rch a isch en  K ontrapunkts 
zurtfckzugreifen , um s i e  im Sinne d er seconda 
p r a t t i c a  umzudeuten, t e i l t e  Gesualdo m it Kora- 
p o n is te n  wie M arenzio, Luzzaschi und M onteverdi, 
von denen um 1600 d er " s t i l e  moderno" geprSgt 
w urde.-^

In  h is  e a r l i e r  s tudy  o f  G esualdo 's  chrom aticism  Dahlhaus o b je c te d

to  Low insky's term  " a to n a l i ty ,"  p o in tin g  ou t th a t  G esu ald o 's  technique

d ep arted  from th e  t r a d i t i o n  o f  modal c o u n te rp o in t r a th e r  th a n  from th e
13rud im entary  to n a l harmony o f  s ix te e n th -c e n tu ry  songs and d an ces .

Dahlhaus suggested  th a t  la te -R e n a is sa n c e  chrom aticism  can be illu m in a te d

by V ic e n tin o 's  remark to  the  e f f e c t  th a t  a p iec e  may be perform ed w ith

o r  w ith o u t a c c id e n ta ls :

V icen tino  v e rs tan d  a ls o  den Tonsatz a l s  a b s tra k te n  
K bntrapunkt: a l s  Geftige von In te rv a l le n ,  d ie  a l s
S p ez ies , a l s  Terz o d er Sexte ohne genauere Bestimmung, 
b eh an d e lt s in d . Der U n tersch ied  zwischen g ro sse r  und 
k le in e r  Terz oder Sexte i s t  k o n trap u n k tisch  g le ic h -  
g t t l t ig .  Die chrom atischen und enharm onischen A lte r -  
a tio n e n ,m it denen V icen tin o  d ie  "m e ra v ig lio s i e f f e t t i "  
d e r  an tik e n  T ongesch lech ter zu r e s ta u r ie r e n  h o f f te ,  
e rsch e in en  s a tz te c h n isc h  a ls  ornam entale Zus&tze.
Das H sth e tisch  E c s s n t ie l l e ,  d ie  Chrom atik, i s t  k o n tra 
p u n k tisch  a k z id e n te l l .  Die U nterscheidung zwischen 
Gewebe und Fcfrbung, zv/iscben abstrak tem  Kontrapunkt 
und k o lo rie ren d en  A lte ra tio n e n , i s t  d ie  V oraussetzung 
d e r chrom atischen Technik G esualdos. RegulHre D is- 
sonanzbehandlung v ersch riin k t s ic h  m it ex trem er 
Chromat i k .

12 In Henrich Htischen and Dietz-RUdigcr Moser, eds., Convivium tnusicorum; 
Festschrift Vfolfgang Boettlcher zi:n sochzigsten Geburtstag am 19. August 
1974 (Berlin: Merseburger, 1974), p . 39.
13 "Zur chromatischen Technik Carlo Gesualdos," Analecta musicologlca.
IV (1967), 77.
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This short survey of recent attempts to explain the technical prin

ciples of late-Renaissance chromaticism demonstrates clearly that almost 

invariably such attempts were inspired by Lowinsky's interesting and pro

vocative study. Thus the thesis of "triadic atonality," although hardly 

convincing in itself, played a positive role stimulating fruitful discus

sions .

It remans to discuss what was learned from the sixteenth-century 

theorists concerning the reasons musicians used non-diatonic resources.

It has to be recalled first of all that some use of non-dlatonic 

steps was advocated by all theorists regardless of their "progressive" 

or "conservative" orientation. The opinions of conservative theorists, 

of Zarlino in particular, are interesting precisely because they help 

to define the normal* commonly accepted use of non-diatonic steps anc 

to distinguish it from extraordinary, radical, exploratory use of chro

maticism. We learn from them that nou-diatonic steps are normally accep

table and useful in both performance and composition. Their usefulness 

in performance stems from the fact that they enable instrumentalists to 

transpose diatonic compositions so as to accompany singers on a pitch- 

level which is convenient for them. It was quickly realized that o n l y  an 

equal division of the octave makes all transpositions possible and bcth 

the experiments with multiple equal division (such as Vicentino's and 

Zarlino'8 harpsichords) and the growing appreciation of the equal tercer- 

ament were at least partly the result of this realization.

