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Preface

It would be difficult to claim that the idea of a history of seventeenth-century
music is a new one. Indeed, some of the first significant attempts at writing a
general history of music date from the seventeenth century itself, so writing
that century’s history today would not be entirely out of sympathy with the
attitudes of the time. Nevertheless, Wolfgang Caspar Printz’s history of music,
Historische Beschreibung der edelen Sing- und Kling-Kunst (Dresden, 1690), is pro-
foundly ‘unhistorical’ by later standards, given that it presents an anecdotal
array of traditional knowledge about music, with the primary purpose of jus-
tifying and extolling the art. Comparing this sort of history with those of only
a century later by writers such as Charles Burney (4 General History of Music
from the Earliest Ages to the Present, 1776-89), John Hawkins (A General History
of the Science and Practice of Music, 17776) or Johann Nikolaus Forkel (Allgemeine
Geschichte der Musik, 1788-1801) reveals striking differences of perspective and
value; whatever their drawbacks, these later attempts present a sense of critical
narrative based on researched material that seems much closer to modern con-
ceptions of what history should do. Thus there would be little virtue in writing
an account of seventeenth-century music purely from the historiographical
perspective of its time. On the other hand, the differing perspectives of differ-
ent times, places and beliefs suggest that there is no single ‘true’ story to tell
about any century’s musical culture.

There is no shortage of music histories in print today, and these themselves
show a variety of approaches. The oldest that is still generally available is the
postwar Dent-Norton series, in which musicis divided up into stylistic periods
rather than centuries— Middle Ages, Renaissance, Baroque etc. - so thatonly the
“Twentieth Century’ does without a label, as if its stylistic category is yet to be
processed. The Prentice Hall series follows much the same format, albeit more
economical in scale to cater for the mass market of music-history courses. The
New Oxford History of Music was more ambitious, often dividing the standard
periods into more than one volume (distinguished by a specific date-range) or
dispensing with some of the traditional stylistic categories altogether (hence
The Age of Humanism, 1540-1630 or Opera and Church Music, 1630-1750). But
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despite NOHM’s valiant efforts, ‘Renaissance’ (which is certainly relevant at
least for the earlier part of our period) has undoubtedly proved one of the
most durable of the ‘standard’ labels for the history of Western music, given its
application to such a wide range of historical, cultural and artistic phenomena.
‘Baroque’ is of the most recent application, is the most ambivalent, and has
been perhaps the first to be discarded by some historians. Although its etymo-
logy is now largely ignored, the word still implies something mannerist and
frivolous, standing between the grander-sounding eras of the ‘Renaissance’
and “Classicism’.

Some histories devoted to specific instrumental repertories will use 1700 as
a cut-off date, such as the histories of keyboard music ‘up to 1700> by Willi
Apel (1967) or ‘before 1700’ by Alexander Silbiger (1995). Indeed, Apel also
produced astudy of Ttalian violin music (1983) that restricted itself'to the seven-
teenth century alone. Onesignificant general music history, Lorenzo Bianconi’s
1] Seicento (1982), specifically addresses our century shorn of the conventional
Baroque epithet or the eighteenth-century appendage of 1700-1750. Might it
be that the increasing tendency to divide volumes by date reflects an imperative
to neutralise the standard post-war categories, and, in the case of the seven-
teenth century, to emancipate that century’s music from the role of warm-up
act to the German giants of the early eighteenth?

Certainly, affirmative action may have played its role in the trend away from
stylistic periods and towards centuries. Less positively, one might say that
it also betrays a certain failure of nerve, by which we feel reluctant to make
any period-division that evidences a value-judgement of some sort; working
by centuries is at least clean, neutral and (apart from the usual disputes as to
exactly when a century begins and ends) incontestable, even if it is relatively
meaningless. But there might be a more urgent, topical reason too: with the
recent change of century (and indeed, millennium) we perhaps view century-
divisions with more seriousness than might have been the case fifty years ago in
the newawakening following a catastrophic war. The seduction of the temporal
boundary has, of course, been compounded by other ‘convenient’ occurrences,
namely the collapse of the Eastern Bloc and - most graphically - the events
of 11 September 2001. Although comparing such world crises with Western
music history must inevitably make the latter seem parochial, it is clear that
we frequently look for musically striking events to divide centuries. It has, for
instance, often been noted that 1600 conveniently marks the ‘invention’ of
opera and the appearance of the first documentary evidence associated with
the “crisis” of Monteverdi’s seconda pratica. We should be warned, of course, by
the fact that the other end of the seventeenth century does not seem so neat.
Yet 9/11 might also help us form important historical questions regarding
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apparent watersheds: have attitudes and thought processes really undergone
a sea-change since that atrocity, and was it itself really that unexpected? Like-
wise (back in the parish), many have increasingly downplayed the conventional
musical break at 1600 in favour either of an earlier start to the new style (by way
of'a new emphasis on rhetoric and affect in the Italian madrigal of the last quar-
ter of the sixteenth century) or of a later one (the changing role of aria-styles in
the musico-poetic discourse of the 1630s). And either way, ‘Renaissance’ styles
and values clearly continued in some major repertories throughout the period.
One mightalso perceivea ‘generation gap’from the 16 40s to the 1670s by which
the narrative threads conventionally linking the early to the late Baroque are at
best exiguous and, for some countries or genres, as yet non-existent: it is much
easier to construct a coherent story of], say, the sixteenth century than it is of
the seventeenth.

Itwould be disingenuous to claim that the editors and authors of the present
volume set out with the idea of a seventeenth-century history entirely inde-
pendently of the fact that Cambridge University Press was producing similar
volumes on the eighteenth, nineteenth and twentieth centuries. There is cer-
tainly a pattern to which to conform here, but what would happen if one were
to continue the series backwards (sixteenth century, fifteenth century etc.)? It
seems likely that here, at least, there would be a strong tendency to revert to
conventional periods (‘Renaissance’, ‘Medieval’ or just “Early’ music). Perhaps
thatis to do with the market. Perhaps, however, itis also due to the fact that the
sixteenth century, for instance, on its own seems too diffuse, its musical devel-
opments too static and comparatively lacking in canonical composers (with the
obvious exceptions such as Josquin Desprez and Palestrina). The seventeenth
century is clearly richer in terms of famous names whose music is generally both
individualistic and diverse - Monteverdi, Cavalli, Schiitz, Lully, Purcell, Bux-
tehude, Corelli and Alessandro Scarlatti - even if these evidently do not match
(atleastin number) those of the eighteenth and nineteenth centuries. But even
ifwe were to justify our history of the seventeenth century as marking as much
the birth of the ‘modern’eraas it might do in the history of science - we do not -
it is the most problematic of the ‘useable centuries’ in terms of the standard
historiographical preconceptions of linear temporality and great, monumental
figures. Indeed, it perhaps comes closest to the twentieth century in terms of
challenging conventional historical methods and modes of interpretation. If
the twentieth century seemed fraught with the splintering of ideologies, styles,
and even definitions of what counts as music (not least through the vertiginous
opening up of ‘world music’ and the unpredictable workings of the unfettered
market for the popular and the commercial), similar issues seem to be at stake
in the seventeenth. Admittedly, the Eurocentric world of seventeenth-century
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music (and the present book remains, almost unashamedly, Eurocentric) seems
relatively limited by contemporary standards, but it was undoubtedly the era
in which the Scientific Revolution and the rise of the nation-state set the pat-
tern for things to come. There were even the first, tentative glimpses of the
world of music beyond the Western tradition (facilitated by colonial expan-
sion and latent in the encyclopaedic approaches of Athanasius Kircher and
Marin Mersenne), something that seemed to confirm the superiority of the
universalising tendencies of modern Western thought while also opening up
the possibility of cultural differences to be recognised, if not necessarily rec-
onciled, within the European context. In short, many of the contradictions,
challenges, threats and possibilities that we experience today might be shown
to have their roots in seventeenth-century thought and culture, and a history
of music in this era must surely be able to play a part in the way in which we
understand ourselves.

This last thought renders it abundantly plain that the way in which the
present book is constructed is very much a product of our time and its priori-
ties, both overtand covert. The fact thatit is not written by asingle author (such
as a Manfred Bukofzer, Claude Palisca or Lorenzo Bianconi) is in part a ques-
tion of competence in a time of increasing specialisation, but it also reflects an
earnest belief in the value of diversity of approach and opinion. Moreover, we
two editors have evolved conceptions that neither would have generated inde-
pendently, and whatever plans we might have had were inevitably subverted -
but hopefully bettered - by the rich variety of authors, all current leaders
in the field. This multiplicity, randomness, and contingent editorial synthe-
sis of the contributions seem to chime surprisingly well with the situation in
seventeenth-century music, and, of course, it mirrors our own times precisely.
It is not the case that strong-willed authorship has entirely disappeared, but
thatseveral strong voices can sound simultaneously, any uniformity often com-
ing from ‘hidden’ factors, such as seemingly innocuous editorial decisions as
to order, or what to cut or modify, and from the very format of the volume as
determined by the Press.

For the latter, the present volume follows previous Cambridge Music His-
tories by avoiding music examples and illustrations. This may be a cause for
celebration (because many more people, from diverse fields, now read about
music), or gloom (because fewer now read music itself, and there is perhaps a
general refusal to engage with its inner workings). Certainly, the way in which
the entire musicological field has opened out in recent decades, rendering its
discourse closer to those of literary criticism and of the other arts, means that
music now seems less isolated from the cultural conversations of its time and
of ours. There is a sense in which a historian of music can be a critic’ in much
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the same way as an ‘art critic’ might relate to painting or sculpture, as someone
who does not necessarily have any expertise in the actual execution of the art.
Again, there is something here that resonates with the situation around the
turn of the seventeenth century when music became an object of elite public
discourse, beyond the day-to-day activities of the profession of practical music.
There were also obvious fears about the general ‘lowering of standards as cer-
tain composers and performers seemed to circumvent the established rules in
the name of some extra-musical imperative. Yet it would certainly be wrong
to assert that musical expertise has disappeared (now as then), or that writ-
ers deprived of musical examples do not care very deeply for a direct sensual,
emotional and intellectual engagement with music.

It remains to be seen whether the tradition of Western art-music can survive
in 21st-century society, but it is almost certain that it would die if musicians
and scholars battened down their hatches and talked and played only to one
another. If this volume undoubtedly loses something with a lessened engage-
ment with the nuts and bolts of music, it also gains much by examining the
divers ways in which music interacts with the surrounding culture. Our exam-
ination of the seventeenth century can also be an examination of some of the
conditions and presuppositions of the present, challenging us to articulate our
musical priorities and to define that which makes the classical tradition worth
preserving in the first place. By drawing music nearer to the world of letters,
we can also lay the foundations for a regeneration of the amateur but sophis-
ticated musical culture that has always been so vital for the health of music
within modernity.

Given that our history represents our contemporary conceptions of the
seventeenth century, it is worth rehearsing in brief'the changes in the reception
of seventeenth-century music over the intervening years. Only if our present
reception of that era were to be the most accurate or ‘true’ so far would all
earlier reception be rendered worthless. Yet there is clearly no guarantee of
truth in this regard, even if our methods of dealing with factual evidence seem
more precise than ever (and we should remember that empirical methodology
was itself still in its infancy in the seventeenth century). Perhaps a primary
question to ask of the history of the reception of seventeenth-century music
(and indeed, culture in general) is whether that era has always been viewed
with the ambivalence that tends to characterise much of its twentieth-century
reception, namely as a period of flux, disorder or even sterility, separating the
perfection of the Renaissance from the summits of the high Baroque and Clas-
sical periods. Given that it is only in the last 60 years — save some prior flurries
of interest in particular composers (notably Monteverdi, Lully and Purcell) -
that scholars and performers have developed an extensive concern (whether
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‘historical’ or not) for seventeenth-century music even remotely comparable
with that of the two surrounding centuries, has anything changed in our more
recent times to render the era seemingly more significant?

The significance of such issues of reception-history has only recently begun
to be realised, and much terrain remains to be charted (Haskell offers a start).
There certainly seems to be little evidence that the early eighteenth century
saw itself to be conceptually severed from the seventeenth. The fact that the
most potent political regime of the age, Louis XIV’s France, straddled the turn
of the century is obviously significant, and indeed the continuity in French
performances of Lully’s great tragédies en musique right up to the Revolution is
difficult to ignore. If we examine the historicist habits of the German duo, J. S.
Bach and Handel, it is striking that both tended to use seventeenth-century
musicasifitwere their own. Almostall of Handel’s ‘borrowed’ material (except
from himself) comes from the immediately preceding generation, and Bach’s
recently rediscovered ‘Altbachisches Archiv’ represents members of his family
from the entire seventeenth century; many of these pieces show signs of perfor-
mance in his later years. If this generation of composers who died around 1750
shows a continuity with the previous century, much the same could be said of
musical institutions of the time. Most courts continued to employ (or dismiss)
their musical employees in much the same way as before; public opera (which
had spread to the major centres of northern Europe by the last decades of the
seventeenth century) continued wherever it was economically viable; church
music and its associated educational institutions were generally unscathed by
the change of century. If public performance, unattached to court, church or
opera, came into its own in the eighteenth century, this was often an exten-
sion of institutions that sprang up in the previous era: the academy, collegium
musicum, organ recital etc. The only sign of a conscious revivalist culture was
in England from around the 1720s: societies such as the Academy of Ancient
Music and the Concert of Ancient Music self-consciously performed music by
composers of the late sixteenth century up to Purcell. Perhaps this fashion for
restoring the past related to the revival necessitated by the Restoration in the
1660s, the Concert of Ancient Music’s resolution to play music over twenty
years old mirroring the same sort of gap that would have been experienced
after the Civil War and Cromwellian eras.

Many of these continuities (even those that made a continuity out of restora-
tion) were of course broken in the latter half of the eighteenth century, when
indeed even most of the composers active before 1750 seemed outmoded.
It is interesting to note which seventeenth-century repertories continued to
survive: the music of Corelli still had classical status throughout the eighteenth
century, enjoying an unprecedented number of reprints. Institutions that
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were not ‘progressive’ (particularly churches) could still cling to earlier music:
obviously significant in this regard is the publication of William Boyce’s Cathe-
dral Music (1760-73), which did much to maintain the restorative fervour of
post-Commonwealth England by implying a continuous tradition of English
sacred music stretching back to the era of Tye and Tallis. The new histories of
music certainly do not ignore the seventeenth century, although Burney and
Hawkins clearly sensed an affinity with the latter half of the previous century
but not necessarily with the former.

Whatever continuities seventeenth-century repertory and practice enjoyed
in the eighteenth century, the French Revolution and its shockwaves across
Europe meant that there was now a sense in which the past was irreconcil-
ably severed. In the nineteenth century, earlier music was rediscovered and
re-invented with a fervour that had never pertained before, if also with an
unavoidable sense of difference. Nevertheless, it is perhaps here that we see the
beginnings of the tendency to overlook the seventeenth century, even against
the background of the growing interest in the past: most models that acquired
particular prestige (e.g., Palestrina for both Catholic and Protestant traditions,
Bach and Handel for German, French and English cultures) tended to come
from just before or just after our period. Generally, if seventeenth-century
music appeared in nineteenth-century anthologies or specialist publications
(e.g., of the Musical Antiquarian Society in England, 1840-47) this was some-
times through a general antiquarian concern for whatever had survived from
the past rather than from an interest in the seventeenth century per se. ‘Arie
antiche’ (whether real or fake) could subsequently provide fodder for begin-
ningsingers, while seventeenth-century keyboard pieces, especially of the more
picturesque variety, could grace the music stands of women performers in the
salon and drawing-room. The era could also feature in programmes that were
devised to show a particular historical progression, such as in the concert his-
torique invented by Francois-Joseph Fétis in Paris during the 1830s. Yet the
tendency to view earlier musics as merely a precursor to, or a primitive form
of, ‘real’ music necessarily did them a disservice, not least by inserting them
within lines of ‘progress’ representing just the first steps to the Parnassus of
the High Baroque, Classical and Romantic masters. Also, the apparent absence
of strong compositional voices, or for that matter of strong biographical pres-
ences, tended to relegate early music to a series of ‘Kleinmeister’, particularly
if they came from the seventeenth century.

What is striking is the comparative lateness with which singular national
figures of our period made it into the revival industry. Lully began to make an
appearance at the Paris Opéra in the 1850s, coinciding with the publication of
extracts of several of his dramatic works in vocal score. But only in the wake of
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the culturally demoralising Franco-Prussian war (1870), and then the battles
pro- and anti-Wagner, did he begin to play a significant part in the French
patriotic cause, if only by virtue of his association with a great seventeenth-
century literary figure, Moliere. Lully’s (and others’) music was soon to be
published in editions that attempted to present the entire cultural heritage of
the nation, and yet often it was perceived as just that, a ‘heritage’ to be kept in
the museum, rather than to be given life through performance. As Ellis shows,
French music of the seventeenth and eighteenth centuries was often deemed
to lack a necessary virility, namely that which was demonstrated by the recent
vigorous revival of Handel and Bach. It was not until 1930 thatan edition dedi-
cated specifically to the complete works of Lully appeared, and even the recent
attemptatan @uvres completes has had asomewhat unhappy history. In England,
although Purcell was celebrated in performance by the Purcell Club in West-
minster Abbey from the middle of the nineteenth century, the Purcell Society
which published his works was not founded until 1878 (and the project was
not complete until 1965); and the first stagings of his music did not occur until
the 1890s. However, the anniversary year of 1895 became an important trigger
for the so-called “English musical Renaissance’. In Germany, the Schiitz revival
was also surprisingly late. Philipp Spitta pioneered the rediscovery of Schiitz’s
musicin the wake of his extensive Bach studies, and he provided the impetus for
the complete edition begun in 1885 to celebrate the 30oth anniversary of the
composer’s birth. Perhaps the greatest service to seventeenth-century German
music (of the generation from Praetorius to Schiitz) was done by Brahmswithin
his programmesasa choral conductor. It may also be that hisabsorption of some
of the rhetorical and motivic elements of this repertory within his own music
rendered later generations progressively more accepting of this idiom. Learned
through the filter of Brahms, the language of Schiitz could become ‘modern’
once more.

In the early decades of the twentieth century, seventeenth-century music
continued to fare relatively poorly in comparison to the German, French and
Italian composers of the High Baroque. Indeed, these latter, together with later
eighteenth-century composers, were ideal models for the neo-classical climate
of the interwar years; earlier seventeenth-century music presumably did not
possess enough formal discipline to provide much in the way of models (one
significant exception was Richard Strauss’s use of Lully’s music in his works
surrounding Ariadne auf Naxos) save, perhaps, in the sphere of expressive inten-
sity and declamatory freedom. The French continued to play an important
role. The first ‘modern’ performance of Monteverdi’s Orfeo (1904, followed
by L’incoronazione di Poppea the following year) occurred in a French institu-
tion, not an Italian one: namely, the Schola Cantorum that Charles Bordes and
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Vincent d’Indy had founded in 1894. Although the primary purpose of this
institution was the regeneration of religious music it also presented concert
performances of many dramatic works, if in drastically cut versions. It was
also in France that Nadia Boulanger pioneered the performance of Monteverdi
madrigals in the 1930s, while another Frenchman, Edgard Varese, presented
choral concerts in New York during the 1930s involving music by a wide range
of seventeenth-century composers, including Monteverdi, Charpentier and
Schiitz. By this time, however, a Monteverdi revival had already established
itself also in Italy (although there had been sporadic interest from the 1870s
on), associated with a national (at times, right-wing) revivalism, a reaction to
Romantic excess (wWhether Wagner or Puccini), a search for cultural roots, and
even a sense that modernism might find its anchor in a pre-Classical past. Gian
Francesco Malipiero’s first complete edition of Monteverdi’s works (1926-42)
coincided with a particularly ugly period of Ttalian nationalism. Yet Malipiero’s
work, and that of many others who followed his lead in the cause of early Ital-
ian music, continued unabated after the Fascist era, and for curious reasons,
post-war interest in Monteverdi was particularly strong in England.

With the German-based ‘Orgelbewegung’ from the 1920s, seventeenth-
century organ music became more usable, since many surviving instruments
contemporary with its composition were now appreciated afresh (the first
publications of Buxtehude’s organ music date back to 1903). It was also in
this period that the music of Schiitz became ubiquitous in Germany, coincid-
ing with the Italian rediscovery of Monteverdi. Given that Schiitz more or
less represented the earliest available repertory of music setting the German
vernacular which also conformed to refined, quasi-Renaissance disciplines of
composition, his music provided an ideal way of grounding increasingly nation-
alist sentiment in a ‘classical’ historical tradition, while also providing music
for choral societies to perform (something similar might be said of the German
reception of Monteverdi’s 1610 Vespers). The English national interest in Pur-
cell also increased between the wars, although it reached its fullest flowering
after World War I1, particularly with its reworking in the music of Britten and
Tippett.

The early-music revival after the war, together with the associated movement
in historically informed performance, began to give seventeenth-century music
something approaching the attention already given to other centuries. Early
pioneers of Baroque opera gave performances that were more (Paul Hindemith)
or less (Raymond Leppard) indebted to historical performance, but several
works of Monteverdi and Cavalli were well established in the operatic reper-
tory before historical accuracy became more of an imperative (although edi-
tions of Cavalli’s operas did not appear until the 1960s, and even today we lack
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proper scholarly ones). If the seventeenth century still seemed to lag behind
other forms of early music, perhaps it was partly because the strongest per-
forming personalities in the field specialised either in earlier music (e.g., David
Munrow and Thomas Binkley) or in that of a somewhat later period (e.g., Gus-
tav Leonhardt and Nikolaus Harnoncourt). It is also likely, however, that the
seventeenth century found itself falling between several stools: its music was
not choral enough for the Oxbridge singing-men who did so much for the
early-music revival in the United Kingdom, and there was more exotic fun to
be gained from picking up (and even making) a medieval rebec than from con-
verting a violin to Baroque use. There was (and for the most part, is) no profit
in retrofitting a Stradivarius to its original design and purpose, and even in the
1960s and 1970s performances of Monteverdi’s 1610 Vespers still used oboes,
clarinets or trumpets rather than cornetts. Singers did not have the voice to
beat the throat (at least until Nigel Rogers showed us how to do it), string
players did not have the heart to abandon vibrato (not that they necessarily
needed to), the harpsichord could only softly clatter in the background, and
the recorder and viol were relegated to (and associated with) a sub-Dolmetsch
underworld of relentless if spirited amateurism.

Nevertheless, performers were probably in advance of scholars. The British
journal Early Music showed a pronounced Medieval-Renaissance bias in its first
issue of 1973 (although, given its national provenance, the solitary article on
Purcell is not out of place). The next few years show a similar partiality, with
further obvious English exceptions (such as Dowland and Gibbons). While
the late 19770s show an increase in seventeenth-century topics, particularly
English or operatic, it is perhaps only in the mid 198os that one can sense that
seventeenth-century music enjoys coverage equal to other ‘early’ periods. As
for the Basler Jahrbuch fiir historische Musikpraxis,founded in 19777, the firstissues
involve the seventeenth century only if this is relevant to a study of the entire
history of a particular instrument. Otherwise, the bias is very much towards
the Middle Ages, followed by the eighteenth century; again, it is only in the
later 1980s that the seventeenth century seems to gain parity with the others.
While the Heinrich-Schiitz-Gesellschaft had been covering wider seventeenth-
century issues for several years (its journal dates back to 1979), the first society
devoted specifically to seventeenth-century music began its (on-line) journal
in America in 1995.

It was also in the late 1980s and 199o0s that the seventeenth century became
asignificant subject for some of the newer musicological approaches that were
beginning to develop. Whilst the vast majority of authors saw the nineteenth
century as their primary playground, the seventeenth also seemed significant
owing to its emphasis on text and music, the birth of opera (together with its
semantic ambiguity and emerging semiotic codes), the surprising number of
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distinguished women composers, and the ambiguities of gender in theatrical
music (the interest in the castrato also becoming something of an obsession
in popular culture). On the other hand, there has also been much new work
in a more ‘traditional’ (or at least post-war) vein, covering specific instrumen-
tal repertories and broad genres such as oratorio and French or Italian opera.
Although this writing often seems to take a stand against specific ‘trendy’
approaches, it is significant that most of it brings in far more of the broader cul-
tural contexts than before, often relating music closely to other arts. There has
also been a spate of studies relating to specific composers, such as Buxtehude,
Corelli, Monteverdi and Purcell, the last two composers receiving significant
coverage around the anniversary years of 1993 and 1995.