Zarlino accepts also as normal a limited use of chromatic steps

lAIbld., pp. 80f.
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In  com position , because th e  p e r fe c tio n  o f  co u n te rp o in t depends on con

sonances, and such s te p s  supp ly  consonances on those  d ia to n ic  degrees 

where consonances a r e  norm ally  m issing . However, chrom atic s te p s  have 

to  be  used  sp a r in g ly  and o n ly  tem p o ra rily  in  o rd er to  make c le a r  th a t  

th ey  a re  a c c id e n ta l .  In  o th e r  words, Z a rlin o  accep ts  th e  use o f  chroma* 

t i c  s te p s  in  com position so long as th ey  a re  t r u ly  chrom atic , b u t r e j e c t s  

them when th ey  in tro d u ce  a lo c a l  tra n s p o s it io n  o r  m odulation combined 

w ith  t r a n s p o s i t io n  and become lo c a l ly  d ia to n ic .  This indeed i s  as c le a r  

a  d i s t i n c t i o n  betw een th e  "norm al" and " ra d ic a l"  chrom aticism  in  th e  

s ix te e n th  c e n tu ry  as  can be derived  from th e  contem porary th e o ry .

The reaso n  fo r  "norm al,"  lim ite d  chrom aticism  is  to  e n r ic h  th e  

to n a l  re so u rc e s  in  o rd e r  to  make smooth co n trap u n ta l w r i t in g  e a s i e r .

The reaso n s  fo r  " r a d ic a l"  chrom aticism , which w i l l  be p re s e n tly  summarized 

a re  more com plex. The n o n -d ia to n ic  genera were known to  have been used 

b e s id e s  th e  d ia to n ic  in  a n t iq u i ty  and th e i r  r e v iv a l  was p a r t  o f  th e  g en era l 

h u m a n is t ic a lly  in sp ire d  a ttem p t to  r e s to r e  th e  a r t s  to  t h e i r  a n c ie n t ex

c e l le n c e .  Whenever th e  use  o f  chrom aticism  was advocated , i t  was always 

in  th e  c o n te x t o f  th e  re v iv a l  o f  an c ien t m usic. Moreover, th e  n o n -d ia to n ic  

genera w ere o f te n  a s so c ia te d  w ith  le s s  p o p u la r, more e s o th e r ic  a sp ec ts  

o f  a n c ie n t c u l tu r e .  Taking h in ts  from some h ig h ly  regarded  a n c ie n t a u th o r i

t i e s ,  e s p e c ia l ly  P seu d o -P lu tarch  whose t r e a t i s e  on music was a v a i la b le  

in  a L a tin  t r a n s la t io n  by C arlo  V algu lio  s in c e  1532,*^ many la te -R en a issan ce  

m usicians b e liev ed  th a t  th e  n o n -d ia to n ic  genera were more e x c e l le n t  th an  

th e  d ia to n ic  and th a t  th e  m iraculous e f f e c ts  th a t  a n c ie n t m usicians were

*^Carlo V a lg u lio , P lu ta rc h i  Chaeronei p h ilo so p h i h is to r ic iq u e  c la r is s im i  
opuscula (quae guidon e x ta n t)  omnia, undequague c o l l i c t a ,  e t  d i l iq e n tis s im e  
1am pridera r e c o in i ta  (V enice: Jo . A nt. e t  F ra tre s  de Sabio , 1532).
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supposed to have achieved were attributable to the use of these genera. 

Chromaticism came to be regarded as a sign of what was ancient, secret, 

unusual, and mysterious. This, for instance, was its function in Lasso's 

setting of the ancient and elliptic Sibylline oracles.
The most important motive behind the interest in chromaticism was

undoubtedly the association between the non-diatonic genera and the miracu

lous power of ancient music. Chromatic experiments were more often than 

not prompted by the desire to revive this power. The musical myths of 

ancient Greece recounting miraculous effects of music were not necessarily 

taken at their face value. It is doubtful that Renaissance musicians hoped 

literally to move stones. The power of ancient music was interpreted pri

marily in terms of the power to stir emotions. The ideal of music as an 

art able to imitate emotions and transmit them to listeners was increasingly 

capturing the imagination of musicians to become the dominating ideal by 

the end of the sixteenth century. This ideal was invariably associated 

with the most noble kind of ancient music, and it is only natural that

some musicians sought to realize it by reviving what they thought were

the technical and stylistic features of Greek practice, such as the non- 

diatonic genera and monody.

It has been indicated several times in this dissertation that the 

second half of the sixteenth century was an era during which the earlier 

ideal of music as the sensual embodiment of "harmony" was challenged by 

the more recent ideal of music as the art of the emotional expression 

and impression. The most fundamental trait of the musical thought of 

the time was the tension between these two ideals. The tension was never 

completely resolved. Some theorists gave more emphasis to the ideal of 

"harmony," others to that of "expression," but this meant only that in
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any g iven  th eo ry  one id e a l  dominated, n o t th a t  th e  o th e r  one was e l im i

n a ted  com plete ly .

The g radual ascendance o f th e  newer id e a l o f ex p re ss io n  was un

doubted ly  th e  r e s u l t  o f  th e  hum anistic  in flu en ce  on m usic. H um anists1 

in t e r e s t  in  a n c ie n t c u l tu re  generated  th e  growing in te r e s t  in  and know

ledge o f  Greek m usic. Among v ario u s  a sp e c ts  o f  music d iscu ssed  by a n c ie n t 

a u th o rs , th e  one th a t  cap tu red  im ag ination  of m usicians o f  th e  R enaissance 

most was th e  e th ic a l  and em otional nower o f  m usic. That m usic d id  indeed 

have such power in  an c ien t tim es was d i f f i c u l t  to  deny, s in c e  th e  f a c t  

was a t t e s te d  by th e  most revered  Greek au th o rs , P la to  and A r i s to t l e .

M oreover, e a r ly  R enaissance produced a coherent and in f lu e n t i a l  

th eo ry  which exp lained  how powerful m agical e f f e c ts  o f  music were p o s s ib le .

I t  was c re a te d  by th e  F lo re n tin e  P la to n is t  o f  the  second h a l f  o f  th e  f i f -
16te e n th  cen tu ry , M ars ilio  F ic in o . F ic in o  was th e  f i r s t  R enaissance w r i te r  

to  devote se r io u s  a t t e n t io n  to  the  e f f e c t s  o f  music and to  c re a te  a  th eo ry  

e x p la in in g  hr-v.- th ese  e f f e c t s  were p o s s ib le , how they worked. He was 

a ls o  th e  f i r s t  to  t r y  to  pu t h is  th eo ry  in to  p r a c t i c e . I t  i s  h ard  to  

im agine th a t  la te -R e n a issan c e  music th e o r is t s  were com plete ly  unaware o f 

h is  id e a s , e s p e c ia l ly  s in c e  the  e th ic a l  and em otional e f f e c t s  o f  music 

became an in c re a s in g ly  im portant problem in  the  l a t e  s ix te e n th -c e n tu ry  

th e o ry . D. P . Walker summarized th e  r e la t io n s h ip  between F ic in o ’s th e o ry  

and l a t e r  m usical humanism as fo llow s:

*^Cf. e s p e c ia l ly  D. P . W alker, S p ir i tu a l  and Demonic Magic from F ic in o  
to  Campanella (London: The Warburg I n s t i t u t e ,  1958) and Frances A. Y ates, 
Giordano Bruno and th e  Hermetic T ra d it io n  (Chicago: The U n iv e rs ity  of 
Chicago p re s s , 1964).

17C f. W alker, o p . c l t . t pp. 12-24.
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There a re  two main resem blances betw een F ic in o 's  
m usica l th e o ry  and l a t e r  m usical humanism. F i r s t ,  
he i s  th e  e a r l i e s t  R enaissance w r i te r  I  know o f  
t o  t r e a t  th e  e f f e c t s  o f  music s e r io u s ly  and p ra c 
t i c a l l y ,  and not m erely as a  c o n s ti tu e n t  o f  th e  
r h e t o r i c a l  to p ic  o f  th e  lau s  m usicae. By p ro v id 
ing  them w ith  a  r a t io n a l  e x p la n a tio n , he removes 
them from th e  s ta tu s  o f  more o r  le s s  legendary  
m arv e ls , makes them in to  e x c i t in g  r e a l i t i e s ,  and, 
by h i s  a s t r o lo g ic a l  m usic, in d ic a te s  ways o f  r e 
v iv in g  them . Secondly, as I  have a lre a d y  men
t io n e d , F ic in o 's  concep tion  o f  th e  r e l a t iv e  im
p o rta n c e  o f  music and te x t  i s  th e  same as th a t  
o f  th e  m a jo r ity  o f  16th cen tu ry  hum anists , namely, 
th a t  th e  t e x t  a lone  reaches th e  mind and must 
th e r e fo r e  dom inate th e  m u s ic .18