Obviously, there is no room here to rehearse all the various nuances of the
recent culture of historical performance. In many respects, both amateur and
professional environments tended initially to favour repertories of the Middle
Ages and Renaissance, as reflected in the journals of the 1970s. However, one
other noticeable tendency was initially to eschew the more fixed, canonical
repertories and favour music such as that of the Baroque that allowed a cer-
tain flexibility in relation both to notated text and to performance practice
(e.g., in the application of ornamentation or rhythmic inequality). Thus the
seventeenth century was an ideal arena for the counter-cultural tendencies in
historical performance, so Laurence Dreyfus argues, or even an opportunity
to challenge Richard Taruskin’s provocative claim that the early-music revival
as a whole represented just the last gasp of modernism, and one founded on a
fundamentally false premise to boot. It was also soon clear that reconstructing
the contextual aspects of seventeenth-century performance meant that one
could present spectacles (as in productions of French or Italian opera) that
provided a colourful antidote to the sober conventions of traditional concert
performance.

Consideration of the recent phenomenal success of the early-music move-
ment inevitably brings in questions of the commercialisation of seventeenth-
century music. There is a small but extremely significant selection of ‘hits’
that have essentially become part of a popular-music culture. These might
include Corelli’s ‘Christmas Concerto’, suitable for any establishment wish-
ing to impart an air of sophistication, Dido’s Lament, an emblem of tragedy
virtually interchangeable with Barber’s Adagio, or Albinoni’s ‘Adagio’ (not in
fact by Albinoni but by Italian musicologist Remo Giazotto). Most interest-
ing, perhaps, is Pachelbel’s ‘Canon’, something that seems to suit virtually any
occasion or atmosphere. This might have something to do with its ‘unmarked’
serenity, its mesmeric but varied repetitions suggesting a meditative quality.
While it is clear that this could easily be related to both New Age and mini-
malist movements, what is perhaps most significant is the ground bass and the
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repetitive harmonic pattern this engenders. For it is surely the ground bass
(and Dido is significant here, too) that relates it most directly to popular music
of the late twentieth century, sharing something of the latter’s foundation
in dance. Perhaps this is one of the reasons why some seventeenth-century
music has become more marketable. Moreover, its early emphasis on text and
melody corresponds with the drive to simplicity following the high modernism
of the 1950s; the formal structures that developed in the course of the seven-
teenth century seldom approach the complexity of those of the Classical era
and beyond, yet they have a directness easily assimilated by listeners unfamiliar
with the more traditional challenges of ‘serious’ music.

But to say that some seventeenth-century music has become more relevant
owing to its ‘easy-listening’ nature is obviously a rather feeble justification for
its place in our culture. Rather, one could look to its plurality, unexpectedness,
and dynamic combination of conservative and radical elements in the search
for modes of artistic expression fit for its times. Just how this music stems from
a culture that shares some of our proclivities while representing a historically
alien world is something that the present book must put at centre stage.

Tim Carter John Butt
University of North Carolina at Chapel Hill University of Glasgow
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Renaissance, Mannerism, Baroque

TIM CARTER

It is in the nature of historians of Western art-music to divide their reperto-
ries by periods; it is also in the nature of music histories to begin with some
disclaimer about the dangers of such periodisation. These disclaimers conven-
tionally go along one or both of the following lines. First, a period never has a
clearbeginning or end. Itwould be absurd to argue, say, thatanything produced
before 31 December 1599 was ‘Renaissance’ and anything after 1 January 1600
‘Baroque’; rather, there are always periods of transition when new currents
start to bubble to the surface and older trends slowly disappear. Thirty or forty
years either way will usually suffice, and may be further enshrined in period
subdivisions (Early, Middle, High, Late). So, the Late Renaissance may some-
how overlap with the Early Baroque, but by the time we get to the Middle or
High Baroque, the Renaissance is well and truly over. Secondly, not everything
that happens in a given period will necessarily contain all (or even some of) the
presumed characteristics of that period. Thus not all Renaissance music will be
‘Renaissance’ by any (narrow or broad) definition of the term, yet if the label
is not to be meaningless save as some vague chronological marker, enough of
the important music produced during the Renaissance period will indeed be
somehow identifiable with the Renaissance in general.

There, of course, lies the rub, or rather, two of them. ‘Important’ begs all the
obvious questions - to whom, and according to what criteria? - and doubly so
if it is linked to period specificities. Canon-forming processes are contentious
and insidious enough, especially when the value-systems on which they are
based derive from ad foc (or better, post hoc) notions of common identity. In our
age of cultural uncertainty and equal opportunity for all, it becomes increas-
ingly difficult to justify the wholesale exclusion of musical repertories just on
the grounds that they do not fit our prejudices concerning a given period,
or about what ‘music’ might in fact be. More fundamental, however, is the
question of how and why music might be said to belong in the first place to
any period, or to any stylistic category associated therewith. A formalist, for
example, might equally argue that music is an art of and for itself that will cer-
tainly have its own history (of genres, forms, styles, techniques and so forth),

[1]
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although itisahistory that works essentially, even exclusively, in musical terms.
The counter-argument is to view music-making (which of course broadens the
field beyond music tout court) as a part of cultural or social practice - ‘discourse’
isanother favourite term - and therefore as somehow reflective of such practice,
or even as some kind of determinant thereof. Such an approach is predicated
upon the notion that music has always satisfied specific cultural, social and
political requirements which have influenced to a significant degree the styles,
techniques and genres available to the composer. This approach also seeks to
justify the academic study of music as being essential to broader cultural and
historical understanding. The careful reader will note, however, that embed-
ding music in an increasingly ‘thick’ context does not, in fact, solve the chief
problem of periodisation: why a given time (age, era) should deserve a given
period-label is just another version of the music problem writ large (whose
times?).

Perhaps it would be easier to avoid the problem altogether. There has been a
trend in the discipline of History to drop period-labels as being too value-laden,
narrow, exclusive and somehow distorting: thus ‘Renaissance’ has been aban-
doned in favour of ‘early modern’, although the ‘modern’ part of that equation
is somewhat problematic (is the Renaissance really part of the ‘modern’ age,
even if an early part?). It is probably no coincidence that this terminological
shift has occurred as historians themselves have sought to move the ‘impor-
tant’ ground of the fifteenth and sixteenth centuries away from the presumed
cradle of the Renaissance, the Italian peninsula: it may be possible to speak of a
Florentine, Roman or Venetian Renaissance, butitis harder to discern any sim-
ilar Renaissances in fifteenth-century Amsterdam, London, Madrid or Paris.
Another solution is to speak of centuries either in the English or French form
(the sixteenth century, the dix-septieme siécle) or in the Italian (the Cinquecento,
Seicento). But this only exacerbates the problem of chronological boundaries -
sometimes solved by having ‘long’ centuries (as with the ‘long’ nineteenth cen-
tury from the French Revolution to the start of World War1,i.e.,1789-1914) -
and it raises, rather than avoids, the question of whether a chronological
span can be a ‘period’ in some other sense of the term. And even in History,
those pesky period-labels remain surprisingly seductive, while Art History still
embraces them with a vengeance.

Musicology’s use of period-labels has followed on the coat-tails of Art
History: the two disciplines obviously have much in common, although the
permanence and fixity of the visual art-work remains an obvious difference,
and one that is, or should be, troubling for musicologists. But the tendency
in the arts in general to adopt these labels seems prompted more by the fear
of irrelevance: if we can somehow grasp what it was to be a Renaissance man
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(woman, peasant, merchant, religious, courtier, prince) by way of the cultural
artefacts of the time - if these artefacts somehow contain elements that fashion
group identity - then modern dilemmas over the place of the arts in the world
become more manageable. It also means that we can counter the tendency of
Historians to relegate the arts to the final chapter of their period-surveys as
mere icing on the political or social cake. People die, but art survives, and if
we can somehow speak of the spirit of an age, then the arts, as a manifestation
of the Spirit, are indelible reminders of what it was to be human in dim and
distant pasts. Equally, we might feel that we can trace our own roots in art that
we can appreciate, however remote its cultural contexts. The art-work offers
a window onto some kind of (trans)historical soul, there to be endlessly read,
interpreted and even loved.

Orso the Romantics mighthave usbelieve. The terminological slippage in the
previous paragraph - art(s), art-work, artefact - will already have raised a note
of'caution: what we choose to call ‘art’ may or may not have been ‘art’in its time.
A Madonna and Child on the wall of a merchant’s house in sixteenth-century
Florence is not the same as that Madonna and Child in a modern art-gallery; a
concertato madrigal performed in the ducal palace in Mantua in 1605 is different
from that madrigal preserved in our imaginary museum of musical works. Our
Florentine merchant may have used the picture for personal devotion, to display
his wealth, to instruct his children, or merely to stop a draught; our Mantuan
duke may not have cared one jot about the actual music he was hearing, even if
he paid some attention to its text, to the manner of performance, or just to the
shapely necks of his women singers warbling so seductively. We cannot assume
that rapt aesthetic contemplation is the norm in any period (even our own), or
that what historians value in the substance of art is what was valued at the time.
Nor can we assume, however much we might wish to, that the artistic spirit,
even soul, is somehow constant, transcending time and place to speak eternal
truths.

But whether the spirit of the times, the Zeitgeist, or if you prefer more
fashionable terms (although their meaning is hardly different), the episteme or
mentalité, is alien or similar to our own, and despite all the caveats raised above
(whose spirit?), it remains perhaps the only narrative strategy powerful and
plausible enough to enable us to bring sense to our historical constructs, uniting
the fractured, fragmented voices that speak, or even sing, from past to present.
And although the postmodern historian’s tendency is to prefer alienation - to
celebrate the ‘otherness’ of our historical pasts — the art-work somehow resists
such othering, accommodating itself to us as we accommodate ourselves to it.
Just how one might chart a responsible path through such difficult terrain is a
problem that must be posed by the present book.
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Renaissance

Historians of different kinds will often make some choice between a long
Renaissance (say, 1300-1600), a short one (1453-1527), or somewhere in
between (the fifteenth and sixteenth centuries, as is commonly adopted in
music histories)." The ‘short’ Renaissance supports the tendency to identify
period boundaries with cataclysmic events, the Fall of Constantinople on the
one hand, and the Sack of Rome on the other, although 74 years does not seem
quite long enough for a period assumed to have been so significant for the for-
mation of the modern European mind, and unmatched in importance until the
eighteenth-century Enlightenment. This view of the Renaissance also requires
a somewhat jaundiced view of the Middle Ages just as our prejudices in favour
of the Enlightenment have tended to downplay the seventeenth century.

Some have preferred to call the Renaissance nota ‘period’ but a ‘movement’.
This has the advantage of setting geographical, national and even social limits
onwho might have partaken of a Renaissance, and italso introduces an element
of human agency. The term literally means ‘rebirth’; and it is generally applied
to a sense of revival and renewal in the early fifteenth century prompted in
particular by the rediscovery of the arts, sciences and philosophies of Classical
Antiquity. As Matteo Palmieri (1406—75) proclaimed in his treatise on ‘civil life’
(Della vita civile):

Where was the painter’s art till Giotto [d. 1337] tardily restored it? A caricature
of the art of human delineation! Sculpture and architecture, for long years
sunk to the merest travesty of art, are only today in process of rescue from
obscurity; only now are they being brought to a new pitch of perfection by
men of genius and erudition. Of letters and liberal studies at large it were best
to be silent altogether. For these, the real guides to distinction in all the arts,
the solid foundation of all civilisation, have been lost to mankind for 8oo years
and more. It is but in our own day that men dare boast that they see the dawn
of better things . . . Now, indeed, may every thoughtful spirit thank God that
it has been permitted to him to be born in this new age, so full of hope and
promise, which already rejoices in a greater array of noble-gifted souls than the
world has seen in the thousand years that have preceded it.*

Artsand letters had been greatin Classical Greece and Rome, and now, Palmieri
felt, they could be great again.

Palmieri had all the right qualifications to be part of a movement: he was
Italian and thus purportedly a direct descendant of the Romans; and he was

1 Some of the following discussion is drawn from my Music in Late Renaissance and Early Baroque Italy.
Fenlon (ed.), The Renaissance, and Price (ed.), The Early Baroque Era, also have much of relevance to the
periods under discussion here.

2 Hay, The Italian Renaissance in its Historical Background, p. 12.
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living in a city (Florence) governed as a republic supposedly along the lines of
ancientGreeceand Romein its greatestyears,and one with awealthy merchant-
class committed to conspicuous consumption in the arts. His extolling of the
‘civil life’ did not ignore religion, but it kept it in its place, united with an
essentially secularist impulse that saw unlimited possibilities for mankind here
on earth rather than just in the after-life. His ‘Renaissance’, then, was secular,
republican, and based on the pillars of Classical thought that, he felt, were now
being restored after lying in ruins for centuries. In short, it was Humanist in
several senses of the term.

The migration westwards of Byzantine scholars after the Fall of Constanti-
nople, bearing with them Classical texts that had lain unknown in Italy, is what
is conventionally regarded as having given the impulse to Humanism in the
very specific sense of a grounding in the achievements of ancient Greece and
Rome so as to forge a new future. The fact that this ignores the large num-
ber of such texts that were known, and very carefully studied, throughout the
Middle Ages has until recently been regarded as only a minor inconvenience.
More problematic, in historiographical terms, has been the presumed secular,
and also republican, nature of the Renaissance. That the age became one of
religious upheaval, not least by way of the Reformation, has sometimes been
explained by some kind of secular impulse, but this seems misdirected. Luther
may have been a Humanist (however defined) but he was scarcely a secularist.
His placing the onus on the believer to cultivate faith as the only mechanism for
salvation replaced an institutional relationship with God with one grounded
in the individual, and challenged the authority of His representatives on earth,
not least the Pope. But the Church (both Catholic and Protestant) remained a
central force in lives that were more dominated by religion than later histori-
ans might wish to believe. For that matter, to see the Catholic Reformation (or
Counter-Reformation, as it used to be called), which began with the Council
of Trent (1545-63) and extended through the emergence of the Church
Triumphant towards the end of the sixteenth century, as sounding the death
knell for the Renaissance is somewhat to misinterpret the Renaissance itself.

A little more finesse has been required to deal with the republican issue.
Florence may have been a republic in principle, but it was an oligarchy in fact
(itself, a mode of government with Classical precedents), and with a de facto rul-
ing family, the Medici. Despite periods of exile from the city, the Medici finally
returned in 1530 to become dukes, later grand dukes, of Tuscany. Florence
therefore succumbed to the predominant pattern of the north Italian states
in the fifteenth and sixteenth centuries as duchies under hereditary rule, and
fiefdoms of the Holy Roman Empire; by the early seventeenth century, the
only republics left on the peninsula were Genoa and Venice, a fact of which the
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Venetians, at least, made great political capital. Thus the nineteenth-century
Swiss historian Jakob Burckhardt (in his Die Kultur der Renaissance in Italien
published in 1860) needed to perform a sleight of hand, turning the despotic
princes of Italy (and for that matter, of the Catholic Church) into benevo-
lent patrons, working for the benefit of ‘the state as a work of art’ (to cite
the title of the first part of his book). He did so with some reason: in the
sixteenth century, the Italian princes distanced themselves from the soldier-
class (which is not to say that they did not fight battles) and re-tooled them-
selves as noble courtiers. They were aided by the chief propagandist for the
cause, Baldassare Castiglione, whose famous manual on courtly etiquette, I/
libro del cortigiano (1528), was widely reprinted and translated through the cen-
tury and beyond.3 Machiavelli may have provided the text by which princes
might rule (in his I/ principe of 1513), but Castiglione taught them how to
behave, and prominent in that behaviour was an understanding of the arts and
music.

The chief difficulties facing notions of a musical ‘Renaissance’ are of a some-
what different order. Although it was possible to view Greek and Roman ruins
and statuary, and to read Classical texts in the original or, increasingly, in trans-
lation, no ancient music survived. Certainly one could read what the Greeks
and Romans wrote about their music - and they said a great deal about its
science and its ethical effects - but one could not hear a note of it. f Humanism
in the narrow sense is a defining feature of the Renaissance, then the period-
label has only a somewhat limited application to music: settings of Latin odes
in a pseudo-Classical homophony adhering strictly to poetic metre; the rather
extreme experiments in reviving the ancient chromatic and enharmonic genera
conducted by Nicola Vicentino (1511-¢. 1576) and a few others; explorations of
different kinds of solo song that would faithfully reflect the form and content of
its texts.4 Butalas, the best known of those experiments in monody - by Giulio
Caccini in chamber song and by Jacopo Peri in early opera - are conventionally
placed by music historians at the beginning of the musical Baroque, despite
their obvious Humanist credentials. This is not in itself a problem: Humanism
continued long after the Renaissance was well and truly over; indeed, perhaps
it has never gone away. But it does make one wonder where it leaves what
we call ‘Renaissance’ music today, i.e., the balanced, imitative polyphony of
composers from Guillaume Dufay (c. 1400-1474) through Josquin Desprez
(c. 1440-1521) to Giovanni Pierluigi da Palestrina (1525/6-94). Even if one
restricts musical humanism to theory rather than practice - a not implausible

3 Burke, The Fortunes of the Courtier. 4 Palisca, Humanism in Italian Renaissance Musical Thought.



Renaissance, Mannerism, Baroque 7

strategy - it elevates a fringe group of theorists beyond their status, and also
relegates to the sidelines a great deal of what mattered to mainstream writers
on music once, that is, they had made their conventional bows to the wonders
of the ancient art.

Another difficulty might seem less troublesome. Dufay and Josquin were
from northern Europe, and the style that music historians conventionally asso-
ciated with the Renaissance is often labelled ‘Franco-Flemish polyphony’. If the
Renaissance is primarily an Italian phenomenon, this requires another sleight
of hand. A good number of Franco-Flemish composers, including Dufay and
Josquin, did indeed work in Italy for greater or lesser periods of time: native
Italian composers regularly complained of their positions being usurped by
foreigners, even as they themselves usurped the Franco-Flemish style for their
own musical ends. By the second halfof the sixteenth century, too, the influence
of the Franco-Flemings was waning as they gradually lost to native musicians
their hold over the importantItalian positions: Adriano Willaert (c. 1490-1562)
was soon to be replaced by Gioseffo Zarlino (1517-90) as maestro di cappella of
St Mark’s, Venice (after Cipriano de Rore’s brief tenure in the position), while
in Mantua, Giaches de Wert (1535-96) was followed by Giacomo Gastoldi
(1554-1609) as Duke Vincenzo Gonzaga’s maestro di cappella. Yet it is hard to
claim that the musical style chiefly associated with the Renaissance is ‘Italian’
in any significant sense of the term save the geographical location of (some of)
its major institutions and patrons.

That problem might be solved by arguing that the Renaissance was, in fact,
pan-European. One mightalso claim that the polyphonic style did indeed share
features of other Renaissance arts: the new control of musical space by way of
contrapuntal imitation created both a depth and a structure perhaps analo-
gous to the rise of perspective in contemporary painting; the careful control
of dissonance brought a new order to musical harmony that might be termed
classical, atleastin the sense of balance;and the use of this polyphony to express
a text allowed the potential for a deeper level of expression that paralleled the
moves towards more immediate communication in the other arts. However,
the Italian musicologist Nino Pirrotta took the debate down a different path:
he suggested, instead, that Franco-Flemish polyphony, and even its Italian imi-
tations, had little or nothing to do with the Renaissance as a broader cultural
movement, forall the reasons suggested above. He saw itas essentially a ‘public’
style, suitable for celebrations of the liturgy and for civic ceremonial but not
for the intimate circles of courtly music-making. He viewed it as some kind of
last gasp of the Medieval musical tradition. He also suggested thatitwasa style
better associated with Mannerism.



8 TIM CARTER

Mannerism

Pirrotta’sargument mightappearsomewhat mischievous,and perhaps mingled
with nota little Italian chauvinism. Yet it is not without a point. Native musi-
cal styles linked with Humanism did indeed exist during the Renaissance, he
suggests, but chiefly in the realms of improvisation, as singer-poets declaimed
their epics and sonnets to the lyre (represented in the fifteenth and sixteenth
centuries by the lira da braccio). Such improvisatory practices were by def-
inition not a matter of notational record and so have disappeared save for
the vague traces of their existence in contemporary descriptions and in paint-
ings. This improvisatory, Humanist style, Pirrotta argues, surfaced as compo-
sitional praxis towards the end of the century in the Florentine ‘new music’
(Peri’s recitative and Caccini’s chamber songs) which, though now viewed as
‘Baroque’, was, in fact, ‘Renaissance’ in at least the fundamental sense of its
intentional relation to Classical models.

Pirrotta’s association of the Franco-Flemish style with a medievalism on
the one hand, and ‘the deliberate adoption of a polyphonic maniera’ on the
other,’ is somewhat more controversial. Art historians have broadly adopted
the idea of Mannerism as a style-period separating the High Renaissance from
the Baroque, and brought on by the political, social and economic upheavals
of Italy in the sixteenth century after the French invasions of the peninsula
and the Sack of Rome (in 1527).® Mannerism also fits into a new orientation
that is characteristic of at least one major strand of artistic development in the
period: it is an essentially courtly art, where form seems more important than
content, and where the appeal of the art-work lies primarily in an appreciation
of how it effortlessly overcomes self-imposed technical difficulties. For exam-
ple, Mannerist painting (Parmigianino, Pontormo, Giulio Romano, and some
Michelangelo) revels in intricacies of design and articulation, with figures that
bear little relation to corporeal reality and presented in a manner that seems to
delightin complexity for complexity’s sake. The result can seem disorientating,
if impressive and, to be sure, rich in expressive effect.

Mannerism has been called the ‘stylish style’; and certainly stylishness was
claimed a virtue by many critics in the sixteenth century: thus Raphael criti-
cised Gothic architecture for being ‘devoid of all grace and entirely without

5 Pirrotta, ‘Novelty and Renewal in Italy, 1300-1600’, p. 173. For Pirrotta’s views on a more truly
‘Renaissance’ style, see his “Music and Cultural Tendencies in Fifteenth-Century Italy’; Pirrotta, Music and
Theatre from Poliziano to Monteverdi, chap. 1.

6 The bibliography of Mannerism in art is vast, but a useful introduction to the issues is provided in
Smyth, Mannerism and ‘Maniera’; an overview (including literature and music) is offered by Shearman,
Mannerism. For music, the most fervent advocacy of the term is in Maniates, Mannerism in Italian Music and

Culture. A more measured stance is adopted in Haar, ‘Classicism and Mannerism in 16th-Century Music’;
see also Haar, ‘Self-Consciousness about Style, Form and Genre in 16th-Century Music’.
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style [maniera]’.” Moreover, the merits of grace and maniera were directly linked
to the courtly ideals of the century as emphasised by Castiglione. The applica-
tion of the term Mannerism to sixteenth-century music may be a matter of some
controversy. But just as Vasari praised rich invention and the reduction of dif-
ficulty to facility in painting and sculpture, so did Zarlino admire the ‘beauty,
grace and elegance’ of good counterpoint, praising Willaert for his ‘reasoned
order of composing in an elegant manner’ (un’ ordine ragionevole di componere con
elegante maniera).® Certainly, an elegant maniera was something to be encour-
aged in composition. Adrianus Petit Coclico, in his Compendivm musices (1552),
called Dufay and his contemporaries ‘musici mathematici’, and Josquin and
his contemporaries ‘musici praestantissimi’. But composers of Coclico’s gen-
eration were ‘musici poetici’ who ‘compose more suavely, more ornately and
with more artifice’.9 This emphasis on ornament and artifice characteristic of
mid sixteenth-century polyphony seems to bring this music into the purview
of Mannerism.