In  s p i t e  o f  th e s e  resem blances, Walker n o te s  th a t ,  excep t fo r  G ioseffo

Z a rlin o , none o f  th e  l a t e  R enaissance m usica l hum anists makes e x p l ic i t
19re fe re n c e  to  F ic in o 's  th e o ry . Since none o f  th e  l a t e  s ix te e n th -c e n tu ry  

I t a l i a n  t h e o r i s t s  was as  comprehensive as Z a r lin o , and s in c e  th e se  th e o r is t s  

w ere in c re a s in g ly  in te r e s te d  in  m a tte rs  which had b ea rin g  on p r a c t ic e  

r a th e r  th a n  in  pu re  s p e c u la tio n , i t  i s  not s u rp r is in g  th a t  they  d id  not 

e n te r  in to  p h ilo s o p h ic a l  in q u is i t io n s .  I t  does n o t fo llo w , however, th a t  

F ic in o 's  th e o ry  was o f  no consequence fo r  them. The aw areness o f  th e  

e x is te n c e  o f  a  th e o ry  e x p la in in g  th e  technology o f  m usical e f f e c t s  was 

a  re a s s u r in g  f a c to r  fo r  th e o r i s t s  and m usicians t ry in g  to  pu t such e f f e c ts  

in to  p r a c t i c e .  They knew th a t  they  were n o t pu rsu ing  a  chim era, th a t  mu

s i c a l  e f f e c t s  w ere in  f a c t  o b ta in a b le .  Because o f  t h e i r  p r a c t i c a l  in 

t e r e s t s ,  t h i s  was a l l  th a t  th ey  wanted o r  needed to  le a rn  from p h ilo so p h e rs .

B es id e s , Z a r lin o  was no t th e  o n ly  one to  make an e x p l i c i t  re fe re n c e  

to  F ic in o 's  th e o ry . M on tev erd i's  d e fen d er, L 'O ttu so  Accademico, in  h is

l 8I b id . ,  p p . 25f .

19C f. i b i d . ,  pp . 2 8 f .
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l e t t e r  pu b lish ed  by A r tu s i  w r i te s :

However, I t  I s  n o t n ecessa ry  fo r  th i s  music to  
e f f e c t  the  m irac le  o f  r a i s in g  th e  dead. I t  w i l l  
c e r ta in ly  cause an a f f e c t io n ,  th a t  i s ,  a  d e s ir e  
by th e  n o v e lty  o f  i t s  p a r t  movement to  h ea r 
ra th e r  o f te n  a s im i la r  type  o f  harmony more s u i t 
ab le  to  move our mind by i t s  n o v e lty  in  t h i s  new 
p ra c t ic e  th an  in  th a t  o f  the  p a s t ,  s in c e  t h i s  
[new p ra c tic e ]  s t r ik e s  the  sense  more e f f i c a 
c io u s ly . But how do I  im agine I  s h a l l  dem onstrate 
th a t  in  m usic, o r  from t h i s  harmony, come a l l  th e se  
m o tio n s ...?  This i s  made c le a r  by th e  a u th o r i ty  
o f  M ars ilio  F ic in o  in  th e  Compendium on P la to 's  
Tlmaeus, who says concern ing  th i s  m a tte r : "Con-
cen tus autem p er aeream naturam  in  motu positam  
movet co rp u s ."  And t h i s  i s  th e  m otion th a t  a p p e r
ta in s  to  body. And th e n : :,? e r  p u rif ic a tio n  aerem 
c o n c ita t  s p ir itu m  animae co rp o risq u e  nodum." This 
i s  th e  m otion o f  one to g e th e r  w ith  th e  o th e r .
"Per affectum  a f f i c i t  sensum sim ul & animum."
Here is  an o th er s im i la r  m otion. And below: "Per
conformem q u a lita tem , m ira quadam v o lu p ta te  p ro -  
f u n d i t ."  Here i s  th e  m otion from sad to  gay.
And in  con clu sio n  he  s a y s : "Per naturam  tarn
s p ir itu a le m , quam m ateria lem  totum sim ul r a p i t ,
& sim ul v en d ica t hominem." Behold in  one con
c lu s io n  a l l  the  m otions and passio n s  bo th  o f  th e  
mind and o f  th e  b o d y . 20

"Non e pero  n e c e s sa r io , che q u e s ta  Musica fa c c i  11 m iraco lo  d i  s u s c i t a r  
m o r ti ;  cag ionera  bene a f f e t t o ;  c io e  d e s id e r io  con l a  n o v ita  d e l la  sua 
m odulatione d 'u d i r  bene spesso s im il s o r te  d i  concento , pi.u a t to  a  mover 
l 'a n im o  n o s tro  con l a  n o v ita  sua in  q u es ta  nova p r a t ic a ,  che n e l l a  p a s sa ta  
come q u e lla  che con p iil e f f i c a c ia  f e r i s c e  i l  se n so . Ma dove vo to  vcgando 
a  d im o s tra re , che n e l la  M usica, o da questo  concento , ne venghino t u t t i  
q u e s t i . . .m o ti, c io  f a c c i  ch ia ro  l a  a u to r i tk  d i  M a rs ilio  F ic in o  n e l Cora- 
pendio  so p ra  i l  Timeo d i  P la to n e , i l  q u a le  in  questo  p ro p o s ito  d ic e .  
Concentus autem per aeream naturam  in  motu positam  movet c o rp u s . Et ecco 
i l  moto, che s 'a p p a r t ie n e  a l  co rpo , & p o s c ia . Per p u r if ic a tu m  aerem con
c i t a t  sp ir itu m  [aereutn] animi [ s ic !  should  be: animae] co rp o risq u e  modum
J s ic T  should  be: nodum]. Ecco i l  moto d e l l 'u n o ,  e l ' a l t r o  in siem e.
Per affectum  a f f i c i t  sensum sim ul &_ animum. Eccone u n 'a l t r o  moto s im ile ;
& p iu  s o t t o . Per conformem q u a lita te m . m ira quadam v o lu p ta te  p ro fu n d i t . 
Ecco i l  moto d i  mesto in  a l le g r o ;  & n e l concludere d ic e .  Per naturam  tarn 
s p ir i tu a le m . quam m ateria lem  totum  sim ul r a p i t ,  ^  sim ul v en d ic a t hominem. 
E t ecco in  uno concluso t u t t i  g l i  m o ti, & le  p a s s io n i  s i  d e ll 'a n im o , come 
del c o rp o ."  Giovanni M aria A r tu s i ,  Seconda p a r te  d e l l 'A r tu s i  overo d e i le  
im p e rfe t t io n i  d e lla  moderna musica (V enice: Giacomo V in ce n ti, 1603), pp .
1 7 f. F ic in o 's  te x t  i s  emended in  sq u are  b ra c k e ts  acco rd in g  to  M ars ilio  
F ic in o , Opera omnia (B asel: ex o f f i c in a  H e n ric p e tr in a , 1576), p . 1453.
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T his d i r e c t  re 'fe ien ce  to  F ic in o 's  th eo ry  as ex p la in in g  th e  mechanism o f  

m usical e f f e c t s  by a  member o f  M on teverd i's  camp i s  c e r ta in ly  w orth

n o tic in g

I t  was mentioned th a t  F ic in o 's  concep tion  o f th e  r e l a t i v e  impor

tan ce  o f  th e  t e x t  ( in f lu e n c in g  th e  mind) and music ( in f lu e n c in g  th e  sense 

and em otions) was shared  by many s ix te e n th -c e n tu ry  t h e o r i s t s .  T h is ex p la in s

why V icen tin o , fo r  in s ta n c e , could  in  good f a i th  claim  th a t  he favored 

th e  compromise between reaso n  and se n se . Assuming th a t  reaso n  i s  th e

t r e s s  o f  th e  harmony" was in  a l l  p r o b a b i l i ty  much more th a n  ju s t  an a e s 

t h e t i c  s lo g an  r e f le c t in g  a  change in  a r t i s t i c  t a s t e .  I t s  emergence in

th e  s ix te e n th  cen tu ry  can be a t t r ib u te d  to  th e  re c e n t r e v iv a l  o f  P la to n ism .