The term ‘musici poetici’ used by Coclico and others in this period has a
number of resonances. One is a Humanist association of modern music with
the great musician-poets of Classical Antiquity (although Plato would not
have approved of suavity, ornateness and artifice); another is a shift of music
from the quadrivium (with arithmetic, geometry and astronomy) to the trivium
(grammar, rhetoric and logic), and a consequent reorientation of theory away
from the traditional Boethian musica speculativa to the art and craft of musical
composition, a musical ‘poetics’ in the Aristotelian sense of the term. It also
suggests the emergence of an increasingly close relationship between musicand
text that has its roots in Renaissance Humanism and also motivates one strand
of the early musical Baroque. According to the Ferrarese composer Luzzasco
Luzzaschi (?°1545-1607)

Musicand poetry ... are tosuch adegree similar and so naturally joined together
that one could indeed say, speaking of them with some mystery, that they were
born as twins on Parnassus . . . Nor do these twins resemble each other only in
features and general appearance; in addition they enjoy a similarity of external
dress. If one changes garment, so too does the other. For not only does music
haveas her purpose usefulness [i/giovamento] and pleasure, most natural features
of her sister, but also, grace, sweetness, seriousness, wit, humour, vitality - the
garments with which those sisters adorn themselves so charmingly - are worn
by the one and the other in so similar a fashion that often the poet resembles
the musician and the musician the poet. But since poetry was the first to be

7 Inaletter, with Castiglione, to Pope Leo X, 1519, in Shearman, Mannerism, p. 17
8 Zarlino, Le istitutioni harmoniche (Venice, 1558), p. 2.
9 Coclico, Musical Compendium, trans. A. Seay, ‘Colorado College Music Press Translations’, 5 (Colorado

Springs, 1973), pp. 8-9.
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born, music reveres and honours her as his lady, to such an extent that music,
having become virtually a shadow of poetry, does not dare to move its foot
where its superior has not preceded. From which it follows that if the poet
raises his style, the musician also raises his tone. He cries if the verse cries,
laughs if it laughs; if it runs, stops, implores, denies, screams, falls silent, lives,
dies, all these affects and effects are so vividly expressed by music that what
should properly be called resemblance seems almost competition. Therefore we
see in our times a music somewhat different from that of the past, for modern
poetic forms are similarly different from those of the past. Skipping over all
those other poetic forms that have changed only in subject matter - such as
canzonas, sestinas, sonnets, ottavas, and terze rime - I shall say of the madrigal
that it seems to have been invented just for music, and I shall speak the truth
in saying that in our age it has received its perfect form - a form so different
from its former one that, were the first versifiers to return to life, they would
scarce be able to recognise it, so changed is it in the brevity, the wit [acutezzal,
the grace, the nobility, and finally the sweetness with which the poets of today
have seasoned it. In imitation of their praiseworthy style, our musicians also
have tried to discover new ways and new inventions, more sweet and graceful
than the usual; from these ways and inventions they have formed a new style
[maniera], which, not only for its novelty but also for the exquisiteness of its
artifice, should be able to please and attract the praise of the world at large.*®

Brevity, wit, grace, nobility and sweetness were characteristic maniere of madri-
gal verse in the second half of the sixteenth century, especially in the hands of
Torquato Tasso (1544-95) and Battista Guarini (1538-1612). So, too, was the
search for an artful complexity, as Tasso’s contemporaries said:

Tasso . .. understanding that perfect clarity is nothing but superabundant ease
towards too sudden understanding without giving the listener the opportunity
to experience something for himself . . . with elaborate care sought for his
poem [Gerusalemme liberata] nobility, strength and excellent grace, but not
the greatest clarity . . . He avoided that superfluous facility of being at once
understood, and departing from common usage, and from the base and lowly,
chose the novel, the unfamiliar, the unexpected, the admirable, both in ideas
and in words; which, while artificially interwoven more than is normal, and
adorned with varied figures suitable for tempering that excessive clarity, such
as caesuras, convolutions, hyperbole, irony, displacement . . . resembles not so
much a twisted . . . muddy alley-way but an uphill stony path where the weak
are exhausted and stumble.**

Music followed suit.

10 From the dedication (‘ghosted’ by Alessandro Guarini) to the Duchess of Urbino (dated 14 September
1596) of Luzzaschi’s Sesto libro de’ madrigali a cinque voci (1596), in Newcomb, The Madrigal at Ferrara, i: 118.
11 From Lorenzo Giacomini’soration on the death of Tasso (1595), in Shearman, Mannerism, pp. 159-61.
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The search for new musical idioms - especially as regards chromaticism and
dissonance treatment - to match these developments in contemporary texts did
not pass without opposition from conservative theorists. Ghiselin Danckerts
(¢c. 1510-after 1565) noted Willaert’s motets approvingly:

they are not like the harmonies of this said new manner [nuova maniera] com-
posed by these novel composers: mournful, lugubrious, disconsolate and with-
out beautiful melody at all; which appear to be always the same song, the
same thing and the same progression of consonances without any variation at
all; whether in the beginning, the end, or the middle. [This they do] without
assigning a determinate proper final to the authentic or plagal modes, as per-
tains to a good composition by a musician. So they seem truly comparable to
a noise or buzzing that the bees make when, chased from their honeycomb,
they stray from their natural nest and go meandering in a swarm, lost, with-
out direction, not knowing where they are going. Besides these disorders and
errors, these said novel composers proceed in their songs so foolishly by leap-
ing intervals very uncomfortable for voices to sing, without any passage of nice
runs of semiminims or crome, hewing always to the same manner, in the guise
of note against note, as if they were chants for lamentations or for the dead.**

Danckerts might be dismissed as a mere pedant. However, his objections to the
emphasis on artifice for artifice’s sake are not without point: the “stylish style’
could too easily become self-conscious stylisation just for its own sake.

This discussion of the madrigal suggests that Mannerism is not necessarily an
all-pervading phenomenon in Italian music (or, for that matter, the arts in gen-
eral) in the second half of the sixteenth century. There are also other problems
in treating Mannerism as a distinct style-period separating the Renaissance
from the Baroque period. Mannerism works in counterpoint with accepted
norms: for its stylish deviations to be recognised and appreciated, these must
be judged by the normative canons of a classical style. Indeed, Mannerism
depends on stretching such a style to its limits. Thus Mannerism is perhaps
best viewed within, rather than outside, the framework of the Renaissance as
a whole. Such an interpretation is reinforced by the geographical limitations
of the Mannerist style - largely in northern Italy, excluding the Veneto, and,
later, in some art in Rome - and by the restricted socio-political environments
in which it flourished. For music, this has the added convenience of permit-
ting the music of] say, Palestrina to adhere to a ‘Renaissance’ style, if it does,
while acknowledging that other music contemporary to Palestrina may move
in different directions.

12 Danckerts, Sopra una differentia musicale (MS, ¢. 1551), in Palisca, “Towards an Intrinsically Musical
Definition of Mannerism in the Sixteenth Century’, in Palisca, Studies in the History of Italian Music and Music
Theory, pp. 315-16.



12 TIM CARTER

Baroque

Mannerism has also been linked to Marinism, i.e., to the artful, conceit-laden
poetry of Giambattista Marino (1569-1625) and his followers that, in turn,
has been regarded as a defining feature of seventeenth-century Italian litera-
ture and its north European imitations.'> Marino’s insistence on cultivating
the ‘marvellous’ (meraviglia) as the reader wonders at the poet’s art certainly
fits in with one strand of courtly Mannerism, and the rarefied intellectualism
and attenuated eroticism of his verse represent others. By the early twenti-
eth century, if not before, critics such as Benedetto Croce and Francesco De
Sanctis had also identified Marinism and all it stood for as but an extreme
example of so-called Seicentismo, where literature lost its Renaissance purity
and natural force, and declined into artistic sterility. The other great Ital-
ian poet of the early seventeenth century, Gabriello Chiabrera (1552-1638),
gained similar opprobrium for his adherence to formulaic strophic canzonet-
tas derived, Chiabrera said, from the Anacreontic lyric (and thus sanctioned by
Classical Antiquity). From the point of view of his later critics, including the
Arcadians towards the end of the seventeenth century, Chiabrera’s facile verse
marked the end of Renaissance lyric and epic traditions. The century has still
not recovered from the taint of Seicentismo in many literary circles, and indeed
some musical ones:*4 countering those prejudices is one concern of the present
book.

When first applied to our period, ‘Baroque’ had similarly pejorative over-
tones. Thus Jean-Jacques Rousseau, writing from the rather smug viewpoint of
the French Enlightenment, claimed that “a baroque music is that in which the
harmony is confused, charged with modulations and dissonances, the melody is
harsh and little natural, the intonation difficult,and the movement constrained’
(in his Dictionnaire de musique, 1768). Here ‘baroque’ is used in a general sense
of extravagant, bizarre, even ‘gothic’. The broader notion of the Baroque as
a distinct style-period from the mid- or late sixteenth century to the early or
mid-eighteenth century gained ground only in the nineteenth century, par-
ticularly in Art History by way of Heinrich Wolfflin and Willibald Gurlitt.
Wolfflin later expanded his argument to embrace a range of stylistic alterna-
tives that distinguished the Baroque from the Renaissance (painterly rather
than linear styles, open rather than closed forms, etc.) and also reflected broad
pendular motions within the Western tradition. Various attempts to apply
these categories to music have been brave but controversial, but the strength of
these notions of the Baroque in Art History established terms that (as Wolfflin

13 Mirollo, The Poet of the Marvelous; Mirollo, Mannerism and Renaissance Poetry.
14 Take, for example, Tomlinson, Monteverdi and the End of the Renaissance.
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himself suggested) literary and music historians could scarcely ignore, even if
the detail might differ from one field to another.*>

As we have seen, the search for common factors underpinning the arts of
a given period tends to focus either on ill-defined but seductive notions of a
‘spirit of the times’ or on a more precise articulation of contextual perspectives.
Robert Haas’s Die Musik des Barocks (1928), the relevant chapters of Paul Henry
Lang’s Music in Western Civilization (1941), and Friedrich Blume’s entries on
‘Renaissance’ and ‘Barock’ for Die Musik in Geschichte und Gegenwart variously
followed the trend for music.’® A more autonomous stance was adopted by
Manfred Bukofzer in Music in the Baroque Era: from Monteverdi to Bach (1947) -
focussing on the music’s inner stylistic unity — Suzanne Clercx’s Le Baroque
et la musique (1948) and Claude Palisca’s Baroque Music (1968): here ‘Baroque’
runs the danger of being treated more as just a label of convenience. How-
ever, the past three decades have tended to favour the contextual approach,
often influenced by ‘soft>-Marxist modes of historical inquiry, as in Lorenzo
Bianconi’s I/ Seicento (19825 translated as Music in the Seventeenth Century). Yet
Bianconi’s context is more political and social than artistic: hence he avoids the
period-label.

The Baroque era is no less difficult than any other in terms of locating pre-
cise dates for the period and its subdivisions. As in the case of ‘Renaissance’,
this depends on notions of congruence between and within the arts, on the
features chosen to define a given period, and indeed on the social, political and
geographical terrain under discussion. Wolfflin’s claims for early, high and late
phases in Baroque art (from around 1570, 1680 and 1700 respectively) may or
may not square with Bukofzer’s division of Baroque music into early, middle
and late periods (1580-1630, 1630-80 and 1680-1730). Similarly, it is unclear
just how close the parallels might be between, say, Galileo Galilei’s arguments
foraheliocentric world-view, Battista Guarini’s breaking of the rules of tragedy
in his pastoral ‘tragicomedy’ I/ pastor fido, and Monteverdi’s dispute with the
Bolognese theorist Giovanni Maria Artusi over the necessity of adhering to
the rules of counterpoint, or, in Monteverdi’s case, breaking such rules when
it served the purposes of text expression.'” Galileo, Guarini and Monteverdi
were all iconoclasts calling into question the status of scholastic precepts and
principles on the grounds of empirical experience. Guarini and Monteverdi

15 This all-too-brief survey, and much of what follows, owes an obvious debt to Palisca, ‘Baroque’. In
general terms, I have also found Hauser, The Social History of Art, ii: Renaissance, Mannerism, Baroque, and
Skrine, The Baroque, to be useful introductions to the period.

16 Blume’s entries are translated in his Renaissance and Baroque Music.

17 The comparison is made in Tomlinson, Monteverdi and the End of the Renaissance, chap. 1. For Mon-
teverdi, see also Palisca, “The Artusi-Monteverdi Controversy’; Carter, ‘Artusi, Monteverdi, and the Poetics
of Modern Music’.
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certainly knew each other, and even Galileo had visited Mantua in 1604. But
whetherany orall of them usher ina period we might call the Baroque isanother
matter altogether.

The confluence of such iconoclasm, however, does suggest that something
different was in the air. The late sixteenth and early seventeenth centuries
were characterised by relative political stability both south and north of the
Alps. While Protestantism consolidated its gains, the Catholic Church emerged
from the rather gloomy self-reflection dominating the period of the Council
of Trent (1545-63). In Counter-Reformation Rome, the Jesuit Church of the
Gesll, begun in 1568, was finished in 1584, and the Chiesa Nuova was built in
1575-7. Pope Sixtus V (reigned 1585-9o) revitalised the cityand itsinstitutions,
with a radical building programme - including the completion of the dome of
St Peter’s — and bureaucratic reforms (which also involved reorganising the
papal choir). These initiatives continued during the reigns of Clement VIII
(1592-1605) and Paul V (1605-21). Such architectural projects emphasising
the glories of the Church Triumphant were matched by ambitious endeavours
in the visual arts, and also in music. The large-scale polychoral works for various
groupings of voices and instruments favoured in Rome (they were by no means
a predominantly Venetian phenomenon) offered a powerful reflection of the
so-called ‘colossal Baroque®.’® The Church was also quick to exploit for its
own ends the rhetorical and emotional powers of the ‘new music’ for solo
voice and basso continuo, whether in the motet or in the dramatic context
of sacred dialogues, sacred operas and oratorios.*® And were an adherence to
orthodoxy required, the Church could always take advantage of the music
of Palestrina, whose classically balanced polyphony was soon canonised as one
‘official’ style for church music, counteracting the centrifugal tendencies of the
period and representing a golden mean expressing the new-found permanence
of the Church and the glory of God.

Church and state could be powerfully intertwined - as the civic liturgies of
Venice reveal?® - and even within the north Italian courts, notions of grandeur,
persuasion and orthodoxy (in this case, the orthodoxy of absolutism) were no
less effective as guiding forces for the arts. The Medici in Florence had long
exploited the politics of spectacle in the context of courtly celebration: the
comedieswith flamboyantintermedi - then later (ifbriefly) the operas - regularly
staged during Medici wedding festivities provide clear examples of the arts
being used as propaganda, with lavish displays of wealth signalling the political

18 Dixon, “The Origins of the Roman “Colossal Baroque™; O’Regan, ‘Sacred Polychoral Musicin Rome,
1575-1621°.

19 Smither, A History of the Oratorio, i: The Oratorio in the Baroque Era; Hill, ‘Oratory Music in Florence,
i’

20 Moore, “The Vespero delli Cinque Laudate and the Role of Salmi spezzati at St. Mark’s>; Moore, “Venezia

Sfavorita da Maria: Music for the Madonna Nicopeia and Santa Maria della Salute’.
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and economic health of the state.>* Court dances (whether or not exploiting
some kind of dramatic framework) and tournaments also fostered the social
cohesion and distinction of an elite class, not to mention the acquisition of
princely skills useful in other contexts (say, on the battlefield). The power of
the arts to impress both one’s own subjects and foreign visitors also found its
counterpart on the more intimate scale of private performance. In the 1580s,
the renowned concerto di donne of Ferrara supported by Duke Alfonso IT d°Este -
avirtuoso performing group focussing (but not exclusively) on female voices -
was a subject of both admiration and emulation even as the duke attempted
to keep its performances and repertory a private musica segreta.** Many north
Italian dukes - not least the Gonzagas at Mantua - similarly prided themselves
on their virtuoso singers, instrumentalists and composers.

But for all the importance of church and court for contemporary musicians,
music-making could also take place in less formal environments. The mercan-
tile proto-capitalist strategies of the great Renaissance states had fostered an
economic environment that granted the nobility and the merchant classes rel-
atively high levels of disposable income that could be devoted to conspicuous
private consumption in the arts.>3 Similarly, increasingly urban environments
needed to projectcivicidentity. Indeed, the market for which composers poten-
tially catered broadened considerably in the sixteenth and early seventeenth
centuries,a broadening thatwas encouraged, to say the least, by music printing.
The need for music for domestic use (the cultured individual singing to the lute,
the convivial gathering around the dinner table, moments of family celebra-
tion or commemoration), or for the meeting-places of various social groups -
including confraternities and academies - remained strong, despite the threat
(noted at the time) of excluding such groups from music-making latent in the
increasing professionalisation of modern musical endeavour. As in the Renais-
sance, the academy, whether as a formal institution or more loosely organised
as a salon, played an important part in cultural life. For example, early opera in
both Florence and Mantua had its roots in this environment, and the remark-
able flowering of opera in Venice from the opening of the Teatro S. Cassiano as
a ‘public’ opera-house in 1637 stems from much the same ‘academic’ context.>4

These apparent continuities reinforce one theme of this chapter - the
difficulty, even undesirability, of enforcing period boundaries - but they
also counteract a prevalent trend in historical treatments of the period. The

21 Nagler, Theatre Festivals of the Medici; Molinari, Le nozze degli déi.

22 See Newcomb, The Madrigal at Ferrara. Useful material can also be found in Fenlon, Music and Patronage
in Sixteenth-Century Mantua, i.

23 Goldthwaite, Wealth and the Demand for Art in Italy.

24 For early opera, see most recently, Carter, Monteverdi’s Musical Theatre, pp. 17-46, 110-18. However,
reference should still be made to Nino Pirrotta’s seminal “Temperaments and Tendencies in the Florentine

Camerata’. The academic context of Venetian opera is clearly described in Rosand, Opera in Seventeenth-
Century Venice, pp. 37-40.
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seventeenth century has often been labelled one of “crisis’,*> embracing polit-
ical upheaval (the English Civil War), religious turmoil (the Thirty Years War
from 1618 to 1648, which cut swathes through much of northern and cen-
tral Europe), fundamental shifts of scientific paradigms (Galileo, Descartes,
Newton), plague (for example, in Italy from 1630 to 1632), economic disasters
(beginning around 1620), and even drastic climate change. Only by the last
quarter of the century do things seem to have returned to some kind of stabil-
ity as Louis XIV’s reign in France settled into royal absolutism, as the Italian
and German princely successions proceeded on their hereditary way, and as
England achieved its unique compromise between the crown, parliament and
the Church. For the earlier part of the century, one can speculate on whether
such natural and man-made disasters, and their undoubtedly catastrophic con-
sequences, or these scientific and philosophical paradigm shifts, altered the
pace of change to a degree significantly greater than in previous centuries. But
it is probably more useful to consider why viewing the seventeenth century
in this particular light has proven so attractive in the literature. As we have
seen, the century has tended to receive a bad press from historians and critics,
and not always on reasonable grounds. The predominantly Protestant ethic of
recent historical discourse (at least in Anglo-American circles) - with its aver-
sion to Catholic triumphalism - finds its counterpart in a dialectic of Whig
versus Tory readings of history (the labels emerge in the 1680s) that, from the
Whig perspective, favour an anti-monarchic and anti-absolutist rhetoric. Both
the church and the court, then, become symbolic of outmoded regimes to be
crushed in the inexorable drive towards the political and intellectual liberties
reaching fruition in the eighteenth-century Enlightenment, and then the Age
of Revolutions. The “crisis’ of the seventeenth century therefore inserts itself
within a teleology as old world-orders pass to new, and as ‘early modern’society
relentlessly pursues its path towards ‘mature’ modernity.

Some geographical problems

The emphasis on Italy in the discussion thus far is one often encountered in
the literature. It also raises a broader question similar to that posed earlier
for the Renaissance, but from a somewhat different angle. To what extent is

25 Recent historical studies of the ‘crisis’ of the seventeenth century take their origin from Aston (ed.),
Crisis in Europe, 1550-1650. The issues have been further explored, and in part reconsidered, in Parker and
Smith (eds), The General Crisis of the Seventeenth Century, while revisions of the ‘crisis’ scenario appear both in
Rabb, The Struggle for Stability in Early Modern Europe, where the emphasis is more on the reconfiguration of
European institutions, and in the Marxist interpretations advanced in Kiernan, State and Society in Europe.
Important for an economic historian’sview of the seventeenth century is de Vries, The Economy of Europe in an
Age of Crisis,butcompare the revisionist reading in Rapp, Industry and Economic Decline in Seventeenth-Century
Venice. For music, see Silbiger, “Music and the Crisis of Seventeenth-Century Europe’.
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the Baroque just an Italian phenomenon, rather than a pan-European one? To
be sure, most of the above remarks on music in ecclesiastical, courtly, civic
and domestic contexts could be applied, mutatis mutandis, to France, Germany,
Spain, the Low Countries and England, and even to music in the far-flung
reaches of Eastern Europe or the New World. The musical establishment of
the Duke of Bavaria in Munich (particularly under Albrecht V, with his pas-
sionate if uneven support for Orlande de Lassus) rivalled and indeed surpassed
many performing groups in Italy. The French, Spanish, Habsburg and English
courts exploited entertainments on a scale no less extravagant than their Italian
counterparts. And the burghers of Antwerp, Paris, Leipzig, London or even
Mexico City were surely no less interested in civic and domestic music as a sign
of urbane accomplishment.

Italian music permeated Europe and beyond, whether by way of music prints,
of musicians themselves crossing national boundaries (in various directions),
or of broader religious or cultural networks. Italian music prints reached
northern Europe through the standard trade routes (not least by way of
the Frankfurt Book Fair), and northern printers such as the Phalese press in
Antwerp, Adam Berg in Munich, and Paul Kauffmann in Nuremberg willingly
reprinted popular Italian repertories. They made their selection with a keen
eye on the local market — music of the avant-garde clearly was not a commer-
cial proposition - and thus appear fairly conservative: the lighter madrigals,
canzonettas and ballatas of composers such as Luca Marenzio, Orazio Vecchi
and Giovanni Giacomo Gastoldi found striking favour through much of the
first half of the seventeenth century. Italian music also found its way to the
nascent music printing trade in London, as in the anthologies of madrigals
with translated texts such as Nicholas Yonge’s Musica transalpina (1588; a sec-
ond book appeared in 1597) or Thomas Watson’s The first sett, Of Italian Madri-
galls Englished (1590). Thomas Morley may have complained in his A Plaine
and Easie Introduction to Practicall Musicke (1597) of ‘the new-fangled opinions
of our countrymen who will highly esteem whatsoever cometh from beyond
the seas (and specially from Italy) be it never so simple, condemning that
which is done at home though it be never so excellent’.>® But he himself did
much to import Italian styles to England by way of his canzonets, balletts and
madrigals.