I t  i s  n o t an acc id en t th a t  G iu lio  Cesare M onteverdi defends h is  b r o th e r 's

" in te n t io n  to  make th e  words th e  m is tre s s  o f  th e  harmony and n o t th e  s e r -
21v a n t"  by invoking th e  a u th o r i ty  o f  P la to .  The id ea  o f  the  preem inent

I t  i s  t r a n s la te d  in  W alker, o p .c i t . ,  p .  9: " . . .m u s ic a l  sound by th e  move
ment o f  th e  a i r  moves th e  body: by p u r if ie d  a i r  i t  e x c i te s  th e  a e r i a l
s p i r i t  which i s  th e  bond o f  body and so u l: by em otion i t  a f f e c t s  th e
senses and a t  th e  same tim e th e  s o u l:  . . . b y  th e  conform ity  o f  i t s  qua
l i t y  i t  f lo o d s  us w ith  a w onderful p le a su re : by i t s  n a tu re , bo th  s p i r i 
tu a l  and m a te r ia l ,  i t  a t  once s e iz e s ,  and claim s as i t s  own, man in  h is  
e n t i r e ty . "

21C f. "D ic h ia ra tio n e  d e l la  l e t t e r a  stam pata n e l q u in to  l ib ro  de su o i ma- 
d r i g a l i , " in  Claudio M onteverdi, S cherzi m u sic a li a  t r e  v o c i (V enice: 
R icc ia rd o  Amadino, 1607), t r a n s .  in  O liv er S trunk, Source Readings in  
Music H is to ry  (New York: W. W. Norton and Company, I n c . ,  1950), pp. 405-12.
S trunk n o te s  th a t  "M onteverdi quotes P la to  in  th e  L a tin  t r a n s l a t i o n  o f 
M a rs ilio  F ic in o ."  I b id . ,  p . 407, n . 3 . M onteverd i's  use o f  P la to  i s  
d isc u ssed  by Claude V. P a l is c a ,  "The A rtusi-M onteverd i C o n tro v e rsy ,"  in  
Denis A rnold and N igel F ortune, e d s . ,  The M onteverdi Companion (New York:
W. W. N orton and Company, I n c . ,  1968), pp. 160-63.
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position of the words could be developed by the Renaissance Platonists 

even beyond the identification of reason with logos, because, being pro

foundly influenced by Christian doctrines, they knew that heavens and

earth were created by God's word and attributed great importance to this 
22theme. As the creative Ubrd governs the harmonic revolutions of the

heavenly spheres, sc in music the word is the mistress of the harmony.

Giulio Cesare's slogan summarizes the result of the late sixteenth-century

polemics perfectly. The fundamental opposition of musical thought of

the era, the opposition between the "harmon., ind the "expression of che

words," is resolved not by elimination of one of the two opposed ideals,

but by subordination of "harmony" to "words." It is not surprising to

note that, as was pointed by Claude V. Palisca, the same passage from

Plato'8 Republic which was quoted by Giulio Cesare Monteverdi in support

of his famous dictum, was also commented upon by Bishop Jacopo Sadoleto

who used it in support of his appeal to give the text priority over music

in his De liberis recte instituendis (Venice, 1533) . Sadoleto was later

a member of the Council of Trent, which instituted the reform of the Catho-
23lie music insuring the intelligibility of the text. Vincenzo Galilei

quoted Sadoleto in his counterpoint treatise in support of his critique

of modern music as being devoted to the pleasure of the senses instead
24of trying to express the words. It has been suggested that the polemic 

between the proponents of first and second practices had its roots in

22C f. Yates, op . c i t .. pp. 8 5 f.

23Cf. Palisca, "The Axtusi-Monteverdi Controversy," pp. I6lf.

24 C f. Trattato d e l l 'Arte d e l Contrapunto. f o l s .  I 4 6 r - l4 7 r .
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th e  d isc u ss io n s  among church re fo rm ers  and Papal s in g e rs  in  Rome o f th e

T r id e n tin e  period  (1545-63), v i t h  th e  h u m a n is tic a lly  in sp ire d  refo rm ers

i n i t i a t i n g  the  a t ta c k  on the  N ederlandish  polyphonic t r a d i t io n  re p re se n ted
25by th e  Papal ch ap e l. The reform  o f  th e  r e la t io n s h ip  between te x t  and 

music was in sp ire d  in  bo th  th e  s e c u la r  and r e l ig io u s  v e rs io n s  by s im i la r  

so u rc e s , by readings o f  P la to  in  p a r t i c u la r .