Morley never visited Italy, although his colleague, the lutenist and song-
composer John Dowland did, journeying to Venice and Florence in the mid-
1590s (he also hoped to meet Marenzio in Rome): the experience presumably

26 T.Morley, A Plain and Easy Introduction to Practical Music,ed. R. A. Harman (London, 19525 repr. 1966),
p. 293.
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made itself felt in Dowland’s more declamatory lute songs. The Dresden com-
poser Heinrich Schiitz paid two extended visits to Venice, the first in 1609-
12 - his encounters with Giovanni Gabrieli clearly had a profound effect on
his own polychoral settings published in the Psalmen Davids (1619) - and the
second in 1628-9, when he met and worked with Claudio Monteverdi. The
later English madrigalist Walter Porter also claimed to have studied in Italy
with Monteverdi. There were close connections between Italy and the Dan-
ish court of King Christian IV in Copenhagen, where composers such as
Mogens Pedersgn and Hans Nielsen produced Italianate madrigals (they both
studied in Venice with Giovanni Gabrieli). Spanish control of Naples and
Milan made for easy commerce between Spain and Italy, and Tomds Luis de
Victoria (1548-1611) was neither the first nor the last Spanish composer to
study and work in Rome before returning home, taking back Italian styles
of sacred music to establish firm roots in Spain and also the New World.
Musicians from Italy also headed northward: Giovanni Gabrieli to Munich
in the mid-1570s; Luca Marenzio to Poland in 1596-8 (the Roman Giovanni
Francesco Anerio was also there in the late 1620s, and Monteverdi had also
been temped to make the move); Giulio Caccini and his family to France in
1604-5 (a visit to England was also planned); and Angelo Notari to London in
1610, where he entered court service until the Commonwealth and published
an important collection of Italianate solo songs in 1613 which clearly influ-
enced other English composers attempting to emulate Italian styles (such as
Henry and William Lawes). These patterns of temporary or permanent migra-
tion remained constant through the seventeenth century: Johann Rosenmiiller
(c. 1619-1684) moved from eastern Germany (after a scandal involving choir-
boys in Leipzig) to take up a career in Venice, while the virtuoso viol player and
trumpeter Gottfried Finger (¢c. 1660-1730) left Moravia for a career in London
before ending up in Breslau (Wroclaw), then Mannheim. With these musicians
also travelled music and performance practices, acting as catalysts for stylis-
tic transmission and influence, and as a prompt for musical miscegenation.
Purcell’s style may seem uniquely ‘English’, but it also mixes French and
Italian elements to varying degrees, and even shows some knowledge of
Finger’s trumpet writing. The French may have resisted external influence
more than most - or so it is commonly asserted - but even here the sought-
for réunion des goiits was not so much an idealised synthesis as a reflection
of'a musical reality.

Much of this movement of musicians across Europe traced routes established
by commerce or by lines of political or religious affiliation. The foreigners who
came to Italy for training often followed well-developed patterns for broader
education, not least through the seminaries and colleges of Rome. And the
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Jesuits, with their emphasis on education, established elaborate institutional
and individual networks stretching across Europe and into the New World:*”
wherever they extended their influence, they exploited the visual, musical and
dramatic arts in the ways they knew best, disseminating Roman confessional,
ceremonial and artistic orthodoxies throughout the Catholic communion with
only minor concessions to local practice. This suggests some limits that one
might choose to place upon notions of a European Baroque, focussing less
on its geographical origins than on its religious affiliations. Catholicism was
spread widely through Europe, even into Protestant enclaves. In England, for
example, an interest in things Italian was prominent in recusant circles - even
if it was not quite the marker for recusancy that has tended to be assumed?® -
and although Dowland and other English Catholic musicians (John Bull, Peter
Philips) found temporary or permanent employment in safer religious and
political environments in northern Europe, Dowland returned to England, and
other practising Catholics stayed there (William Byrd is the obvious example).
Many Protestants, especially those ofa more puritan bent, may have been deeply
suspicious of Italian culture: the English pedagogue Roger Ascham (in his The
Scholemaster of 1570) warned of “the inchantementes of Circes, brought out of
Italie, to marre mens maners’,® and he was not alone in fearing corruption
from an Italian lasciviousness and effeminacy (a common parlance of the time)
too redolent of popery. It would also be a mistake to emphasise unduly the
differences between Catholic and (at least some) Protestant environments:
musicians of either faith could often - with discretion - live and work in either
context. Similarly, Protestant and Catholic styles could interact (witness the
musicof Schiitz), evenifthe mixture of ecstatic visionand adogmaticadherence
to authority typical of the Baroque in its deepest sense was alien to many
Protestant world-views. But it is probably true that although the Baroque
may not have been an exclusively Italian phenomenon, in its early stages it
was essentially a Catholic one, and when Protestant cultures latched on to the
stylistic tropes, they sometimes went in differentdirections. Yet oftenall it took
to sanitise a ‘popish’ work for general consumption was to give it a different
text(i.e., to produce a contrafactum), or just to treat itas an abstract instrumental

27 Culley, jesuits and Music, i; Culley, ‘Musical Activity in Some Sixteenth-Century Jesuit Colleges’;
Kennedy, ‘Jesuits and Music’. For missions to the Americas and Asia, and the place of music therein, see
O’Malley et al. (eds), The Jesuits.

28 Compare the myth surrounding Francis Tregian the younger, traditionally associated with the
Fitzwilliam Virginal Book (Cambridge, Fitzwilliam Museum, Music MS 168) and with various manuscript
collections of Ttalian music, including London, British Library, Egerton 3665 and New York, Public Library
for the Performing Arts at Lincoln Center, MS Drexel 4302, all reputedly copied while Tregian was impris-
oned for recusancy in the Fleet from 1609 to 1619. This has in effect been demolished in Thompson, ‘Francis
Tregian the Younger as Music Copyist’. For the broader phenomenon of English collectors of Ttalian music,
see Hamessley, “The Reception of the Italian Madrigal in England’.

29 Carter, ‘Secular Vocal Music’, pp. 181-2. See also Masello, “Thomas Hoby’.
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piece. And in the case of the Lutherans, the musical Baroque eventually found
particularly fertile ground given that Luther himself had always stressed the
importance of the text, the need for its vivid interpretation, and the intrinsic
value of music: the Baroque style brought these together in ways that had not
been possible in Luther’s own time.

Issues of style

Giovanni Battista Doni, a prominent theorist of the 1630s, called the Renais-
sance masters ‘an abomination from past time’.3° This suggests thatas the musi-
cal Renaissance reached its end, something different was emerging, with con-
cepts previously regarded as embodying important truths now (dis)regarded
as inadequate, irrelevant or, at best, peripheral. In many music histories, the
rise of opera and solo song in Florence in the 1590s - and the emergence of
new styles of music for virtuoso voice(s) and basso continuo - are deemed a
watershed not just distinguishing the Baroque period from the Renaissance,
but also marking the birth of what might be recognised, in however primi-
tive a form, as ‘modern’ music. In such a context, and in the light of the pre-
judices exposed above, it is inevitable that historians should tend to favour
secular music over sacred, even though most early seventeenth-century audi-
ences probably encountered the newer musical styles more often in church
than in any other location.3* Closely associated with these new styles, so the
standard histories would have it, were supposedly new modes of musical think-
ing, emphasising vertical harmony (witness the basso continuo and its ‘figured
bass’) at the expense of linear counterpoint (which becomes an archaic, and
archaicising, device), and a shift from so-called modality to so-called tonality.
More recently, the trend has been to locate these ‘new”’ styles in a more tradi-
tional context, not least by way of improvisatory and other performing prac-
tices common in the Renaissance. Similarly, it is impossible to distinguish
so clearly between vertical and linear processes within a given compositional
praxis: Renaissance polyphony pays clear attention to vertical sonorities, and
the figures used to indicate the inner parts above the continuo bass are often
strongly indicative of linear voice-leading (only much later did they alter the
basis of harmonic thinking). Certainly matters of style and structure did change
from the Renaissance to the Baroque periods, but not always as dramatically
as we may have led ourselves to believe.

What is perhaps most striking about the music of the Baroque period is its
stylistic variety, ranging from stile antico polyphony for four or more voices

30 Blume, Renaissance and Baroque Music, p. 28. 31 Carter, “Music Publishing in Italy’.
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to the most up-to-date recitative for solo voice and continuo: this variety can
be found even in the work of single composers (for Italy, Monteverdi is the
prime example). Such a range of styles doubtless reflects the various contexts
in which music was produced, and also a heightened self-consciousness con-
cerning the place of music in changing social and artistic worlds. However,
one should be wary of imputing to the Renaissance a single musical style that
somehow becomes fragmented towards the end of the sixteenth century, how-
ever convenient such a notion might be for ideas of change as Renaissance
certainties were replaced by Baroque doubts. Renaissance music clearly had its
own languages and dialects - from the studied polyphony of Franco-Flemish
Masses and motets to the homophonic simplicity of the Parisian chanson or
the Italian canzone villanesca alla napolitana and its derivatives — and especially
if one takes into account improvisatory vocal and instrumental practices. Nor
should the simple presentation of much Renaissance music - dictated largely
by the commercial and technical requirements of the music printing industry -
mislead us into thinking that this is how the music was actually heard. Imag-
ining a performance of, say, a Palestrina motet with vocal embellishments and
instrumental participation - not a necessary scenario but certainly a plausible
one in some contexts — may give a better sense of the sounds that perhaps most
frequently struck late Renaissance ears.3* Indeed, what changes as we move
from the Renaissance to the Baroque may be not so much musical or perform-
ing styles themselves as the fact that these styles are recorded through notation
in different ways.

There is no doubt, however, that music now took on different functions.
Gioseffo Zarlino’s conservative definition of music as ‘sounding number’
(1558) invoked an external world of order and proportion that was duly
reflected in the sounds and silences of day-to-day musical life. The harmony
of the spheres - the sounds of a cosmos regulated by the fixed and constant
motions of the planets — was audible to God but not, since the Fall, to man.
To follow the Boethian trope, this divine harmony (musica mundana) found
its reflection in the harmony of the well-regulated soul (or the well-regulated
state) as musica humana, and was imitated by the balanced harmonies and pro-
portions of musica instrumentalis (incorporating both vocal and instrumental
music), which in turn became a potent metaphor for the harmony both of the
soul and of heaven. The whole world was conceived as an interlocking chain of
resemblances from the heavenly to the earthly spheres, with each element on
one level finding its precise analogy on others, all a product of, and working
for, the ineffable dominion of a Divine Creator lauded by choirs of angels, and

32 Brown, Sixteenth-Century Instrumentation; Brown, Embellishing Sixteenth-Century Music.
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of men. For all its status as a commonplace, this powerful vision of a world
literally in harmony with itselfis both mystical and magical, imposing a fervent
wish for order to mitigate the fear of chaos.33 It would also reappear often in
the seventeenth century and, indeed, well into the eighteenth.

Chaos was an ever-present threat, as the political and social turmoil of the
period constantly revealed. Not for nothing did invocations of harmony take on
an incantatory tone, whether in political terms - court entertainments across
Europe in the period make the point clear - or within contemporary theo-
retical speculation on music. Zarlino’s emphasis on the perfect numbers and
proportions expressed within musical harmony - not least through the senario,
the number six construed to contain all the rational consonances (the octave,
fifth, fourth, third and sixth) — was more than just a theoretical conceit: it also
had powerful ideological resonances. And any threat to so ordered a scheme
had ramifications far beyond the mathematical note-crunching often typical of
musica speculativa. When Vincenzo Galilei dismissed the relevance of the senario
to any practical musical endeavour - given the impurity of the intervals used in
contemporary systems of tuning and temperament - Zarlino and his support-
ers did have one defence: man is de facto imperfect and so cannot rise to so ideal
avision of divine perfection. But it was a rear-guard action.

The pages devoted to the matter in contemporary treatises make for dull
reading, but there was a crucial issue at stake: the stability of the Renais-
sance world-view. Galilei, however, had different concerns. His debunking
of the senario takes second place to the exploration of'a new function for music
drawing on his own familiarity (and that of his mentors, including the noted
Florentine philologist Girolamo Mei) with sources on music from Classical
Antiquity.34 The renowned musicians of Classical myth, and Classical writers
on music, offered an alternative, and topically Humanist, message, namely that
music exerted powerful ethical and emotional effects upon its listeners. The
question now was whether such effects should be both censured and controlled
(as Plato argued in his vision of the ideal Republic) or be put to good political
and aesthetic use by the virtues of emotional catharsis (an Aristotelian view). As
inthe Hellenicand Hellenistic periods when such debates were first recorded,35
the one stance encouraged a conservative retention of the old order, while the
other offered a radical defence of the new.

For all the temporal distance between the early seventeenth century and the
great thinkers of Classical Antiquity, the conceptual distance had been lessened

33 Tomlinson, Music in Renaissance Magic.

34 Palisca, “Vincenzo Galilei and Some Links Between “Pseudo-Monody” and Monody’; Palisca,
Girolamo Mei; Palisca, The Florentine Camerata.

35 Maas, “Timotheus at Sparta’.
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by the Humanist endeavours of the Renaissance and by the recovery of sources
that retained an immediate and considerable presence. However, the new his-
toricism of the sixteenth and early seventeenth centuries prompted a slightly
different view of Classical texts. The notion of Plato and Aristotle conveying
truths of universal import (at least, once mediated by Christian syncretism) was
mitigated by the sense that they were, after all, men like any other men: the
ground shifted from universal ‘truths’ to ‘matters for debate’, important but
with outcomes predicated on their contemporary relevance. Monteverdi, for
example, felt it necessary to invoke Plato in his discussion of the seconda pratica
and the search for a “natural path to imitation’, but Plato, he said, offered only
a dim light that was more suggestive than instructive: the composer was left
essentially on his own.3° A new sense of history also affected notions of an ars
perfecta. Zarlino claimed that the greatness of music in Classical Antiquity had
been lost in the Middle Ages but recovered in the Renaissance, not least by
his ‘new Pythagoras’, Adriano Willaert. Monteverdi, on the other hand, was
well aware that Willaert existed in a particular historical space, and that his
achievement - for all its significance - was essentially transient. Once discov-
ered and articulated, the concept of history as a process of change, rather than
as a confirmation of eternal similarity, could not be countered by one great
musician, whatever the attempts of theorists — and sometimes institutions
(witness the Palestrina ‘myth’) - to establish a paragon of unsurpassable per-
fection. For Monteverdi, Willaert certainly marked the peak of the prima pratica,
but Cipriano de Rore, Willaert’s pupil and successor at St Mark’s, Venice, had
initiated a new practice and new ways of conceiving the relationship between
music and word that lay at the heart of a modern text-expressive style.

The discovery of new ways of enabling music to present a text and thereby
move the emotions of the listener is normally viewed as one defining feature of
the Baroque period. Yet there are other elements in the musical Baroque that
might seem, on the face of things, to run counter to it. The most obvious is the
rise of instrumental music with its own rhetorical power independent of words;
another is the formalist tendency to extol the craft of musical composition as
an object of contemplation of and for itself, and thus separate from any other
specific function. None of these necessarily contradicts the other: the Baroque
ariaisacase-study in wordless rhetoric even as it presents a text, and it certainly
exhibits formalist traits while remaining able to arouse the emotions. For that
matter, little is necessarily new to the Baroque period: the Renaissance had

36 Monteverdi refers to Plato both in his controversy with Artusi (see the documents in Strunk, Source
Readings in Music History, Revised Edition, iv: The Baroque Era, pp. 18-36) and in a letter to Giovanni Battista
Doni of 22 October 1633, given in Stevens (trans.), The Letters of Claudio Monteverdi, pp. 420-22. For

the latter, see also the discussion in Tomlinson, “Madrigal, Monody, and Monteverdi’s “via naturale alla
immitatione™.
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its text-painting, its instrumental music, and its formalisms, while the aria’s
other characteristic, a search for musical meraviglia and its potential to inspire
wonder, has Mannerist precedents. Yetall these elements come together in new
ways that are perhaps the most unique, and certainly the most exciting, aspects
of seventeenth-century music.
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. 2 .
The seventeenth-century musical ‘work’

JOHN BUTT

There is no doubt that a handful of compositions from the seventeenth cen-
tury have become part of the modern “classical’ repertory. If they are not quite
standard concert war-horses owing to their ‘unorthodox’scoring, they are nev-
ertheless recognised as ‘great works’ of early music: Monteverdi’s 1610 Vespers
and Purcell’s Dido and Aeneas perhaps come most readily to mind. However, the
vast majority of this century’s music is still seen as the province of specialist per-
formers, somehow separate from the musical mainstream. It is not the brief of
this chapter - or indeed of this book as a whole - to function as a comprehensive
critique of current musical values and concert practices, yet some awareness of
our own assumptions and prejudices is surely vital in any historical study what-
soever. The question that thus arises is whether musical compositions of the
seventeenth century are appropriately described as ‘works’. And this leads to a
whole string of further questions. Did seventeenth-century composers believe
they were writing works? Did those who received these compositions believe
them to be works? Or are certain pieces retroactively defined as works - as may
be the case with those familiar pieces by Monteverdi and Purcell? And are these
defined as works because of qualities latent within them and common to great
works of all ages, or is it that they just contain elements that might be seen as
conforming to a historically conditioned ideology of what a work should be?
What renders the seventeenth century a particularly dynamic - if frustrat-
ing - area of inquiry is the very fluidity of musical practice, something that
should make us wary of looking for a definite trajectory towards the full-
fledged work of later periods. For instance, even if a piece of music becomes
particularly well fixed and transmitted in a notated text (e.g., a prima pratica
motet) it might not necessarily be so strongly individualised as a ‘work’ as
one of the more celebrated operas of the age. The latter, on the other hand,
might not be so exhaustively notated since many aspects of the performance
were, by necessity, variable if the opera were to be repeatable and trans-
portable. Even more challenging is the relation of musical canonisation to
workhood. As Harold Powers has shown through a study of the Indian raga, it is
possible for a cultural canonisation of musical practice to exist withoutdistinct

[27]
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‘works’ as such. If; following Powers, we were to define such canonisation as
lying in the presence of trained specialists, a body of music theory, a level
of autonomy (or at least the detachability of the music concerned from the
cultural performance in which it was originally embedded) together with a
patron-class professing connoisseurship, it would be relatively easy to identify
canonic practice in the seventeenth century.! Most obviously, this would lie in
the persistence (and skilful modification or extension) of Renaissance counter-
point. Even the most ‘modern’ composers for their time (e.g., Monteverdi and
Corelli, Purcell and Charpentier, Schiitzand Buxtehude) showa respect for this
canonic practice, yet this does not have to result in specific canonical ‘works’,
however much it might inform their approach to composition in general.

Attempts to define a ‘work-concept’

German musicologists such as Carl Dahlhaus and Walter Wiora have wrestled
for some time with the historical status of the concept of the musical work.?
Most in this tradition tend to assume that in any given period there is a phe-
nomenological entity that can be defined as a ‘work’ so long as our command
of language and our intuition of the dynamics of music history are up to the
task. In this view, if many works after 1800 did acquire features that gave them
a greater claim to autonomy (assuming that this is a useful way of defining a
‘work?), this was only a matter of degree rather than of kind. Within the con-
text of the European tradition, there is thus an essential transhistorical unity
implied by the work-concept.3 The Anglo-American tradition of analytical phi-
losophy has attempted the same task from a rather different angle, searching
for that which is essential to a musical work without generally considering his-
torical issues of change, development or difference. It was from within - and
against - this tradition that Lydia Goehr shocked, or at least irritated, many
in the field of historical musicology with her thesis that the work-concept did
not develop until around 1800 and that, strictly speaking, no musical works
were written before this time.4

Goehr’s claim would seem senseless if we take at face value Nikolaus Lis-
tenius’s statement (from the 1530s) that the art of musica poetica results in a
‘perfect and absolute opus® that survives the death of its maker.> However,

1 Powers, ‘A Canonical Museum of Imaginary Music’.

2 Dahlhaus, Grundlagen der Musikgeshichte; Seidel, Werk und Werkbegriff in der Musikgeschichte; Wiora,
Das musikalische Kunstwerk and ‘Das musikalische Kunstwerk der Neuzeit und das musikalische Kunstwerk
der Antike’.

3 See Strohm, ‘Opus’, for an analysis of Dahlhaus’s approach.

4 Goehr, The Imaginary Museum of Musical Works.

5 Listenius developed this definition from the opening of Rudimenta musicae (Wittenberg, 1533) to a
fuller version in Musica: ab authore denuo recognita multisque novis requlis (Wittenberg, 1537). For a compre-
hensive survey of these writings and the tradition that they engendered, see Loesch, Der Werkbegriff in der
protestantischen Musiktheorie des 16. und 17. Jahrhunderts.
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according to Heinz von Loesch, Listenius may not be referring exclusively or
even primarily to individual pieces of music; Loesch argues that his formu-
lation is one that early Lutheran music theorists adopted from Aristotle and
Quintilian to describe the activity of production in general, which could equally
resultin printed publications or theoretical treatises even if Listenius’s formu-
lation was soon to become associated exclusively with musical compositions.
Given that the essentially German theoretical tradition of musica poetica - of
which Listenius was the principal founder - was to die out (together with the
theoretical reliance on Aristotle and Quintilian) in the late seventeenth and
early eighteenth centuries, it is unlikely that this was a significant step towards
later, strong work-concepts.

In tracing the development of musical works in the sixteenth century, much
depends on the defining characteristics which one considers necessary for a
work. This might involve the identity and portability of notated musical pieces
by famous composers as implied by Tinctoris (1477), long before Listenius, or
Goehr’s open, regulative concept that requires a broad combination of con-
ditions such as the separability of musical works from extra-musical environ-
ments, ‘free’and original composers, disinterested contemplation on the partof
the listener, bourgeois concert-hall practice,and copyright. One way out of this
impasse might be to take as a starting point Gretel Schworer-Kohl’s distinction
between a broader (and weaker) sense of ‘work’ and the narrower sub-category
of ‘opus-work’.® The broader concept would cover compositions resulting
from “creative activity of the highest order’; some form of self-contained for-
mal structure, and some historical durability. The concept of the ‘opus-work’
demands notational fixity, attribution to a specific author, and some degree of
originality within the context of the age. The broader concept of work could
be applied to a wide range of music, including much non-Western music, while
the ‘opus-work®> would refer mainly to a Western tradition lasting from the
mid-fifteenth century to the mid-twentieth and to only a limited number of
non-Western traditions.

Nevertheless, Schworer-Kohl’s distinction is not without its problems.
Reinhard Strohm notes that the term ‘opus’ has a longer genealogy than has
normally been assumed (his evidence dates back to Krakéw in the 1430s and
1440s).” But while this suggests the transfer of work-concepts from other
artistic fields, it does not necessarily evoke the strong, individualised and
unique connotations of Schworer-Kohl’s definition. Moreover, her inclusion of
‘creative activity of the highest order’ as a principal definition of the broader
sense of ‘work’> begs the question of relative quality that cannot be answered

6 Schworer-Kohl, “Zum Werkbegriff in der Ethnomusikologie und in der historischen Musikwis-
senschaft’.
7 Strohm, ‘Opus’, pp. 5-6.
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objectively; it also raises the issue of whether the judgement is made from the
standpoint of the composer’s environment or of later reception. Perhaps the
broader definition should be liberalised to include any musical entity (be it an
event, a musical text, or just an idea) that can be perceived, remembered or dis-
cussed. Yet this would make the term ‘work’ virtually synonymous with ‘music’
and thus more or less superfluous. The word ‘work> works to the extent that
it carries some sort of charge that ‘music’ would not otherwise hold. My ques-
tion here, then, is whether something of that charge is present in seventeenth-
century musical culture. Indeed, it may well be that the seventeenth century is
signally important in bringing many of these issues to the fore.