I t  has to  be n o ted , f in a l l y ,  th a t  th e  ascendance o f  the id e a l  o f 

th e  e x p ress io n  o f  th e  words over th a t  o f  harmony, th e  M onteverdian sub 

o rd in a tio n  o f  the "harmony" to  th e  "words, " went hand in  hand w ith  th e

g rad u a l weakening o f  th e  p r e s t ig e  o f  th e  concept o f  harmony in  g e n e ra l,
26th e  weakening brought abcuc by th e  emerging modern s c ie n c e . For Z a rlin o

25C f. P a l is c a ,  The Beginnings o f Baroque M usic. I t s  Roots in  16 th-C entury  
Theory and Polem ics, unpublished Ph.D . d i s s . ,  Harvard U n iv e rs ity , 1954, 
p p . 92-101. The au tho r d isc u sse s  a l e t t e r  o f  Bishop C i r i l lo  Franco o f 
L oreto  d a tin g  from 1549 who a t ta c k s  th e  c o n tra p u n ta l church music fo r  i t s  
f a i lu r e  to  in s p ire  th e  p roper a t t i t u d e  o f  devo tion  and advocates the  im i
t a t io n  o f anc ien t Greek p r a c t ic e s .  Franco co n sid e rs  h is  c r i t iq u e  to  be 
aimed a ls o  a t  s e c u la r  music and wants music to  experience  the same r e b i r th  
th a t  l e t t e r s  and a r t s  have. He a ls o  advocates the  r e s to r a t io n  o f th e  non- 
d ia to n ic  genera . The aim i s  to  c r e a te  harm onies th a t  move a f fe c t io n s  c f  
l i s t e n e r s .  F ranco 's  l e t t e r  i s  a ls o  d iscu ssed  in  K. G. F e l le re r ,  "Church 
Music a t  th e  Council o f T re n t ,"  The M usical Q u arte rly , XXXIX (1953), 576- 
94. The l e t t e r  was p u b lish ed  in  Aldo Manuzio, e d . ,  L e tte re  v o lg a r i  d i  
d tv e r s i  n o b il is s im i huomini, e t  e c c e l le n t is s im i  ingegn i. s c r i t t e  in  d i 
v e rse  m a te r ie . V ol. I l l  (Venice: A ldus, 1564), f o ls .  114r-118v. This was
th e  f i r s t  e d it io n  of th is  volume accord ing  to  A ntoine-A ugustine Renouard, 
Aimales de l ' i n p r i n e r i e  des A ides, ou H is to ire  des t r o i s  Manuces e t de 
le u r s  E d itio n s , Vol. I  (P a r is :  Renouard, 1803), pp. 343f. The l e t t e r
was re c e n t ly  published  in  P i e r lu ig i  da P a le s t r in a ,  Pope M arcellus Mass. 
e d . Lewis Lockwood (New York: N orton, 1975), pp . 10-16.

26For the history of the concept of world harmony see Leo Spitzer, Clas
sical and Christian Ideas of World Harmony. Prolegomena to an Interpre
tation of the V.’ord "Stimnung" (Baltimore: The Johns Hopkins Press, 1963).
That the divorce of value and fact, the discarding of all considerations 
based on value-concepts, such as the harmony, is implied by modern science, 
was stressed in Alexandre Koyre, From the Closed World to the Infinite 
Universe (Baltimore: The Johns Hopkins Press, 1957). See also Marius
Schneider, "Die musikalischen Grundlagen der Sph^renharmonie," Acta 
Musicologica. XXXII (I960 ), 136-51.
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m usical harmony could be analogous to  th e  harmony o£ th e  w orld , because 

the  concord o f  d iv e rs e  e lem en ts , th e  harmony, was conceived as  p ro p o rtio n  

and could  have been expressed  in  s im i la r  num erical r a t io s  in  b o th  c a s e s .

The analogy gave m usic a  v ery  s a fe  and d ig n if ie d  p o s i t io n .

But d u rin g  th e  s ix te e n th  cen tu ry  th e  an c ie n t id eas  o f  th e  harmony

o f th e  w orld  and o f  m usic a re  b e in g  g ra d u a lly  underm ined. We have seen

th e  s c i e n t i s t  B e n e d e tti  and l a t e r  Vincenzo G a l i le i  prov ing  th a t  th e  j u s t

in to n a tio n , th e  r a t i o s  o f  which p rov ided  Z a rlin o  w ith  m athem atical b a s is

o f  m usical harmony, could no t in  f a c t  be used in  modem p r a c t i c e .  At th e

same tim e s c i e n t i s t s  were tra n sfo rm in g  th e  t r a d i t i o n a l  cosmology and con-
27seq u en tly  th e  m athem atical s t r u c tu r e  o f  th e  u n iv erse  changed r a d ic a l ly .