So significant is the notion of workhood to the Western tradition that, to
many, it is imperative to trace the roots of its corollary, compositional think-
ing, to its earliest stages and follow these through the subsequent centuries.
Workhood can thus be thought of as something that develops in tandem with
the very concept of Western civilisation and the universality that this brings.?
Strohm makes the point that there has always been a ‘cohabitation’ of func-
tional elements with ‘work-like significance’ in music; thus it is a mistake to
take the absence of a specific functional role as a crucial factor in defining any
particular piece as a work.9 From this perspective it is eminently possible to
see the seventeenth century as playing its part in the process towards ‘full’
workhood in the nineteenth. Indeed, Strohm and Anthony Newcomb suggest
that much was in place before the seventeenth century even began.'® They
note Tinctoris’s assertion (1477) that composers found fame in their works,
and also that commentators of the next generation likened the finest music of
the Josquin era to the great works of pictorial and verbal art. While this latter
point suggests, incidentally, that music culture does not lag so far ‘behind’ the
other arts as we are often told, it does raise the question of whether even the
contemporary objects in other arts should be considered works in the strong
sense. In all, though, it is clear that the idea of a musical work as something
that could enjoy a public trajectory and bring fame to a composer without
him necessarily being present greatly expanded during the sixteenth century.
Strohm and Newcomb also observe a growing sense of canon formation and
the predominance of single-author collections; this would suggest the notion
ofa ‘great’ composer standing above the merely skilled musician. Strohm notes
that Orlande de Lassus’s Magnum opus musicum (Munich, 1604) was a represen-
tation of the composer’s complete motets, produced by his immediate family
for the delectation of a whole host of connoisseurs and amateurs, and thus

8 Strohm, The Rise of European Music, pp. 1-5, 412-88.
9 Strohm, ‘Looking Back at Ourselves’, p. 139.
10 Newcomb, ‘Notions of Notation and the Concept of the Work’.
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showing how a broad culture of patrons and consumers was complicit in the
stronger profiling of the composer.'* To this one might add the example of
Johann Caspar Kerll, who, in his Modulatio organica (Munich, 1686), appended
a thematic catalogue of his other keyboard works.**

Newcomb proposes that the degree to which composers moved towards the
idea of works depended on whether the genre concerned approached the two
polesofacomposer-oraperformer-related type (one could perhapsalso call this
adivision of musical pieces into reified abstractions on the one hand, and events
on the other). Of the composer-oriented type, the ricercar for instruments was
a particularly significant example, by which the ‘old style> was thematically
manipulated with an increasingly rigorous structural logic. The use of open
score implied that this was primarily music for visual study, an object for anal-
ysis, and not inviting improvisational input from the score-reading performer.
The height of abstraction is suggested when keyboard pieces were presented
in partbook format, as in the first editions of ricercars of the Venetian school
before ¢. 1590; incidentally, this same practice was still evident in Michael
Praetorius’s publication of his solo organ music within the partbooks of his
vocal music in 1609.'3 This is something that would seem positively to miti-
gate against ease of performance (although keyboard players clearly did play
from partbooks as a matter of course in performing vocal music, atleastaround
1550)."4 Even some genres specifically geared towards performance, such as the
repertory of the concerto di donne at Ferrara in the 1580s, show evidence of the
performers obeying the letter of the notation, diminutions and all,*> although
here it is almost as if the concerto was being celebrated for its unusual practice
of not improvising embellishments.

Itis possible to extend Newcomb’s argument to cover developments later in
the seventeenth century: the stile antico as retained in the ricercars of Girolamo
Frescobaldi and Johann Jacob Froberger; the preservation of the ‘Palestrina’
style in some areas of Catholic practice; the German Lutheran ‘learned’ school
of organists raised in the Sweelinck tradition; the purposeful espousal of old
styles in the wake of the English Restoration. There was also a steady solidi-
fication of musical form in vocal genres - that notional ‘third practice’ which
superseded (or at least co-existed with) the seconda pratica (that itself had so
forcefully advocated the supremacy of text over music).'® And there was obvi-
ously a continued growth in single-author collections, in both manuscript and
print.

11 Strohm, ‘Looking Back at Ourselves’, p. 150.
12 Butt, ‘Germany and the Netherlands’, pp. 201-2.
13 Rose, ‘Music, Print and Authority in Leipzig during the Thirty Years’ War’, i: 179.

14 Owens, Composers at Work, pp. 48-9.
15 Newcomb, The Madrigal at Ferrara, i: 25-6, 55. 16 Carter, “Possente spirto’.
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Nevertheless, it may be too crude to view the century as a single, seamless
whole, in which various trends underwent a continuous development. Alexan-
der Silbiger observes that Burney and Hawkins, writing in the later eighteenth
century, feltan affinity with musicafter 1650 while remaining distinctly cool to
music of the Monteverdi generation.'” Burney rejoiced in the ‘great improve-
ment’ brought about by Carissimi, Rossi, Cesti and Stradella, and compared
Corelli to his own contemporary, Haydn. Silbiger then infers that the first
half of the century could be more profitably connected to the end of the pre-
vious one, the Thirty Years War being only the most obvious feature ofa general
period of crisis stretching back to the Reformation: 1650 thus marks the begin-
ning of a period of relative stability, one to which some eighteenth-century
historians believed themselves to be still connected. Silbiger is certainly right
to observe that many genres in the later seventeenth century came to be based
on longer, more consistent and more individual musical utterances, and there-
fore gained a substance and a stability (or instability within stability) that might
warrant the label ‘work’. The sonata, suite and concerto - and their constituent
movements - were established in their recognisable ‘modern’ forms, as was the
recitative-aria format, which was to survive well into the nineteenth century
and beyond. Moreover, the tonal system became increasingly prevalent, influ-
encing the entire structure of extended compositions. Something approaching
the modern orchestra also dates from around this watershed, as does the devel-
opment of opera as a specifically public entertainment. To Silbiger’s points one
could also add the evidence of contemporary writers who show a greater aware-
ness of the individuality of pieces of music as objects of study per se (rather than
merely as models for imitation). Thomas Mace’s Musick’s Monument (London,
1676) is primarily addressed to the practice of the lute and viola da gamba. Yetit
contains general points to be observed by both composers and performers: one
needs to pay particular attention to the consistency of ‘fugue’ throughout the
course of a piece (loosely meaning the continued use of the opening theme); to
the basic form of the piece (whether free, such as Prelude or Fancy, or a specific
dance); and the Humour to which it corresponds.*? In short, the development
of all these issues after 1650 suggests a way of thinking that regarded pieces of
music as individual entities with their own internal laws, character and consis-
tency (most previous modes of analysis - if there be any such thing - related
either to contrapuntal procedures or to the musical use of rhetorical figures).
Uniqueness, individuality and originality were not necessarily at a premium,
but this analytical concern with the interior of pieces of music at least rendered
such considerations possible.

17 Silbiger, ‘Music and the Crisis of Seventeenth-Century Europe’.
18 T. Mace, Musick’s Monument; or A Remembrancer of the Best Practical Musick (London, 1676; repr. New
York, 1966), p. 123.
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There is clearly a difference between Silbiger’s and Newcomb’s conceptions
of what counts as essential to the development of the work. For Newcomb, the
crucial point is the autonomous musical process and product determined by a
structural logic dictated by the materials at hand; for Silbiger, itis the hardening
of musical forms into recognisable, replicable patterns. In both cases, however,
matters might not be as clear-cut as either model suggests: abstract composerly
thinking extends well beyond the rigorous counterpoint of the ricercar, while
even so hardened a musical form as the concerto or the da-capo aria might often
be the platform for what is essentially a performance-based genre.

Some problems

The distinction between composer- and performer-related genres — between
‘work®> and ‘event’ - suggests that if music took a step towards a stronger
work-concept in one sense, it took a step backward in another. Indeed, with
the splitting of styles around - and often away from - the prima pratica (itself
immediately recycled asastile antico), there was in sum a considerable loosening
of'the perfected rules of late sixteenth-century composition. Ironically for those
looking at the seventeenth century as a necessary step towards later work-
concepts, the contrapuntal rigour of Renaissance music that was to become
so essential to the pedagogic background of nineteenth-century music was
precisely that elementwhich was so often subverted in the seventeenth century.

Furthermore, the very development of opera as a public institution tended
to render the music subservient even while elevating its function as a major
vehicle of public entertainment. Ellen Rosand has argued that, in the context
of Venetian opera, there was more public focus on the librettist (considered
Pautore) than on the composer.*® The fact that it was the libretto, and not the
music, that was printed and distributed contributed to this; moreover, more
than half the librettos printed between 1637 and 1675 contain no reference
to the composer concerned. Rosand also points to the considerable social pre-
suppositions that librettists were writers whose words had a traditional claim
to immortality while composers were seen more as artisans of a service profes-
sion. Librettos were expected to have dramatic coherence and literary integrity,
while the music was a contingent, and impermanent, element, dependent both
on the libretto and on the performers involved. If this is true, it would suggest
that literature had something closer to a work-concept than did music at this
time; however, it also proves that a ‘work-like’ thinking was possible, some-
thing that could thus conceivably be applied to music. Nevertheless, the very
adaptability demanded of operatic production meant that musical texts (and,

19 Rosand, Opera in Seventeenth-Century Venice, pp. 198-220.
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indeed, authorship) were more fluid than they had been in previous years (and
continued to be in the case of church music, where it was the norm for texts to
be much more stable). Perhaps, then, if we follow Rosand, a fixed and perfected
conception of musical works would have been entirely anathema within the
context of seventeenth-century Italian opera.

Could it be, though, that the entire production connected with an opera
was in itself something collectively memorable, spectacular and imbued with
its own sense of individuality (poetic or otherwise)?*° Moreover, it would be
an exaggeration to claim that celebrated operas had no identity that remained
consistent when the production moved from place to place, even if the site of
this identity remains difficult to locate. It is also clear that Monteverdi himself
considered that his services as an opera composer were best employed when
he himself was moved by a story that thus led him to write an integrated
composition with an effective climax; otherwise the music might as well have
been composed by the individual singers and the commissioner could dispense
with the services of ‘a single hand.**

The case of Lully and his relation to the absolutist practice of Louis XIV’s
court also suggests that Rosand’s view of Italian public opera is not necessar-
ily valid throughout Europe. Jean-Baptiste Lully’s split with Moliere almost
certainly owed something to the latter’s sense that the music was beginning
to dominate the text. Moreover, Lully owned most of the equipment and cos-
tumes for his productions at the Palais Royal, ran his company like the standing
army of an absolutist monarch, and was able to direct elements of dance and
drama. Here, then, there was both a fixing of musical textand performance,and
the dominance of the composer over the entire production. On the other hand,
Lully was quite content to leave certain elements of the compositional tasks to
others; he was clearly more interested in wielding control over all aspects of
the production than in striving for total purity in terms of the authorship of a
notated text.

In all, then, virtually every premonition of workhood in the seventeenth
century seems to be accompanied by some factors that point in the oppo-
site direction (and vice versa). This is especially true of technological influ-
ences, such as print culture, that gave a composer the opportunity both to
reach a wider audience and to work towards a definitive version of the musi-
cal text. Yet print did not necessarily enjoy a greater prestige than manuscript
transmission. As Thomas Elias observes for late sixteenth-century England,
print carried a stigma for its association with ‘lower’ forms of music such as

20 Strohm, ‘Opus’, p. 15.
21 Monteverdi to Alessandro Striggio, 9 December 1616, in Stevens (trans.), The Letters of Claudio
Monteverdi, pp. 108-11.
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ballads and monophonic psalms.>> Within literary circles, print was considered
to threaten the exclusivity of the elite learned culture, inviting criticism and
discussion by an uncontrolled and undiscriminating public. Tim Carter shows
that this is exactly what happened in the Italian musical field: the reification of
pieces in print for all to see, together with the widening market, generated the
need for a public discourse on the nature of composition. Now ‘professionals
and intelligent amateurs could partake of critical discourse on musical compo-
sition and performance’, something for which traditional theory was entirely
inadequate.3 Thus, a new public conception of music arose as a by-product
of print culture, but not necessarily through the intentions of the composers,
printers and publishers concerned.

If print did allow composers to exert some form of authorial control over
multiple copies, this same development diluted the sense of individuality and
the personal presence of the composer thata manuscript within an institutional
performing context might have evoked. Composers such as William Byrd and
Giulio Caccini followed conventions that had developed in literature by adopt-
ing an apologetic stance towards their publications, claiming that they were
necessitated by the number of inaccurate copies in circulation.*4 One especially
common use of print throughout Europe was to commemorate a specific event
suchasacourtcelebration or funeral.>> Here the edition was normally designed
asareflection of something thatwas effectively unrepeatable,a way of distribut-
ing the aura of that event to a wider audience, but certainly not as a record of
an enduring ‘work’ or as a prescription for later performance. Something sim-
ilar might apply to the more extravagant prints of early seventeenth-century
Italian secular music (opera and monody), where composers may have sought
the kudos of print while still retaining ‘ownership’ of their music by, in effect,
disabling rather than enabling performances outside their control.?® This was
clearly one significant way in which the advantages of print were used towards
ends entirely antithetical to any concept of autonomous, repeatable musical
works.

If print did eventually separate itself from the contingencies of manuscript
culture, the acquisition of work-like qualities was the accidental by-product of
a number of independent factors, few of which operated with a specific tele-
ology in mind. Musicians undoubtedly feared the loss of their social status by

22 Elias, “‘Music and Authorship in England’, p. 18.

23 Carter, ‘Artusi, Monteverdi, and the Poetics of Modern Music’, p. 192.

24 Elias, ‘Music and Authorship in England’, p. 80; Carter, ‘On the Composition and Performance of
Caccini’s Le nuove musiche’, p. 209.

25 Bianconi, Music in the Seventeenth Century, p. 74; Rose, “‘Music, Print and Authority in Leipzig during
the Thirty Years® War’, pp. 91-120.

26 Carter, ‘Printing the “New Music™.
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transferring their exchange away from their patrons and more towards their
paying public,and ifthey enjoyed greater control over the production of printed
texts, this in turn lessened their control over performances.?” But however
much print culture might ultimately have contributed to the fixing of musical
texts in the sixteenth century, much worked against this as the seventeenth
century progressed. Publishing activities declined precipitously, especially in
Italy, in the wake of the economic crisis at the end of the second decade.?®
This meant that musicians still retained a sense of the universality of sixteenth-
century styles owing to the survival and reprinting of a large number of earlier
publications (indeed, Monteverdi ordered six volumes of a cappella Masses for
StMark’s, Venice, in 1614, shortly after hisarrival).? Moreover, the production
of printed church music actually rose in relation to secular publications. This
may have resulted from the comparative standardisation of the Roman liturgy
after the Council of Trent, which rendered church music far more transfer-
able and stable than it had been before.3° But the newer publications could
be unashamedly modern in style, so that the church may well have been the
principal venue in which one could hear both old and newer styles together.
In all, though, there was a far less comprehensive view of music from closer
generations: the culture of musical transmission and influence became far more
local and fragmentary, something that undoubtedly confirmed the impression
of the prima pratica as the foundation, or perhaps the counterbalance, for the
more ephemeral genres of the present. Another reason for the comparative
marginalisation of print culture was the fact that partbooks, the most com-
mon format of production, were increasingly unsuitable for the more modern
forms of concerted music (with the possible exception of purely instrumental
music).3! In sum, then, if we accept that the later seventeenth century saw a
greater concretisation of individual, formally structured pieces, this was clearly
something distinct from the comparative notational fixity formerly achieved
through print, especially given that publications that did present a compara-
tively ‘finished’ version of the music, such as Corelli’s celebrated prints, often
appeared well after the music had been formed in manuscript and by way of
multiple performances.

Some would account for the rather contradictory nature of seventeenth-
century developments in musical transmission by acknowledging that the
progress towards the reification of musical works was not a continuous, linear
process. The same could be said for the developments of genres and styles,

27 Elias, ‘Music and Authorship in England’, pp. 104, 124-34.

28 Bianconi, Music in the Seventeenth Century, p. 77; Carter, ‘Music Publishing in Italy’.

29 See Fabbri, Monteverdi, trans. Carter, pp. 132-3. 30 Carter, ‘Music Publishing in Italy’, pp. 21-3.

31 Bianconi, Music in the Seventeenth Century, pp. 78-9; Rose, “Music, Print and Authority in Leipzig
during the Thirty Years’ War’, pp. 51-7.
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thus accommodating, for instance, the ‘zig’ of the ricercar with the ‘zag’ of
opera within the broader cultural progress towards the musical work. We still
might wonder, though, whether it is correct to see the ‘strong’ nineteenth-
century concept of the musical work as a product of progress, or even process,
and thus to view the seventeenth century as merely provisional or transitional.
Karol Berger senses more an alternation of priorities over the course of several
centuries, by which the bias towards formal, autonomous, internally coherent
works of art (regardless of their immediate function) alternates with a more
mimetic, functional, populist approach. His model thus replaces the notion of
progressive development with a succession of paradigm shifts. He senses such
a shift from around the 1550s away from a more abstract conception of music
towards a more mimetic one, the latter relating both to verbal text and to the
underlying passions. With the dominance of mimetic music, its emphasis on
the performer’s art and ‘the popular mode of hearing in which the listener pas-
sively identifies with the personage at any given moment’, Berger suggests that
abstract music did not become ‘modern’ again until Bach’s seemingly anachro-
nistic music was adopted as a model of compositional practice after 1800.3* If
Berger’s very general heuristic scheme is plausible, it would suggest that we
would be wrong to concentrate on a linear progression in the development
of the work-concept. Abstraction and formalism (admittedly, only two of sev-
eral possible defining characteristics of the ‘strong’ musical work) are always
a potential in Western culture, but enjoy particular esteem only at certain
junctures. Thus it was not the case that they were entirely displaced or went
underground in the seventeenth century; rather, they just did not have the
upper hand. In this light, the increasing technical control within the abstract
ricercar tradition would seem to be a rearguard action (and needless to say, it
accounts for only a relatively small proportion of the music actually produced
at the time).

Is it possible to form a conclusion from these various readings of the work-
concept in the seventeenth century? We have the choice of seeing our period
as one in which the concept continued to develop, or one in which it declined;
or one in which internal structural logic declined simultaneously with a solid-
ification of outward form. But are these contradictions to be seen as a sort of
dialectic leading to the grander synthesis of the late eighteenth and nineteenth
centuries? Or might not many be mistaken in assuming there to be a long-term
historical process of any kind in relation to musical works? The suspicion will
already have arisen that the decision as to how and whether a piece of music
can be defined as a work depends on the point of view at hand. I would now

32 Berger, A Theory of Art, pp. 133—4.
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suggest that while the foregoing discussion may have made complexities of
the situation more readily evident, the status of musical works and the various
developments of the era need to be examined from the broader perspective of
seventeenth-century culture, looking beyond the way in which pieces of music
are instantiated.

Artful artefact or social construction?

One of the most productive implications to emerge from these debatesis thatwe
should be discussing not whether works as actual objects or idealised embod-
iments of pieces of music existed at one time or another, but whether the
interaction between ideas held about music and the various musical objects or
events at hand fogether generated the various notions of the musical work. If
some tend to assume that musical works are fixed objects that are inherently
stable in character, others have gone too far in the opposite direction of social
construction and have assumed that pieces of music exist only by virtue of the
attitudes ofa particular society - that there is nothing essentially ‘there’ beyond
the cultural norms at hand. Here I am very much influenced by Bruno Latour’s
attitude towards the findings and ‘facts’ of science: rather than opting for a
natural order ‘out there’ on the one hand, or total social construction on the
other, he sees a constant circulation between the human and the non-human.33
Facts and natural objects obviously have to be constructed in order to be acces-
sible to the human understanding, yet they also acquire some little autonomy
in return, influencing both what appears as, and how we conceive of| the world
around us.

By this token, pieces of music - whether remembered, composed in the
mind, notated or sounded - are obviously human constructions through and
through, but they also instantaneously acquire an element of autonomy. We
cannot necessarily predict how we are going to react to (or conceive of ) them at
any pointin the future. If we are somehow changed through our encounter with
music, the music must surely somehow be ‘there’ and not merely be something
constructed by us on the spur of the moment. But what the argument for social
constructivism does indeed show us, is that what is ‘there’ is not a stable entity
that endures regardless of the energy we bring to it.

Inexamining the possibility of work-concepts before the nineteenth century,
most music historians tend to look for similarities linking one age to another.
But some who are sceptical of an earlier work-concept, namely Goehr herself]
look for differences. To her, apparent similarities, such as the perfection of a
notated musical text ora canon of commendable pieces of music, hide profound

33 Latour, Pandora’s Hope.
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differencesin culture by which the meaning of a perfected text or commendable
exemplar was entirely different. It is clear that Goehr tends to homogenise the
extremely complexand varied attitudes to pieces of music before 1800, ignoring
factors that in some respect come close to elements of the later work-concept,
but certainly there is sense in her suggestion that we examine backwards rather
than forwards the concepts we ourselves hold dear.34 Indeed, most forms of
significant artistic influence result from the intentional activity of the receiver
drawing on the past and from ideas already at hand. But we cannot simply
assume that any innovation of a past era was made with anything close to the
aim we might now attribute to it.

This anti-teleological point is, of course, one of the central - if unsung - ele-
ments of Darwinian evolution.35 The concept of evolution, however, is more
popularly associated with a process that is progressive and developmental, one
in which there is some ideal end in mind even if earlier actors were not aware
of this. This relates to the so-called Whiggish approach to history, in which
aspects of the past are highlighted for their foreshadowing of a more perfect
and enlightened present. There is absolutely nothing wrong with finding reso-
nances between past and present - this is, after all, one of the crucial functions
of history, which serves to enhance our own sense of belonging to a broader
culture of humanity. But this should not be confused with a notion of the past
anticipating the developments of the future. The Whiggish approach also tends
to undervalue aspects of the past that do not conform to its particular model of
progress; it may well render usignorantof alternative concepts, events, styles or
pieces from which we might be able to learn. This is especially pertinent in our
study of music in the seventeenth century, when the very instability of concepts
of music led to a degree of experimentation that was possibly unprecedented.
Many pieces from this time would be undervalued orignored ifwe judged them
according to whether they were ‘hot’ or ‘cold’ in relation to a game of work-
hood hide-and-seek. As is already obvious, the seventeenth century provides a
particularly fascinating lesson in revealing how the development of later con-
cepts was not necessarily achieved in a straight line; the necessary conditions
obviously had to occur (and endure) at one stage or another, but they almost
always originated in entirely different purposes.

The seventeenth century as contradiction
The contradictory nature of the early seventeenth century is central to William

J.Bouwsma’sanalysisof ‘thewaning ofthe Renaissance’. He notes many aspects

34 Goehr, ““On the Problems of Dating” or “Looking Backward and Forward with Strohm™”.
35 Dennett, The Intentional Stance, pp. 319-21.
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of Renaissance thought that encouraged a sense of human individuality crucial
for a culture that could conceive of unique, individual authorship and unique,
individual artistic products. Thus far, then, he seems to provide substantiation
for Strohm’s and Newcomb’s observations of musical practice in the fifteenth
and sixteenth centuries.

Yet thiseraalso broughtwith ita profound degree of reaction that attempted
to restore the old certainties of scholastic thought. The traditional concept of
the self saw human reason as somehow parallel to God’s, and considered every-
thing else - the will, passions and the body - as laid out below reason in a
hierarchy, and fundamentally corrupted by sin. Under this scheme, anything
that cultivated individuality or originality was seen, at best, as mistaken, and at
worst, as a form of heresy against the only true Creator. Of course, there were
alternative views, some of which became more dominant during the Renais-
sance. Most important among these was the Augustinian sense of the heart
as giver of life, will and the passions; now it was possible to conceive of the
self - as did Montaigne - as a single, mysterious unity, somehow unique given
the countless permutations of passions and wilful urges. Indeed, works of art
could be justas various as humans themselves. This move evidently parallels the
Humanist desire for music that related directly to the passions. For many, now
it was the supposedly rational intellect that erred. Sidney (1580) even claimed
that the poet, with divine inspiration, could transcend that which was already
given in nature.3® As Tim Carter notes, Monteverdi’s ‘natural path to imitation’
was, in reality, a use of art to improve upon nature.3”

Nevertheless, if we follow Bouwsma, we would be unwise to underestimate
the hostile reaction to this neo-Augustinian sense of self. There was a growing
pressure to re-establish order and the old hierarchy governed by reason; many
condemned invention as a form of hypocrisy; and even thinkers as profound
as Bacon inveighed against the over-use of imagination.3® It was, of course,
the fear of disorder that also motivated Giovanni Maria Artusi (1600) in his
condemnation of Monteverdi’s compositional licences,3° a polemic that was
still very much alive in German disputes over compositional practice fifty years
later. In this respect, the movement towards seemingly autonomous stile antico
composition was more reactionary than progressive.