Vincenzo G a l i l e i  no ted  t h i s  growing d i f f i c u l t y  o f  e s ta b l is h in g  an a lo g ie s

between harm onies o f  v a r io u s  k in d s  q u i te  c le a r ly :

Because o f  vdiich I  say  th a t  i t  i s  no le s s  d i f f i 
c u l t  t c  d e sc rib e  in  words o r  dem onstrate r e a l ly  
by means o f  numbers o r  l in e s  the  [tu n in g ] system  
which we use in  i t s  ex ac t form and p r o p o r t i o n , . . .  
th an  i t  i s  to  re g u la te  and to  make p ro p o rtio n a te  
among them selves th e  m otions o f c e l e s t i a l  bod ies 
which d e te rm in a te  p e rio d s  and s ta b le  canons. And 
t h i s  i s  perhaps a good p a r t  o f  the  agreement 
which P y thagoras judged to  e x i s t  between th e  c e le s 
t i a l  and human harm ony.28

The analogy between th e  c e l e s t i a l  and m usical harm onies became p ro b lem a tic ,

27 ✓C f. Koyre, o p . c i t . ,  p assim .

28"Per lo  che vengo a d i r e ,  e s s e r  non men d i f f i c i l e  a d e s c r iv e r  con p a ro le , 
o d im o stra re  rea lm en te  per v ia  d i  num eri, o d i l in e e  i l  S istem a che n o i 
usiamo n e l l 'e s a t t a  su a  forma & p r o p o r t l o n e - q u a n t o  e d i f f i c i l e  con t e r -  
m in a ti p e r io d i ,  e s t a b i l i  canoni re g o la re  & p ro p o rtio n a te  t r a  d i  lo ro  i  
m oti de c o rp i c e l e s t i .  & q u es ta  e fo rs e  buona p a r te  d e l la  convenienza 
che P ita g o ra  g iu d ico  e s s e r  t r a  la  c e le s te  & l'um ana A rm onia." D iscorso 
in tc rn o  a ll* o p e re  d i  m esser G ioseffo  Z a rlin o  da C hioggia. e t  a l t r i  im
p o r ta n t!  p a r t i c o l a r i  a t t e n e n t i  a l i a  m usica (F lo ren ce : G iorg io  M a re sc o tti ,
1589), p .  118.
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even though the early seventeenth century witnessed powerful efforts to

save It in the works of Marin Mersenne and, particularly, of Johannes 
29Kepler. Consequently, the status of music became problematic too. | ||>ni

With the gradual dissolution of the old lost its safe
,,v  *'• * *

place and. ii'iSatlon as the sensuous embodiment of cosmic order and 

it had to find a new place and justification. This was provided by the 

recently revived ancient ideas of ethical and emotional power of music 

and by the prestigious and influential neo-Platonic philosophy proving 

that music could indeed operate powerful emotional effects and explain

ing how.

The great interest in radical chromaticism in the second half of 

the sixteenth century is the result of the gradual emergence of the new 

idea of music as an art of emotional expression. While limited use of 

chromatic steps, such as was allowed by Zarlino, is not incompatible with 

the ideal of harmony, extreme chromaticism certainly is, not only because 

it may reflect the desire to .u couse passions, but also because it often 

Implies equal temperament, the "irrational" intervals of which cannot 

supply the mathematical criterion for distinguishing harmonious and in

harmonious relationships between sounds. The subordination of the tra

ditional musical philosophy based on the concept of harmony to the new 

ideal of expression may well be closely correlated to the profound muta

tion of European thought which transformed the closed Aristotelian cosmos

into the modern infinite universe, the process which John Hollander (para-
.30phrasing Dryden) called "the untuning of the sky.""^

29C f. M arin Mersenne, Harmonie u n iv e r s e l le  (P a r is :  S. Cramoisy, 1636-37)
and Johannes K epler, Karmonices mundi (L inz: Joannes P lan cu s, 1619).

30C f. John H o llander, The Untuning o f  the Sky. Ideas o f Music in  E n g lish  
P o e try , 1500-1700 (New York: W. W. Norton and Company, I n c . ,  1970).
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