While scholastic forms of rationalism had seen rationality as somehow cor-
responding with all other elements of creation, Descartes almost unwittingly
inaugurated a new rational tradition by throwing all forms of sensation and

36 Bouwsma, The Waning of the Renaissance, pp. 21-3, 30.

37 Carter, ‘Resemblance and Representation’, p. 134.

38 Bouwsma, The Waning of the Renaissance, pp. 140, 165, 169.

39 Strunk, Source Readings in Music History, Revised Edition, iv: The Baroque Era, pp. 18-36.
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subjectivism into doubt, initiating along-lived divorce between mind and body.
As Arthur C. Danto has noted:

the first famous meditation in which everything is darkened by the shadow
of doubt is really a strategic move by someone anxious that doubt be cast
on matters ordinarily regarded as certain beyond sane question, in order to
abort a spontaneous contrast between them and matters ordinarily construed
as abstruse, as items of mere faith and orthodoxy, like our immortality and the
existence ofa perfect being, which in fact, he contends, are luminously secure.4°

This was also the age of Neoplatonic academies, reinforcing order in those
very sciences and arts that had threatened anarchy. Bouwsma’s point is not,
of course, that all the charisma and freedom unleashed by the Renaissance
were simply reversed, but, rather, that these continued to develop in the wake
of an increasingly organised opposition. Thus it would be wrong to consider
the sixteenth century (in music or in broader culture) as a sort of golden age
and the seventeenth as an era of reaction: it was the very conflict between the
systems that generated one of the most fertile centuries, a conflict that was
central to the birth of modernity. It was also the reworking of rationalism in
an era of uncertainty that ultimately heralded the familiar musical work of
the classical tradition. But rationality as it stood in the seventeenth century
was hardly hospitable ground for notions of artistic individuality or for the
separation of musical works from the everyday world of human experience.
If Descartes’s mind-body distinction is frequently blamed for creating the
cerebral abstractness of the so-called classical canon, he would doubtless have
conceived of music as an element of mathematical and natural certainty rather
than as a potentially unique form of human achievement.

Individuality within a culture of imitation

Given that almost all speculative music theorists of the seventeenth century
continued to see music as something intimately connected to the structure of
the universe, it remains to be seen how composers could assert their individu-
ality, and how pieces of music could readily be distinguished from one another.
Of'course, it may well be that theory characteristically lingered behind practice,
and that elements of originality and uniqueness were appreciated more in the
‘practical’ realm of composition. One way in which theory and practice may
have coincided was in the sense that notation could embody the most perfect
representation of a piece of music; this was something implied by theorists

40 Danto, The Body/Body Problem, p. 194.
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working in the German musica poetica tradition inaugurated by Listenius.4!
But such perfection usually related to contrapuntal integrity (and thus to a
comparatively narrow area of the repertory), and not to the individuality of
the piece concerned. Perfection or fixity of text thus does not automatically
guarantee ‘work’ in the stronger sense.

The concept of compositional perfection as held at the outset of the seven-
teenth century thus tended to work against the idea of the composer as original
genius. Lodovico Zacconi in 1591, for instance, mentions originality as a fea-
ture of style - indeed he is one of the first to allow several different categories
of compositional style - but his main concern is with the traditional rhetorical
task of establishing exemplars worthy of imitation.+* In other words, while it
is undoubtedly correct that Renaissance composers gained more fame through
the autonomy their compositions enjoyed, they may not necessarily have been
admired specifically for their originality. And even if composers did indeed
gain a measure of originality by creatively breaking rules for special effect, such
was the culture of imitation that these licences were themselves soon rendered
part of the general language, and thus no longer original.

From the outset of the seventeenth century, theorists and critics had the
choice either of condemning transgressions (e.g., Artusi) that went beyond
the traditional norms of ‘reason’, or of somehow accommodating them within
or beside the older conceptions of music by allowing for a plurality of styles.
Adriano Banchieri divided music basically into that which conformed to the
norms of Zarlino and that which attempted to portray the affections; in other
words that which followed the heart rather than the traditional dictates of
reason.®3 This sense of plurality was to be developed by numerous theorists,
all tending to assume that stylistic differences in music had inevitable affective
consequences. Christoph Bernhard, writing around the middle of the century
in Germany, may have managed to prolong the ancient belief that music corre-
sponded to the natural world by asserting that all modern styles are grounded
in the ‘natural’ style of the prima pratica, a point that is also latent in earlier
Italian writing,* but it was something of a rearguard action.

Perhaps the mostsignificantattemptat accounting for a new sense of human
individuality without dropping the notion of music representing an objective
reality was Athanasius Kircher’s, half-way through the century (in his Musurgia
universalis published in 1650). The stylus impressus relates to the way in which

41 This is covered extensively in Loesch, Der Werkbegriff in der protestantischen Musiktheorie des 16. und
17. Jahrhunderts.

42 Elias, “‘Music and Authorship in England’, p. 48.

43 Collins, “The Stylus phantasticus and its Expression in Free Keyboard Music of the North German
Baroque’, pp. 8-9.

44 Carter, ““An Air New and Grateful to the Ear’, p. 129.
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music has different effects on people of different temperaments, and the stylus
expressus to the calculated stylistic characteristics of the composition itself; the
latter comprises Kircher’s version of the plurality of stylistic categories. Most
striking for our purposes is Kircher’s definition of the stylus phantasticus which,
superficially, might seem to offer a free rein to the composer’s imagination -
it is ‘an extremely free and uninhibited method of composition particularly
suitable for instrumental music’ - therefore giving rise to the notion of the
musical work untrammelled by style, function and context.#> Yet freedom to
Kircher is merely freedom from the constraints of a cantus firmus, text or
dance: he continues to insist that the composer adhere to the perfection of
compositional rules. Kircher thus effectively justifies the cultivation of stile
antico keyboard works, arguably the closest genre to absolute music during the
early Baroque. But this is clearly quite different - in terms of the intentions
behind it - from the absolute music of the nineteenth century. No genre went
further to efface the individuality of the composer. What counted was his skill
in realising the potentials according to a naturalised norm.

Another irony is that music of the prima pratica was later seen as the most
perfected genre, its rules of dissonance and voice-leading classicised in the
music of Giovanni Pierluigi da Palestrina. Yet at least some of this music was
originally performed with levels of improvised ornamentation that would have
wrecked the notated perfection (at least according to the rules of strict Renais-
sance counterpoint). Quite possibly Palestrina would not have objected: he
may well have thought of ideal, paper music and sounding, performed music
as two intersecting but not coterminous forms of music.4® The calls for a con-
trol on ornamentation come not just from conservatives like Artusi but also
from ‘modern’ composers such as Caccini, anxious that the expressive arsenal
improvised by performers be adequately captured and controlled to present the
textual affects correctly.4” Yet this call to compositional attention comes from
acomposer who, by the standards of strict counterpoint, was barely composing
at all, reducing the principal lines to two and exploiting dissonant licences to
expressive effect. With the development of improvised accompaniments and
figured bass, the music’s fixity was essentially lessened, its identity on paper
rendered less precise (at least in terms of prescribed pitches and rhythms). And
although composers sometimes insisted on the proper use of ornaments, this
was perhaps more for preserving an assumed connection with objective pas-
sions than necessarily anassertion of the individuality and uniqueness ofawork.
If Caccini seems to insist on his authorial prerogatives, this might relate more

45 Bianconi, Music in the Seventeenth Century, pp. 49-50. 46 Butt, Playing with History, pp. 119-20.
47 Carter, ‘On the Composition and Performance of Caccini’s Le nuove musiche’, p. 209.
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to his reputation as a skilled, flamboyant performer than to his desire to fix the
music eternally in notation. Moreover, it is highly likely that some of the most
spectacular solo numbers, such as Monteverdi’s ‘Possente spirto e formidabil
nume’ (Orfeo, 1607) and Arianna’s lament (Arianna, 1608), were heavily influ-
enced by the styles of the singers involved; they might even partially be records
of what the singer actually did.

The erosion of contrapuntal integrity continued, even in church music, and
was much lamented by Heinrich Schiitz, who, like his student Bernhard, tried
to shore up the increasing laxity by maintaining that the new style was firmly
grounded in the old.#® Yet the dominance of thorough-bass thinking grew to
the extent that, by the end of the century, German Lutheran theorists tended
to see it as the fundamental grounding of harmony rather than as something
to be adopted as a shorthand, only after the true laws of composition had been
absorbed. In this tradition at least, counterpoint thus became something of an
optional ‘“finishing school’.

If composers settled on a style and developed a compositional method some-
where between the traditional rules of intervallic counterpoint and the more
modern practice of thorough-bass, how did they themselves view the task of
producing a new piece of music? The key concept spanning both sixteenth-
and seventeenth-century compositional thought was ‘imitatio’, the imitation
ofadmired models. This generally aimed more towards greater perfection of the
artin general than greater individuality.49 Given the ubiquity of this attitude to
musical composition (shared in literary composition, too), it would be incor-
rect to infer that the veneration of canonic models was evidence of an emergent
work-concept, as has recently been proposed.>® It was something essential to
the Classical world that had survived - and had been periodically revived - well
into the seventeenth century (after which it receded). As Thomas Mace men-
tioned in 1676, invention is the ‘Great, and Principal Matter of a Composer’,
one that is no better learned than through reading discourses on composition
and studying choice musical examples.>*

The veneration of past authorities, using imitation as a spur to invention,
was central to the Classical rhetorical education (and practised within the com-
monplacebook tradition) that persisted through to the eighteenth century.
Nevertheless, there was a move in the direction of originality, directly parallel
to the increased individuation of the thinking subject. Not surprisingly, it was
Descartes who most forcefully expressed the rejection of the assumption that
past authorities were automatically to be followed; authority was now to be

48 Butt, “Towards a Genealogy of the Keyboard Concerto’.
49 Berger, A Theory of Art, p. 117; Brown, ‘Emulation, Competition, and Homage’.
5o White, ““If it’s Baroque, Don’t Fix it™. 51 Mace, Musick’s Monument, 138.
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located in the individual, reasoning subject. As Cervantes had already written in
the prologue to Don Quixote (1605), he contrived ‘a story filled with thoughts
that never occurred to anyone else’. He wondered, in irony, how the public
would receive this tale

wholly lacking in learning and wisdom, without marginal citations or notes
at the end of the book when other works of this sort . . . are so packed with
maxims from Aristotle and Plato and the whole crowd of philosophers as to fill
the reader with admiration and lead him to regard the author as a well read,
learned, and eloquent individuall[.]>*

We may thus infer that composers were pulled in several directions: to con-
form to an established canon of model musical textures; to capture an assumed
natural connection between music and the affects; and to produce an element
of novelty, paralleling the growing sense of individual identity. Even in the late
seventeenth century, young composers seem to have pursued a rather unsys-
tematic approach to learning composition. They were probably pedagogically
conditioned to devise their own ‘heads’ (i.e., categories of useful elements to
imitate), their own way of learning all they could from what was lent by the
authority of the past. All previous styles - whether strict or free - could be seen
through the magpie eyes of the Baroque as other characters to impersonate,
other costumes to be worn. One would study musical grammar for refinement
and stylistic etiquette, but - if the quality and originality of the best music is
anything to go by - much of the work was done intuitively and almost uncon-
sciously.

‘Disenchantment’ and ‘re-enchantment’

Whatever new sense of individuality did indeed evolve during the course of
the seventeenth century, this was against the background of an overriding
belief that music was still grounded in natural and universal rules governing
all musicians regardless of their local differences. However wary we might be
of the dangerous assumptions that can hide under the word ‘natural’; many,
if pressed, would probably opine that the mimetic, seemingly spontaneous
music of the seconda pratica is in some sense more ‘natural’ than the restric-
tive dissonance rules and affective neutrality of the prima pratica. Yet to its
adherents of the time (and perhaps some today), late Renaissance polyphony
embodied assumed natural laws that connected music directly to the rest of
creation; all systems belonged together under a sort of supernature.>3 At best,

52 Cervantes, The History of Don Quixote de la Mancha, p. xiii.
53 Chua, “Vincenzo Galilei, Modernity and the Division of Nature’, p. 18.
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the aspect of nature embodied in the passions would have been a lesser one. At
worst, the emphasis on the heart rather than the mind was the beginning of a
slippery slope towards anarchy. This point demonstrates very clearly the way
in which seemingly abstract prima pratica/stile antico music was so fundamen-
tally different in conception from the more ‘absolute’ branches of music in the
nineteenth century. The abstractness of perfected Renaissance counterpoint
was testimony to its contiguity with the whole chain of being, which, after
all, had never been immediately evident to the naked eye. The abstractness of
later, stronger work-concepts, on the other hand, was testimony to the very
separation of the world conjured by art from the world itself.

There is obviously no hard-and-fast way of explaining the general change
in thinking that was beginning in the seventeenth century itself, and of which
music was both symptom and partial cause. Foucault’s theory of the move from
a system of knowledge based on resemblance to one based on representation
is perhaps the most widely known approach to these issues. Tim Carter devel-
ops this in the musical field by observing that music’s affective codes became
increasingly stylised in the seventeenth century, dictated more by convention
than by literalistic mimesis. This could obviously relate to the increasing degree
of structural control over the music, that hardened into recognisably ‘modern’
forms in the latter half of the century. Carter also notes that the ‘distance’
cultivated between the means of representation and the thing represented is
balanced by an increasing verisimilitude on the part of the representing voice
(with each now more likely to represent a single, consistent character).54 This
might reflect a growing sense of the subjective differentiation and uniqueness
of each individual, and the need for human rationalised constructs as a way of
controlling an increasingly alien natural world.

The related theoretical conception of ‘disenchantment’ is particularly rele-
vant to the discussion of the development of the concept of works. Theories of
disenchantment, first formulated by Max Weber, highlight the gradual move
from the veneration of past ancestors and authorities, and reliance on beliefs in
a wider religious order, towards materialism, control of nature and bountiful
information; one becomes alienated from the objects disenchanted, precisely
as these become more familiar and comprehensible within a rationalised tax-
onomic system.>> ‘Works’ in the strong sense might serve to shore up this
loss by providing alternative worlds where wholeness still pertains. Willem
Erauw draws attention to a particular point made in Goehr’s thesis concerning

54 Foucault, The Order of Things; Carter, ‘Resemblance and Representation’; Carter, ““Sfogava con le
stelle” Reconsidered’, p. 164. For a counter-argument, see Karol Berger’s review-essay on Tomlinson,
Music in Renaissance Magic, in Journal of Musicology, 13 (1995), 404-23.

55 Chua, ‘Vincenzo Galilei, Modernity and the Division of Nature’.



The seventeenth-century musical ‘work’ 47

the development of musical works around 1800, namely that cultural activ-
ities assumed the transcendental function that a declining religious practice
could no longer provide.’® He sees essential practices in reception, such as
the motionless concert audience and reverence for the musical score, as being
specifically religious in nature. From this viewpoint based on reception, it is
possible to see why there is at least a conceptual problem in considering earlier
music as instantiating works in the strongest sense.

The increased emphasis on subjectivity and individuality in the seventeenth
century —and by extension, on some notions of workhood - can also be seen asa
compensation for the increasing uncertainty of the natural order. It is therefore
plausible that an increasing sense of individuality in musical composition does
indeed parallel a stronger conception of human individuality and subjective
presence. Yet this — almost paradoxically — does not necessarily reflect a deeper
confidence in the human condition, but more a reaction to a loss of security
within the wider order of things. Descartes’s famous move was to advocate the
total certainty of the thinking - or rather, doubting - mind, compensating for
the absolute uncertainty of everything else. The whole of nature is swapped for
the unshakeable nature of one’s own existence. Reason, no longer at one with
surrounding nature, becomes a tool to dissect the world. Hobbes represents
the other wing of this disenchantment with nature, by which human order no
longer has an unmediated connection with the raw, natural order of the world.
While he is careful not to disbelieve in miracles, he is sceptical as to whether
we can distinguish a true miracle from the products of our own ignorance or
imagination; enchantment is, more often than not, ‘imposture and delusion
wrought by ordinary means’.57

From thevery outset of Hobbes’s Leviathan (165 1), the ‘art’ of man consists in
constructing artefacts in imitation of nature, which are in essence no different
from the given automaton of the human body, as already created by God. The
human creation of the state is but a further fabrication of this kind. If such a
common power is not constructed, man reverts to a kind of war and famously
experiences life as ‘solitary, poor, nasty, brutish and short’. It is not so much
thatthere is brutish nature on the one hand and human civilisation on the other,
but that humans need to construct order out of the various conflicting natural
orders at hand (which, unchecked, represent the condition of ‘mere nature’
in which all would recklessly pursue absolute liberty and thus bring about a
condition of anarchy and war). Men avoid the condition of ‘mere nature’ by
following rational precepts that are themselves the ‘laws of nature’.5® Hobbes’s

56 Goehr, The Imaginary Museum of Musical Works, p. 157; Erauw, “Canon Formation’.
57 Hobbes, Leviathan, pp. 137, 189. 58 Ibid., pp. 85-9, 159.
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principal departure from the old thinking of mankind as part of a broader
chain of being is that the human must take a more active role in ordering
nature. The artificial is as necessary as the natural and is indeed part of a more
refined aspect of nature. Something of this attitude is evident in the way in
which musical instruments rose in importance in the course of the century: the
fascination with describing and cataloguing instruments may well be part of the
wider view of using artifice to improve nature and extend human capabilities.59
Another development was noted by Max Weber, in his linking of the move away
from ‘natural’ tuning towards tempered systems within the broader process of
‘rationalisation’.% Human capabilities are greatly enhanced by the imposition
of an ordered, rational system that patently ignores the ‘natural purity’ of
musical intervals in order to extend the tonal system. Music thus moves out of
the natural world into a seemingly richer one of its own.

The rationalism so central to the scholastic tradition is resurrected as an
abstract form of reason no longer directly connected to everything else. To
arch-rationalists like Descartes and Spinoza, the passions are to be understood
in painstaking detail in order that they can be mastered by reason. History and
commonplace truths are now to be mistrusted, and each subject has to form
itself with its own intentions and desires. The political corollary of this is, of
course, the rise of the absolutist monarch in which the will of the individual
subject is complicit. According to Hobbes, the sovereign’s power comes from
the authorising power of the subjects, a newly charged sense of authorship
working hand in hand with a new transcendental sense of subjectivity and will,
of which the sovereign is a representation.®® Political and social behaviour
were regulated no longer by the assumption of a natural order, but more by
the concept of an abstract, transcendental position of subjectivity.> Hobbes’s
sense of authority also suggests that a circulating process is involved, one by
which authority itself depends on the will of those in an apparently passive
position. In the context of art, this would suggest that while the concept of
individual authorship is elevated, this is at the same time dependent on the
collective will of those who receive the work composed. We might also recall
the example of Lully here, strongly complicit in authorising his monarch’s
power, but also creating his own authority within the same hierarchy. A
stronger seventeenth-century concept of the musical work thus corresponds to
astronger concept of human subjectivity that, in turn, coincides with the rise of
absolutism (a ‘modern’ development despite its seemingly retrograde political
direction).
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One exceptionally illuminating theory of the role of art in this period is
Lukacs’s of the novel: to Lukdcs, Cervantes’s Don Quixote is the first true novel,
in which the old epic practices no longer connect to the surrounding totality.
The form of the novel thus compensates for the actual disenchantment of the
surrounding world by its very irony. According to Lukdcs, Cervantes was writ-
ing at a time ‘when man became lonely and could find meaning and substance
only in his own soul, whose home was nowhere; when the world, released from
its paradoxical anchorage in a beyond that is truly present, was abandoned to
itsimmanent meaninglessness’. The period was that ‘of the last, great desperate
mysticism . . . a period of a new view of the world rising up in mystical forms;
the last period of truly lived but already disoriented, tentative, sophisticated,
occult aspirations’.®3 The autonomy of the novel, its formal re-enchantment
within its fictional world, its very inessential yet vital place in its culture, thus
show the beginnings of crucial traits in a new conception of art, that ‘raised the
most confused problematic into the radiant sphere of a transcendence which
achieved its full flowering as form’.*4 This sense of distance from the world,
this consciousness of the autonomy of art, clearly resonates with the strong
concept of the musical work as it reached its full flowering in later centuries.
However much this type of art resembles aspects of the surrounding world,
there is no longer a process of direct imitation, an uncomplicated correspon-
dence between the world pictured and the world from which we read. To
Lukdcs our consciousness of the disintegration and inadequacy of the world is
the precondition for the existence of high art and of its becoming conscious and
autonomous. Cervantes, incidentally, also raises the stakes for the concept of
authorship, first by feigning ignorance of authorities to quote, then by quoting
spurious sources and by handing the narrative over to a fictional Arab author.
The very play with the concept of authorship thus solidifies Cervantes’s own
self-constructed subjectivity. On the one hand, workhood is strengthened by
the effacement of a concept of simple possessive authorship (‘work’ thus cor-
responding to a greater degree of autonomy); on the other, authorship is ele-
vated through its very artificiality, as something somehow appearing behind
the feigned authorities of the narrative — indeed, as a factor of the text itself
(‘work’ thus corresponding to a new, richer, but ultimately uncertain sense of
author).

If Lukdcs is right, then there are actual traces of struggle, irony, distancing,
disenchantment and re-enchantment within artefacts that should be described
as ‘works’ in the strong sense. The work-concept may indeed widely reside
in the culture of reception but it also leaves its tell-tale traces in the artefacts

63 Lukdcs, The Theory of the Novel, pp. 103-4. 64 Ibid., p. 130.
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concerned. In this somewhat demanding conception, Goehr may well be cor-
rect to doubt the existence of musical works long before 1800. It is clear that
seventeenth-century music did not generally enjoy that degree of transferabil-
ity and detachment from its contexts that literature was beginning to experi-
ence. One can,of course, point towards developments in compositional practice
that do show a sense of abstraction — most significantly an increasing interest
in musical form, even in genres, such as opera, where the music was assumed to
serve other functions. One might even be able to find examples where musico-
dramatic works become self-reflexive, directly commentating on their con-
trivance and necessary detachment from the world. As Chua observes, it is
perhaps no accident that early operas so frequently concentrate on music in
the form of the Orpheus myth as a medium of re-enchantment, a nostalgia
for an ancient age in which music actually had magic power.% Operas that
interrogate the nature of political power and the responsibilities it brings (e.g.,
L’incoronazione di Poppea) might also come closer to the notion of disenchant-
ment. However, there is no certain way in which this evidence of disenchant-
ment within a few opera texts is paralleled in the music, save by treating music
as itselfa disenchanting (i.e., alienating) force, or by attributing to it the capac-
ity for irony. Indeed, such is the complexity of issues of authority, commission,
intention and collaboration in early opera, that disenchantment - if there is
such - is the net result of these factors and not easily to be attributed to a single
composer or librettist. It is precisely the ambiguity as to what music represents
or reflects, and by whose authority, that renders seventeenth-century music so
fascinating. Perhaps this was even one of the few eras in music history when it
was possible for music simply to representitself, a form of pleasure fortuitously
falling between a former age of conformity to hidden natural order and later
ones of supercharged authorial will.

This brings us back to the question of pieces that exploit a particular issue
of compositional theory. Can these pieces really be ‘works’ if they presup-
pose a continuity between the fabric of the music and the structure of the
world? Indeed, this would seem to suggest that they reflect the survival of a
form of musical thought that is yet to be disenchanted, and thus considerably
more distant from the ‘strong’ work-concept than mightat first seem apparent.
In some cases, perhaps, they may approach ‘full> workhood if they integrate
theoretical concerns into a piece that is formed through other considerations
(e.g., following an external structure such as a dance), or if they are in some
way detached from the technical task by a form of irony (e.g., Frescobaldi’s
keyboard capriccio based on the call of a cuckoo). The fact remains, though,

65 Chua, “‘Vincenzo Galilei, Modernity and the Division of Nature’, pp. 25-6.
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that most music-making was still connected to traditional institutions such as
church and court, and, intellectually, the assumption of a connection between
music and the natural order was slow to erode - indeed, it was hardly in musi-
cians’ interests that this should be allowed to happen. While there is some
evidence of a decline in the status of traditional musica theorica, particularly
in France, and a general move of music from the scientific guadrivium to the
human arts of the trivium (thus continuing a Renaissance tendency as encap-
sulated by the Florentine Camerata),® there were equally strong movements
towards restoring the relationship between music and mathematical nature in
the latter half of the century.%”

In all; we should be very cautious in assuming that pieces approaching musi-
cal autonomy were autonomous in the same way as later works, and were not
intended to preserve some sense of the hidden chain of being. I am not trying
to argue that no music from the seventeenth century can be treated, elevated
or ‘retrofitted’ as a ‘work’, since the very concepts of workhood are inherent
not just in a musical manifestation in sound or on paper, but in the circulation
between these and the wider concepts both held in the period and evolving
through reception. It might also be relevant that some Baroque music designed
for religious worship transferred particularly easily into nineteenth-century
aesthetics, in which music and the formal experience of the concert became a
sort of substitute religion. But while it is extremely important to note that cer-
tain aspects of thoughtand culture developed in the seventeenth century would
eventually become crucial in the construction of the stronger work-concepts,
we should never presume that the earlier period ever had the latter in mind.
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Music in the market-place

STEPHEN ROSE

Professional musicians must make a living, and thus their activities are bound
by economic forces and by society’s various demands for their craft. The sev-
enteenth century was a time of such social and economic upheaval that musi-
cians could scarcely escape unscathed. There were civil wars in England and
Germany; outbreaks of plague and famine across Europe; and the shape of
society was changed by the rapid growth of cities and the rise of absolutist
monarchs. The first half of the century was a period of particular instability,
which may well have contributed to a notable fragmentation of musical stylesin
contrast to the international /ingua franca of polyphony so characteristic of the
Renaissance period. Europe was becoming more polarised - with marked dif-
ferences emerging between nations, between town and country, and between
governments and governed - and music was also diversifying. Many new gen-
res were developing and becoming identified with different outlets for musical
activity.

One major change in musical life was a move to performances by virtuosos
beforeanaudience. Suchatrend can be seen in opera, in its chamber equivalents
of solo song and cantata, and later in the century in the instrumental concertos
performed in Bologna and Rome. A distance between performer and listener
had already begun to emerge in virtuosic court repertories at the end of the
sixteenth century, notably the music of the concerto di donne of Ferrara and the
‘luxuriant’ style of the madrigals of Luca Marenzio (1553/4-99) and Luzzasco
Luzzaschi (?1545-1607). Courts continued to seek to dazzle and amaze an
audience in their festivities throughout the seventeenth century. A similar
mode of performance was adopted by the new public and commercial venues,
such as the opera-houses of Venice and the concert rooms of London.

Any such changes, however, tended to be local and may not have had the
impact that some scholars have assumed. Although increasing urbanisation
created new markets for music, the rise of princely absolutism also made
some patrons more powerful than ever. Music-printing collapsed in some
regions such as Lutheran Germany, but thrived in others such as Restoration
England. The result by the end of the century was a variety of localised, and

[55]
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somewhat fragmented, musical arenas. In London or Amsterdam, say, the pub-
lic market was predominant, while in Paris, Dresden or much of northern
Italy (save Venice), the court prevailed. Only the emerging hegemony of Italian
opera across the theatres of Europe - despite staunch resistance in England
and France - brought some potential cohesion to a rapidly changing musical
world.

The pace and variety of change posed many challenges to professional musi-
cians. In England, the decline of courtly employment led musicians such as
Henry Purcell (1659-95) to turn instead to London’s theatres for work. As
musicians moved from being live-in servants to professional freelances, they
had to fashion a new social identity and foster new skills to get work. Rather
than offering service, loyalty and an honourable name to a patron, they had to
act more as entrepreneurs and to negotiate their contracts and fees. Through-
out Europe, the traditional hierarchies of the profession were challenged by
the rise of new performing and compositional skills, and there were bitter dis-
putes over the terms that might define professional competence. Yet this time
of change also opened new opportunities, particularly for virtuoso singers and
instrumentalists. A few women musicians also saw their careers flourish and
were among the highest-paid performers of the century. In sum, this was a
period of social and economic regrouping, with musicians affected by every
change.

The demand for music

Professional musicians faced multifarious demands for their services. Their
performing skills were required by courts, churches, public venues and private
individuals. Sometimes they would write pieces for these outlets. Composi-
tions were also required by amateurs and by professional performers who were
unable or disinclined to write their own repertory. And tuition was required by
amateurs and aspiring professionals. Equally varied were the financial arrange-
ments by which the market operated, which ranged from traditional client-
patron relationships to straightforward monetary transactions.

Courts were a traditional source of patronage. Some court music, such as
trumpet salutes, had ceremonial origins, while other such music - whether
sacred (in a princely chapel) or secular (in a court theatre) - articulated and pro-
jected notions of power and prestige. But much was designed for amusement.
Noble courtiers expected to while away the hours with witty conversation and
music. Banquets were invariably accompanied by music, and the provision of
‘table music’ was often the first item on the contracts of court musicians. Music
was also needed for dancing, which was a major social eventand an opportunity
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for stylised courtship, displays of good breeding, and even quasi-military
training.

Whether or not court patronage stemmed from any real love of music, it wasa
means of asserting senses of identity and obligation. Princes had always needed
music worthy of their rank, and in the seventeenth century (as before) they
also used music as political and ideological propaganda. The cultural policies
of Louis XIV of France (ruled 1661-1715) epitomise the role of music in an
era of increasingly centralised, absolutist power. He developed the agencies of
government to focus all authority on himselfand pursued an aggressive foreign
policy, repeatedly invading neighbouring countries. His lavish patronage of art,
architecture and music was another means of asserting power and exercising
diplomacy. The magnificence of the French court conveyed his éclatand power;
thevast new palaceat Versailles displayed splendourand wealth,and its distance
from central Paris signalled regal aloofness.* Louis cultivated musical styles that
were distinctively French and thus reinforced the national identity centred
upon him. His favourite entertainment was the ballet de cour, a multi-media
spectacle that embodied his love of dance and usually featured a hero such as
Hercules or Alexander the Great who would be a model for the king and might
be acted by him. Meanwhile, dynastic or military celebrations were marked
with settings of the Te Deum, whose rich martial effects provided a musical
counterpart to the assertive national spirit. Grands motets gave solemnity and
richness to sacred ceremonies that honoured regal as much as divine power.
And even Jean-Baptiste Lully’s (1632-87) tragédies en musique were pressed
into political service by way of their prologues and apotheoses, and also by
their canonisation. Louis’s image-making through patronage was so successful
that it was emulated by other rulers, notably Emperor Leopold I of Austria and
King Charles II of England, and musicians were sent to the French court to
learn its distinctive styles.

Court music was characterised by its exclusivity. Even the largest specta-
cles were usually solely for invited guests and diplomats; ordinary people were
further excluded by the trend towards staging entertainments within indoor
theatres or at night. The nearest that many of Louis’s subjects came to his festiv-
ities was seeing the fireworks at a distance. Printed descriptions of court festiv-
ities thus played a major role in transmitting such spectacles to a wider public
arena. Yet despite being intended for a select audience, court music could be
extremely expensive. At least twenty musicians were needed for a decent
ensemble, and they could account for 2-5 per cent of a court’s entire salary
expenses. For much of the century, the English court had 70-100 musicians;

1 Burke, The Fabrication of Louis XIV.
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similar if not greater numbers were retained by the French court and by the
Saxon electors at Dresden, although it must be remembered that such num-
bers could be inflated by honorary appointments or by payment in perpetu-
ity to aged, infirm or inactive musicians.> Courts also devoted considerable
resources to lavish musical effects at dynastic celebrations. The 1634 festivities
in Copenhagen for the wedding of Christian V of Denmark cost about two mil-
lion rigsdaler.3 As Kristiaan Aercke has explained, such spectacles functioned
in a symbolic economy where overwhelming expenditure earned esteem by
showing that princely magnificence had no earthly end.# Sometimes the strat-
egy backfired: Luigi Rossi’s Orfeo, performed at the French court in 1647, was
so lavish that its extravagance, and its testimony to the Italian influence at
court, provoked riots that helped to bring down the government.

The other traditional patron of elite music was the Church. In Catholic coun-
tries, many church musicians were clerics or belonged to a monastic order,
whether out of religious vocation or, more often, for reasons of social or pro-
fessional pragmatism. In Protestant areas such as Lutheran Germany or the
Dutch republic, churches were usually controlled by town councils and the
musicians were civic employees. Churches could use music as a component in
regular services of worship. Sometimes these services were without a congre-
gation and were for the ears of the musicians and God alone: a benefaction
for a Requiem Mass, for instance, would pay for a regular service praying for
the soul of the departed to ease the transition through Purgatory. In Lutheran
countries, music was seen as an aid to devotion and a means of bringing sacred
words to the believer’s heart. Catholic communities, with the burgeoning of
Counter-Reformation spirituality, used music to suggest the mystery of God.
Both denominations exploited sacred dramas and oratorios to bring biblical
stories to life before the laity. Of course, many other motives existed for church
music. Town councils derived prestige from the music in their churches, par-
ticularly in trading centres such as Hamburg and Leipzig where services were
attended by visiting merchants. And wherever a church service was held, indi-
vidual listeners brought their own interests and preoccupations. Samuel Pepys,
English civil servant and diarist, attended some services mainly for the music.
Visiting St George’s Chapel in Windsor, he was given cushions to sit upon
and a copy of the anthem to follow: ‘And here, for our sakes, [the choir]
had this anthem and the great service sung extraordinary, only to entertain
us’.’

2 Spink (ed.), The Blackwell History of Music, iii: 2; Munck, Seventeenth-Century Europe, p. 331.

3 Wade, Triumphus nuptialis danicus’, p. 2778. 4 Aercke, Gods of Play.

5 Latham and Matthews (eds), The Diary of Samuel Pepys, vii: 58 (26 February 1666). I am grateful to
Richard Luckett for sharing his notes on Pepys’s diary.
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Musicthrived in private homes foravariety of reasons. Its sensual and restora-
tive powers were widely acknowledged: as Pepys said, “Music and women I
cannot but give way to, whatever my business is’. He played privately to calm
himself before and after work, and he found that his page’s lute-playing made
his ‘mind’ ‘mighty content’ before bed.® Musical skills were also an accomplish-
ment allowing participation in social discourse. Pepys often met with friends
to sing, and was keen that his wife should learn music so she would be an asset
atsuch gatherings and ‘become very good company for me’.7 Sometimes music
was cultivated as an ostentatious symbol of refinement. Moliere satirised the
unquestioning pursuit of all the arts in Le bourgeois gentilhomme, and we may
perhaps detect a similar aspiration to musical knowledge when Pepys had his
servant read Descartes’s ‘Compendium of Musick® to him, though ‘I under-
stand [it] not, nor think he did well that writ it’.3 Consequently there was a
rich domestic market for tuition, instruments and sheet music. Lessons could
be expensive: Pepys’steacher charged £5 a month forelementary tuitionin com-
position, ata time when the going rate for a domestic servant was £3 a year plus
board.® Many tutors assembled manuscript anthologies for their pupils: Cesare
Morelli provided Pepys with collections of songs selected to suit his voice.

Although singing was the most common form of domestic music, instru-
ments were symbols of wealth and refinement. Pepys’s harpsichord was said to
be one of the finest in London, even though he was not a keyboard player him-
self. This piece of musical furniture was an object of conspicuous consumption,
something to be enjoyed just as Pepys relished his coach and horses or the gold
lace on hissleeves. Dutch and English paintings of the period suggesta high rate
of ownership of musical instruments in cities such as Amsterdam and London;
and according to Pepys, one in three boats fleeing the Great Fire of London
had possessions including a pair of virginals.*® However, inventories of the
time indicate that less than a tenth of London households owned instruments;
perhaps they are over-represented in paintings and elsewhere, owing to their
prestige and iconographical significance.*

Domestic music was richest in towns, where the population also provided a
market for many other types of music. Pedlars sang ballads on the streets and
sold the words as broadsheets. Court and church musicians also looked to the
urban market to supplement their official income. A proud citizen might hire
professional musicians as a special treat or for a familial commemoration. As a

6 Ibid., vii: 69—70 (9 March 1666); ix: 401 (25 December 1668). 7 Ibid., viii: 205-6 (8 May 1667).

8 Ibid., ix: 401 (25 December 1668). Descartes’s Compendium musicae was written in 1618; there were
several printed editions from 1650 on.

9 Ibid., ii: 377 (27 February 1662); ii: 53 (26 March 1662).

10 Ibid., vii: 2771 (2 September 1666). 11 Earle, The Making of the English Middle Class, p. 296.
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periodic piece of self-flattery, Pepys paid to be woken with a salute from the
King’s Trumpeters.'* In Konigsberg and Leipzig, wealthy burghers commis-
sioned pieces to mark their weddings and funerals. Urban musical activity was
further encouraged by the instrumentalists salaried by the council (in Germany,
Stadtpfeifer; in England, waits) whose duties were a mixture of the functional
and the ceremonial. The town band might be expected to keep watch, to signal
the approach of hostile armies or to warn of fire, but they also played flourishes
in honour of visiting dignitaries and at civic festivals. Councils sometimes used
music to edify or entertain their citizens: Dutch cities such as Leiden often
employed an organist to give recitals in an attempt to keep citizens away from
the inns and taverns.

The biggest innovation in urban music was, of course, the opening of opera-
houses to paying audiences, starting with the Teatro S. Cassiano in Venice in
1637. Many similar opera-houses then began in other Italian towns, bringing
opera to a much wider audience than had hitherto been possible through the
court. The audiences were still from the elite - in Venice, opera tickets did
not come cheap’3 - but were no longer by invitation only. North of the Alps,
opera generally remained the preserve of courts, but public outlets opened in
Paris (1671), Hamburg (1678) and Leipzig (1693). In the seventeenth century,
London lacked an opera-house, but music dramas were presented to the public
by the city’s two licensed theatrical companies (the Duke’s Company and the
King’s Company) principally at the Lincoln’s Inn Fields and Dorset Garden
Theatres.

Public concerts also developed. One of the first examples was a lunchtime
concert series that Jacques Champion de Chambonnieres started in 1641 in
Paris, with a group of ten musicians. They called themselves the Assemblée
des Honnétes Curieux (Assembly of the Honourable and Interested), giving a
veneer of dilettante respectability to what was in fact a commercial enterprise.
But it was in London that a lasting culture of public concerts emerged, in part
asaresultof the decline of courtly and religious patronage in the political crises
and secularisation of mid century. Court and church music had in effect been
dissolved during the Civil War, and the musicians who did not flee abroad
either made a living by teaching amateurs or gathered in music meetings such
as the weekly one at William Ellis’s house in Oxford. Such activity continued
even when the court music and church choirs were reinstated in 1660. As the
economy grew and towns expanded, an urban ‘middle class’ emerged with
a disposable income for music and other entertainments. Thus the convivial

12 Latham and Matthews (eds), The Diary of Samuel Pepys, vii: 421 (27 December 1666).
13 Bianconi and Walker, ‘Production, Consumption and Political Function of Seventeenth-Century
Opera’, p. 227.
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music meetings evolved into concert rooms that charged for admission; these
were places, like the coffee-houses and clubs, where the middle classes could
meet socially and spend their leisure. In 1672 in London, John Banister started
commercial concerts ‘in alehouse fashion’, using court musicians who were
moonlighting to augment their stipends. Entry cost one shilling (the same as
the cheapest ticket at the theatre) and you could ‘call for what [tunes] you
pleased’.*# Other concert series were for narrower social circles. The small-
coal merchant Thomas Britton began a close-knit meeting in his premises at
Clerkenwell, while nobility and gentry attended the concerts in the grand
surroundings of the York Buildings. This new public market came into its own
when court music was pared down in the 169os, and figures such as Henry
Purcell instead sought employment in London’s theatres and concert rooms.

Public opera and concerts had somewhat different modes of operation from
court music. Although many opera-houses still relied on aristocratic subsidy or
other support, their commercial basis required new tactics to entice an audi-
ence. Whereas court operas were expensive one-offs the audience of which
was small and obliged to attend, public opera-houses had to build a repertory
that drew regular custom. Consumers were to be enticed with the new forms
of publicity developing for the urban market such as handbills and advertise-
ments in newspapers. Regular audiences were vital for a constant income, so
promoters encouraged opera-going as a social habit. Although some opera-
goers were drawn by the music or the chance to see vocal stars on stage, oth-
ers were attracted by the opportunity to meet friends, to conduct romantic
liaisons, to be seen socially, and to gaze voyeuristically at celebrities in the
audience. In Paris as in Venice, it was common to go several times to the same
opera.’> Impresarios invited subscriptions for boxes, thereby securing their
cash-flow and also encouraging attendance by allowing audience members to
create their own social space in the theatre. Subscriptions were a new way of
paying for music and suited those members of the middle classes who were
not rich enough to be individual patrons but who collectively constituted a
powerful market-force.

Some people found it a shock to have to pay to attend a performance. In
Paris, nobility and members of the royal household expected to be admitted to
places of entertainment free of charge, usually accompanied by their retinue of
footmen. When Pierre Perrin established a public opera-house in 1671, there
was brawling as pages and footmen tried to force their entry without pay-
ing. The following year, Lully relaunched Perrin’s enterprise as the Académie

14 Wilson (ed.), Roger North on Music, pp. 302, 352.
15 Wood and Sadler (eds), French Barogue Opera, p. 36.
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Royale de Musique, obtaining a royal privilege that specified that all persons
had to pay for entry regardless of their status, and that armed guards would be
stationed on the doors.'® Fee-paying performances were a new modus operandi
for musicians, too, and were among the challenges that the profession faced in
the new economic climate of the century.

Polarisation and professionalisation

The newer styles of music in the seventeenth century tended to be characterised
by a widening gap between performers and their audiences. In an opera-house
as in a concert-room, solo performers sought to captivate and control an audi-
ence like an orator and a magician. Genres that were performed as chamber
music, with the performers as the only listeners, were looking increasingly
old-fashioned. In Italy during the second quarter of the century, commenta-
tors such as Pietro della Valle and Giovanni Battista Doni noted how the serious
polyphonic madrigal had declined in favour of performances by soloists.'” Later
in England, Roger North observed that the viol fantasia had been ousted by
violin music played by a soloist.*® Under the new order, an audience sought
intense emotional arousal and allowed itself to be moulded like wax by the
performer-cum-orator. Monteverdi’s Arianna (1608) was famous for having
moved its female audience-members to tears with the heroine’s lament. Much
later in the century, a woman attending Parisian opera could expect to feel
‘emotional stirrings in her heart’ as “all the senses are aroused’.*9 Such tropes of
wonder,amazementand emotional arousal may have been highly conventional,
but they still reveal something of what contemporaries wanted to believe about
the performances they heard.

The polarisation of listeners and music-makers was of great importance for
the formation of the profession. Professionals were increasingly distinguished
by their virtuosity and skill at musico-rhetorical delivery. And this move to
virtuosity encouraged musicians to specialise in particular repertories or styles.
Formerly many professionals had been expected to be competent on several
instruments or to hold non-musical skills,and in more traditional environments
such expectations still persisted. Keyboard players were often also copyists or
instrument-repairers, while in German towns the Stadtpfeifer had to be able
to shift within and between the wind and string families of instruments. At
Lutheran churches the organist was often also in charge of the accounts - as

16 La Gorce, ‘Lully’s First Opera’, p. 311.

17 Carter, Music in Late Renaissance and Early Baroque Italy, pp. 241-2.
18 Wilson (ed.), Roger North on Music, pp. 222, 314.

19 Wood and Sadler (eds), French Barogue Opera, p. 39.
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with Dieterich Buxtehude (¢c. 1637-1707) in Liibeck - while the cantor was
expected to teach Latin as well as music.

Increasingly, however, the new virtuoso performances required specialists
dedicated to a particular voice-type or instrument. Performers needed to per-
fect the skills of affective ornamentation and the rhetorical delivery and good
memory of a stage actor; all this demanded years of practice and experience.
The best example of such specialisation is the castrato, which John Rosselli
has shown to be a phenomenon above all of the seventeenth century.2° Solely
for the sake of a prized voice, castratos underwent a painful operation that
also required them to forsake procreation and accept their alterity. Often they
would undergo a lengthy specialist training, perhaps at one of the conserva-
toires discussed in more detail below. This distinctive breed arose mainly to
meet the demand for singers in courtly and urban opera-houses, and in church,
where in most Catholic countries women were unable to perform save in certain
special contexts (such as convents).

Equally dramatic was the rise of the virtuoso string or keyboard player. In
the Renaissance, instrumentalists had traditionally been regarded as humble
mechanics, little above travelling minstrels. Instrumental repertories were also
low in the pecking order of musical styles. To be sure, exceptions were made
for instruments and their players sanctioned by Classical precedent and courtly
utility (witness Baldassare Castiglione’s emphasis on the lute and viol) or by
ceremonial requirements (the trumpeters and kettledrummers whose military
duties put themamong the best paid of musicians). By contrast, the seventeenth
century saw the increasing emergence of repertories specific to one instrument,
notably the violin sonata. For the first time, leading composers made their rep-
utation primarily, sometimes solely, through instrumental music: the roll-call
includes Heinrich von Biber (1644-1704), Dario Castello, Arcangelo Corelli
(1653-1713), Johann Jacob Froberger (1616-67), Marin Marais (1656-1728)
and Biagio Marini (1594-1663). Myths circulated about the performances of
the finest soloists: Girolamo Frescobaldi (1583-1643) supposedly attracted
30,000 listeners on his first appearance in Rome, while Corelli’s eyes were
reported to ‘turn as red as fire’ when he played.>* Although such anecdotes can
rarely be proven, they testify to the rising fame of instrumental soloists.

In the Protestant cities of northern Germany, musical life was increasingly
dominated by organists rather than choir-directors. Organists such as Buxte-
hude and Johann Adam Reincken (1643-1722) were renowned for their lav-
ish improvisations and solo recitals; as continuo players they were involved
with the modern vocal concertos and hence stood at the forefront of musical

20 Rosselli, Singers of Italian Opera, pp. 35-8. 21 Allsop, Arcangelo Corelli, p. 53.



64 STEPHEN ROSE

innovation. In Liibeck, Buxtehude and Franz Tunder (1614-67) inaugu-
rated the ambitious series of Abendmusik concerts. Meanwhile in Hamburg,
Matthias Weckmann (?1616-1674) started a collegium musicum, and Reincken
was pivotal in the founding of the opera-house. In 1666 Reincken rejected the
multi-tasking that was traditionally associated with his post at the Cathari-
nenkirche, resigning the duties of church clerk because he saw them as incom-
patible with his ‘profession’.>*

Virtuoso vocalists and instrumentalists enjoyed great economic rewards.
Violinists such as Biber and Corelli were highly sought after, while Reincken
was the best-paid musician in seventeenth-century Hamburg. Opera singers
were in huge demand for their celebrity, skill and rarity; their fees were pushed
up by the international nature of the market. Enticing a troupe of Ttalian singers
to London in 1667, Charles II’s staff noted that they should be paid ‘not less
than they get in Germany’; each singer received £200, as much as the Master
of the King’s Musick and more than four times the salary of an ordinary court
musician.?3 As this example indicates, the remuneration of such virtuosos was
not shared by rank-and-file musicians. Indeed, the century saw the rise of
orchestras that institutionalised the differences between leader, soloist and
ordinary player. In the opera-houses of Italy, a solo singer could be paid between
twenty and forty times what an orchestral member received for providing the
accompaniment.4

The success of the virtuosos could arouse disquiet and envy in the rest of
the profession, particularly because they often seemed to jeopardise estab-
lished methods of performing or composing. Nowhere was this more evident
than in Germany, where traditionally the Kapellmeister was at the head of the
musical hierarchy for his indisputable skills in counterpoint, composing and
directing.>> In newer styles, however, such knowledge of vocal polyphony
might count for little. Tensions had already emerged at the start of the cen-
tury with the growing importance of instrumentalists in court ensembles. At
Stuttgart, the instrumentalists challenged the directorial authority of Leonhard
Lechner (c. 1553-1606), accusing him of ignorance about their craft because
he had risen from among the ranks of singers. Such accusations may have
held some truth, given that Lechner’s surviving output consists exclusively of
vocal polyphony.?® Later there was widespread incomprehension of Italianate

22 Kriiger, Die Hamburgische Musikorganisation im XVIL. Jahrhundert, p. 163; Edler, ‘Organ Music within
the Social Structure of North German Cities in the Seventeenth Century’.

23 Ashbee (ed.), Records of English Court Music, viii: 174-5.

24 Bianconi and Walker, ‘Production, Consumption and Political Function of Seventeenth-Century
Opera’, pp. 224-5,230.

25 J. Kuhnau, Der musicalische Quacksalber (Dresden, 1700), pp. 503—4.

26 Sittard, Zur Geschichte der Musik und des Theaters am wiirttembergischen Hof, i: 30.
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performing techniques. Many German organists could notrealise a figured bass
or even read staff notation until the second half of the century (traditionally,
they performed from keyboard tablature), while few string-players understood
the bowing needed for Monteverdi’s avant-garde Combattimento di Tancredi e
Clorinda (1624), as Heinrich Schiitz (1585-1672) noted in his Symphoniarum
sacrarum secunda pars, op. 10 (Dresden, 1647). Furthermore, anxiety at such
novel techniques could breed envy of the successful Italians. In Dresden in
the 1650s, the German musicians resented the preferential treatment given to
newly arrived Italian singers: Christoph Bernhard (1629-92) complained that
he was not receiving ‘respectable advancement’, while the elderly Schiitz dis-
liked working alongside an Italian ‘three times younger than I and castrated to
boot’.7 And in 1700 Johann Kuhnau published a satirical novel, Dermusicalische
Quack-Salber,where the central figure isan incompetent German musician who
tries to disguise his deficiencies by pretending to be that most marketable of
commodities, an Italian virtuoso. The moral to fellow musicians and audiences
is clear: do not be hoodwinked by a superficial display of the latest foreign
fashions. Indeed Kuhnau ended the novel with a list of the attributes of a ‘true
musician’, stressing the value of older contrapuntal knowledge and including
a catty attack on ‘castratos who affect the title of the most splendid singers and
yet know nothing of composition’.?®

The reconfiguration of the musical profession also prompted criticism from
the wider public. Practical music had always struggled to appear respectable,
but the lifestyle and success of opera musicians aroused particular charges of
immorality. Castratos were regarded with a mix of suspicion and innuendo;
censure was also directed at those who combined church posts with operatic
work. Not for nothing did many take objection to the licentious life of Antonio
Cesti (1623-69), who both worked in the opera-house and was a friar. Ina satire
on music, the artist Salvator Rosa wrote that ‘By night castratos play girls’ parts
on stage / and in the morning serve as priests in church’.? More thoughtful
commentators complained that the new order excluded amateur performers
and deterred serious music-making. Such complaints were articulated with
particular finesse in England, where the tumultuous changes of the Restoration
led toasudden reconfiguration of musical life. Roger North wrote nostalgically
of the old days when a performance of a polyphonic madrigal or viol fantasia
embodied the ‘respublica among the courtiers’ in which all parts (and people)
were equal. Now there was an ‘unsociable and malcreate . . . violin spark that
thinks himself above the rest . . . It is enough for the underparts to be capable

27 Spagnoli, Letters and Documents of Heinrich Schiitz, pp. 19-21; see also Schiitz’s letter of 21 August
1653, given in Miiller (ed.), Heinrich Schiitz, p. 238.
28 Kuhnau, Der musicalische Quacksalber, p. 506. 29 Scott, Salvator Rosa, pp. 80-81.
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of waiting on him.’3° North grasped the political and social implications of the
new order: acommunal recreation of gentlemen had been replaced by a ‘them-
and-us’ relationship between soloist and accompaniment. He also complained
that the newer styles drove a wedge between professionals and amateurs. In
the first half of the century, a fine musician such as the viol player John Jenkins
(1592-1678) could spend a fulfilling career in the households of provincial
gentry, giving tuition and playing fantasias with members of the family. By the
end of the century, however, new genres such as solo violin sonatas were too
advanced for amateurs. ‘Now it is come to pass’, wrote North, ‘that few but
professors can handle [music], and the value is derived upon high flights and
numbers of capitall performers’.3*

While the violin symbolised all that North disliked in the new musical order,
other amateurs found that new techniques such as figured bass were their own
particular stumbling-block. Pepys could not realise a bass and had to get court
musicians to write it out for him. Gentlemanly amateurs were also deterred by
the increasingly commercial basis of music-making, for they would never be so
mercenary as to accept money for a performance. At least one music meeting in
London folded when admission charges were introduced for listeners, and the
gentleman players withdrew in horror.3* Some commentators also argued that
the emerging cult of the virtuoso, and the larger public audiences for music,
acted to the detriment of attentive listening. Thomas Mace was wary of the
new concertvenues that were emerging in London,and in 1676 he proposed an
alternative ‘Musick-Roome’ where the audience could not see the performers.
The musicians were to sitaround a table, enjoying the eye contact and intimacy
of chamber performance; the listeners would sit in separate cubicles, with the
disembodied sound conveyed to their seat by speaking-tubes. Mace’s design
thereby eliminated the temptation of the visceral and ‘all inconveniences of
Talking, Crowding, Sweating and Blustering’.33 His ideal venue, indeed, bore
many resemblances to the private and studious atmosphere in which the social
elite of the 1630s listened to viol fantasias.34

Although amateurs such as North felt excluded from the new and profes-
sionalised styles, there nonetheless remained distinct repertories intended for
domesticor genteel performance. In France these included the airs of Sebastian
Le Camus (¢. 1610-1677) and Michel Lambert (c. 1610-1696), printed in ele-
gantbooks by the Ballard press. The equivalent books in German lands were the
Arien of Heinrich Albert (1604-51) or Johann Rist (1607-67) that set a mix of

30 Wilson (ed.), Roger North on Music, p. 222. 31 Ibid., p. 314. 32 Ibid., p. 352.

33 T. Mace, Musick’s Monument; or A Remembrancer of the Best Practical Musick (London, 1676; repr. New
York, 1966), p. 240.

34 On practices in the 1630s, see Pinto, “Music at Court’, p. 28.
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secular and devotional texts. Meanwhile, in London the market of middle-class
amateurs was supplied with printed songbooks by John Playford. Other genres
specifically for amateurs included simple instrumental pieces such as the ‘les-
son’ for keyboard or for recorder. Another role also emerged for the amateur,
as a collector of music. In earlier centuries, collecting had typically been the
privilege of the ruling classes who created cabinets of curiosities as symbols of
their acquisitive power and all-encompassing knowledge. By the seventeenth
century, men of lower birth suchasclerics,lawyers and doctors were also assem-
bling collections that might include musical texts, perhaps as the trophies of a
‘grand tour’. The English apothecary and botanist James Sherard accumulated
manuscripts of German church music (now in the Bodleian Library, Oxford)
which he probably never performed; Pepys’slibrary (nowat Magdalene College,
Cambridge) included a fourteenth-century music manuscript and printed
editions of French opera. Margaret Murata observes a similar phenomenon
among the aristocrats of Rome, who sometimes collected manuscripts of
cantatas.3’ These functioned as souvenirs of performances or perhaps as tokens
of a prestigious repertory. Murata argues that many of the collectors could no
longer afford household musicians, given the high fees now commanded by
virtuosos; for such aristocrats, music became an object in the library rather
than a live performance in the chamber.

Patterns of dissemination

The changing relationship between musical producers and consumers was
accompanied by new patterns for disseminating notated music. Most promi-
nentwasadecline in music-printing in Italy and central Europe. Whereas much
polyphony was printed in these lands between 1560 and 1630, by the middle
of the seventeenth century there was a greater use of manuscript. The shift
has been demonstrated statistically,3® and it can also be seen in the careers
of composers: whereas Claudio Monteverdi’s (1567-1643) published output
included one opera, nine books of madrigals and three of sacred music, and
Schiitz had fourteen major publications to his name, later figures such as
Alessandro Scarlatti (1660-1725) or Buxtehude kept the majority of their music
in manuscript. The immediate causes for the decline in music-printing included
the international economic crisis of the 1620s, the outbreaks of plague in north-
ern Italy around 1630, and the devastation wrought by the Thirty Years War in

35 Murata, ‘Roman Cantata Scores as Traces of Musical Culture and Signs of Its Place in Society’.
36 Bianconi, Music in the Seventeenth Century, p. 76; Carter, ‘Music-Publishing in Italy’; Rose, ‘Music,
Print and Presentation in Saxony during the Seventeenth Century’.
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central Europe. But the underlying reason was that newer musical styles often
seemed unsuitable for wide dissemination in print.

The success of music-printing in the sixteenth century reflected the sheerver-
satility of its product. A typical edition contained polyphonic pieces presented
in partbook format (one book for each performing part) and in as neutral a form
as possible, usually in their contrapuntal bones. They could be realised in many
ways to suit numerous social contexts and degrees of technical ability: amateurs
might perform the notes as written; professionals might add ornamentation; a
vocal piece could be performed with instrumental doubling or substitution, or
in some kind of arrangement. Additionally, some purchasers might regard the
book as a token of prestige rather than as performing material. Newer styles
and genres, by contrast, were more specific in their instrumentation and more
varied in their textures. Such specificity and heterogeneity were difficult to
capture in print and also split the market into numerous niches. The florid
roulades and short note-values of solo lines or keyboard toccatas were hard
to represent in the movable type that had been used throughout the sixteenth
century. Engraving was better able to accommodate such complexities —as seen
in Frescobaldi’s two books of toccatas (1615, 1627) - but it remained expensive
and limited to the upper end of the market. Furthermore, the newer styles of
music, and their varied textures, were often unsuitable for partbook format,
and scores increasingly became a necessity to coordinate the complexities of
performance. Avant-garde collections published in partbooks, such as Mon-
teverdi’s Eighth Book of madrigals (the Madrigali guerrieri, et amorosi of 1638),
must have caused headaches to printers and users alike: its variety of textures
led to a set of partbooks of widely different lengths, while some pieces (the
Combattimento di Tancredi e Clorinda and the Lamento della ninfa) had to be given
in full score in the continuo partbook.

The newly dominant genres such as opera and solo song had an ambivalent
relationship with print. These genres could not be published in their bare
essentials in the same way as the madrigals and canzonettas of the previous
century. Furthermore many such pieces were not intended for use outside a
particular time, place or set of performers. Most of the earliest court operas
were staged as one-offs and although some appeared in print and were even
reprinted (such as Monteverdi’s Orfeo), the editions seem to have been intended
notso much asa template for further performancesas souvenirs communicating
the courtly event to those not lucky enough to be invited. As opera started to
become a commercial product, there was even less reason to disclose pieces
in print: opera companies sought their profit through productions rather than
books. By the end of the century, Italian composers such as Alessandro Scarlatti
never saw their operas in print.
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Solo song also had a problematic relationship with print. There was a boom
in editions of Ttalian monody at the start of the century but, as Tim Carter has
shown, the purposes of these elegant and expensive books can be enigmatic.3?
Sometimes the musical contents were beyond the grasp of amateurs or were
specific to a single professional singer. The preface (by the printer) of Jacopo
Peri’s (1561-1633) Le varie musiche (1609) described the notated contents as
inferior to the composer’s own rendition: ‘it would be necessary to hear the
composer play and sing them himself to fully appreciate their perfection’. Peri
certainly did not need the printed edition for his own performances, which he
would presumably deliver from memory; instead, the book perhaps served as
an upmarket record of his performances and as an advertisement of his abilities.
The cachetof'the ‘new music’ made itimperative for singer-composers and their
patrons to prove in public print that they had mastered such a style, or even
to claim that they had invented it. But once such jostling for precedence was
over, solo song gradually reverted to manuscript. By mid-century the cantata
repertory of composers such as Luigi Rossi (d. 1653) and Giacomo Carissimi
(1605-74) was circulating largely in handwritten texts.

In short, musical dissemination was fragmenting into niche markets that
reflected the diversification of genres and styles. A sense of this fragmentation
can be gained from those bibliographical curiosities of the second half of the
century, the partly printed editions. Schiitz’s Historia der freuden- und gnaden-
reichen Geburth Gottes und Marien Sohnes, Jesu Christi (166 4; his ‘Christmas Story”)
consists of recitatives interspersed with grand ‘intermedia’ depicting scenes of
the nativity. The recitatives were printed but the intervening intermedi could
only be obtained in manuscript from Schiitz’s agents, because their larger tex-
tures ‘would not attain their proper effect except in princely chapels’. The
technical difficulty and lavish instrumentation of the intermedi restricted their
marketand made scribal transmission the most feasible option. Other examples
of partly printed editions, such as Schiitz’s Schwanengesang (1671) or Francois
Couperin’s(1668-1733) Pieces d°’orgue(1690), had a printed title-page but hand-
written music. Here the title-page partook of the prestige of print, but there
seems to have been insufficient capital or demand for the music to be printed.

The move towards manuscript set limits on broader musical knowledge and
encouraged localisation,as isevident from the inventories of churches in central
Germany. Many of these institutions had similar stocks of printed books dating
from the earlier part of the century, including collections by Giovanni Gabrieli
(d. 1612), Johann Hermann Schein (1586-1630) and Schiitz. For music from
the 1650s on, however, modern pieces such as vocal concertos circulated in

37 Carter, ‘Printing the “New Music™.
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manuscript, and churches possessed only the pieces that their music-directors
could obtain through personal contacts. Whereas around 1600 the circulation
of printed editions had allowed composers such as Schein to learn Italian styles
without leaving Saxony, the transmission of the latest styles soon depended far
more on the movements of individual musicians and their agents. Schiitz was
only one of many northern European musicians who travelled to study in Italy,
and some such as Johann Rosenmiiller (¢. 1619-1684) made their careers there.

The move to manuscript also conspired to exclude amateurs from the pro-
fessional repertory. Most amateurs lacked the contacts or status to participate
in the exchange of scribal copies. When Pepys wanted copies from court musi-
cians, he had to win their favour by buying them drinks.3® The conventions
of scribal circulation could also leave Pepys feeling powerless: whereas in a
bookshop he could peruse sample copies before purchase, he found it hard to
know whether a manuscript was worth its price. When a visiting viol master
played some pieces, ‘I was afeared to enter too far in their commendation for
fear he should offer to copy them for me, and so I be forced to give or lend
him something’.39 Equally an amateur might be told that notated copies were
unavailable. In 1676 an admirer of Lully’s operas asked how he could get copies
of his favourite tunes; the answer was to find someone who sang them well.4°

However, there are also counter-narratives against the story of the decline
in music-printing. It must be remembered that the intensity of music-printing
during the sixteenth and early seventeenth centuries was largely a phe-
nomenon limited to Italy, Germany, the Low Countries and (to some extent)
Paris; in Spain or England, for example, local repertories mostly circulated
in manuscript. Indeed in England there was a gradual, if unsteady, rise in
music-publishing through the seventeenth century. At the outset, professional
repertories such as cathedral music circulated in manuscript; the relatively few
printed editions (compared, at least, with Continental outputs) contained sec-
ular madrigals - often modelled blatantly on Italian settings - and lute-songs,
and thus repertories intended for the gentry who also enjoyed musical editions
imported from Antwerp and Venice. From the 1650s, however, John Playford
pioneered inexpensive printed music for the growing market of middle-class
amateurs. His books rarely cost more than a cheap seat in the bear-pit or a
medium-priced theatre ticket. Many of his ventures seem to have been wholly
commercial, for some of his books lack dedications, and he published pieces
without the composer’s consent, as Henry Lawes (1596-1662) complained in
his Ayres & Dialogues of 1653. English music publishers also began marketing

38 Latham and Matthews (eds), The Diary of Samuel Pepys, ix: 271 (3 August 1668).
39 Ibid.,v:25 (23 January 1664). 40 Turnbull, “The Sources for the Two Versions of Psyché >, p. 352.
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their books with the same tools that sold opera to the urban public, namely
newspaper advertisements and subscription schemes. A notice in the London
Gazette of 28 May 1683 invited subscriptions for Purcell’s Sonatas of III Parts
(printed ‘for the author’ and sold by Playford); remaining stock or copies from a
new impression were advertised in The Post Man of 12 May 1702. Such schemes
anticipated the retail techniques that would be used by John Walsh in London
and Estienne Roger in Amsterdam during the resurgence of music-printing in
the early eighteenth century.

Even as music-printing dwindled to ashadow of'its former self (on the Conti-
nent) or was reconfigured to cater for new markets (in England and elsewhere),
it could still hold a residual status for composers and patrons. We have already
seen how Italian musicians and patrons used editions of monody to assert their
claims to have invented or mastered the new style. In Germany throughout the
century, music was printed to mark weddings and funerals, and for composers
such as Buxtehude these occasional pieces were their only vocal compositions
to reach the press. According to Roger North, the violinist Nicola Matteis
discovered that he could engrave books of violin pieces and present ‘them,
well bound, to most of the [music] lovers, which brought him the 3, 4, and 5
ginnys’.4' Such private presentations were no doubt more lucrative for Mat-
teis than going via middlemen such as bookdealers; even so, he also offered
these books to the general public in an advertisement in the London Gazette (11
December 1676). Other composers and patrons on occasion also provided the
necessary capital for an edition, especially if a commercial printer could not be
persuaded to take it on. Frescobaldi committed 300 scudi towards the printing
of his 1615 Toccate, part of which sum was loaned by his patron.#* Schiitz over-
came the apparent indifference of booksellers towards his music by acting as
his own publisher, with help from the Elector of Saxony as he acknowledged
in his Symphoniarum sacrarum tertia pars, op. 12 (Dresden, 1650).

The prestige of printed music is evident in the practice of presenting copies.
Most books had a printed dedication paying homage to a current or prospec-
tive patron, who would typically be presented with copies by the composer.
Sometimes the patron would send these gifts to a local musician for valuation
before deciding whether to reward them. In Nuremberg in the 1620s, Johann
Staden assessed printed editions that had been presented to the town coun-
cil by Samuel Scheidt (1587-1654) and Schein; in Dresden, Schiitz executed
a similar task for the Elector of Saxony. Presentation copies were often also
sent to institutions or individuals not named in the printed dedication. Schiitz
sent out at least twelve copies of his Psalimen Davids (1619) to town councils

41 Wilson (ed.), Roger North on Music, p. 356. 42 Hammond, Girolamo Frescobaldi, pp. 49-50.
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and cathedrals across central Germany, and doubtless further presentations
are not documented. Often the institution would reciprocate with a reward of
cash, precious metal or alcohol. Yet these German editions were not solely for
private presentation, with most also being listed in the wholesale catalogues
of booksellers at the Leipzig and Frankfurt fairs. Authors and printers would
want to distribute copies via all possible avenues, and even books intended for
a specific patron could sometimes hold interest for general readers.

Throughout the century, composers used publications as a means to show-
case their output and broadcast their name. Schein spoke in his first book (the
Venus Krintzlein of 1609) of the necessity of putting his music before public
judgement. Many Italian composers, and a good number of north European
ones, started their careers with an ‘opus 1’ madrigal book, which displayed their
skill at counterpoint and word-setting in a widely respected genre. Printed
editions could also be useful in job applications. In 1609 Monteverdi told an
organist aspiring to a postat the Mantuan court that ‘you do not have anything
in print about which an opinion can be given concerning your worth’.43> Much
later, in Bautzen in 1680, the value of print was shown when the brass-player
Johann Pezel (1639-94) was accepted as principal musician withoutan audition
and on the strength of his published pieces alone.44

Some composers seem to have perceived print as fixing their work on the
page, creatinga repertory that could partake of (or even contribute to) emerging
notions of a musical canon. The Hamburg musician Hieronymus Praetorius
(1560-1629), for instance, concluded his career by looking over his previously
published collections and reissuing them as a five-volume Opus musicum (1616
25). Somewhat similarly, Schiitz was determined to see his pieces into print,
even at the relatively old age of 65. As he told his patron in 1651, he wanted to
be freed from his performing duties so he could ‘gather together and complete
what remains of the musical works that I began in my youth and have them
printed for my remembrance’.4> Even if this wasa disguised plea for retirement,
in the previous fouryears he or his colleagues had already published three major
collections of his music. Print also placed composers in a public forum where
they might display authorial authority. The Modulatio oxganica (1686) of Johann
Caspar Kerll (1627-93) included a thematic catalogue of his keyboard output
and a complaint about copyists who failed to credit his authorship.

Kerll had good reasons for lamenting that scribal copying obscured the com-
poser’s name: surviving manuscripts such as the Lowell Mason Codex (Yale
University Library, LM5056) misattribute some of his pieces to such figures

43 Stevens (trans.), The Letters of Claudio Monteverdi, p. 63.
44 H. Biehle, Musikgeschichte von Bautzen (Leipzig, 1924), p. 35.
45 Miiller (ed.), Heinrich Schiitz, p. 213.
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as Alessandro Poglietti (d. 1683). But manuscript dissemination was not nec-
essarily detrimental to all composers: the music of Lully, for instance, was
so firmly associated with the French court that its copying remained under
institutional control and it gradually became a canonic repertory. In the case
of public opera, however, scribal transmission often conspired to diminish
the income and exposure of the composer. Whereas the librettist could make
money by selling printed text-booklets to audiences, the composer usually had
to cede the score to the company and rarely had further control over its use.
It is indicative that Monteverdi’s last operas - 1/ ritorno d°Ulisse in patria (1640)
and L’incoronazione di Poppea (1643) - survive in manuscripts that do not bear
his name. The fragility of manuscripts and their limited circulation also made
it harder to preserve operatic repertories for posterity. In the London Gazette
of' 9-13 October 1701, the Theatre Royal in London advertised a reward of 20
guineas for the return of its copy of Purcell’s Fairy Queen, the manuscript ‘being
lost by his death’. And nowadays we know Schiitz almost entirely through his
church music, because all his music dramas and most of his secular songs stayed
in manuscripts which are no longer extant.

Musical training

The training of musicians showed a mix of older and newer procedures. Many
professionals continued to be trained by the traditional method whereby they
joined the household of a master musician. Pupils from musical families might
initially be taught by their father; children who were born outside the profes-
sion needed to find a master who would become their metaphorical father. The
emphasis on the master made this a somewhat patriarchal system; it also bore
strong similarities to the apprenticeships that operated in crafts such as car-
pentry or metal-working. In music as in these crafts, the trainee would expect
to perform domestic chores and aid the master in his own work. Indeed town
musicians and brass-players often had a formal system of apprenticeships regu-
lated by guilds thatenforced the professional hierarchy by imposing strict moral
and financial restrictions on apprentices. In London, the Musicians’ Company
stipulated thatapprenticeships should lasta minimum of five years, and banned
apprentices from marriage, fornication and gaming.#® At more advanced
levels, there were fewer restrictions on the pupil’s conduct, but the patriarchal
element remained, with a master of wide repute taking on what might almost
be termed disciples. Giulio Caccini (1551-1618) housed and trained a series of
singers, including castratos, for the Medici court and other Italian princes. The

46 Spink (ed.), The Blackwell History of Music in Britain, iii: 31.
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Amsterdam organist Jan Pieterszoon Sweelinck (1562-1621) taught a series of
pupils sent to him by German courts and towns, including Samuel Scheidt,
Heinrich Scheidemann and Jacob Praetorius II; Andreas Diiben studied with
him for six years, funded in part by the Leipzig council.

Pupils seem to have been educated via sheer immersion in the master’s pro-
fessional routine and by imitating the examples of his performances. To be sure,
some pupils copied books from their master’s library, and for keyboard reper-
tories this was the main route by which compositions were transmitted within
the profession. But the main point of an apprenticeship was to gain knowl-
edge not readily available on paper. As singing treatises often said, the art of
performance was best learned by hearing a master rather than by following a
book. Moreover, ornamentation and improvisation were techniques in which
the master’s example would be invaluable. Some pieces may also have been
communicated aurally. As late as the eighteenth century, Francois Couperin
(in his L’art de toucher le clavecin of 1716) spoke of the value of the pupil learning
pieces by memory rather than from the book. Brass players probably learned
their field-pieces and military signals by rote, for this repertory and its dis-
tinctive tonguing were not written down until the late eighteenth century by
Johann Ernst Altenburg.

Partly because of the importance of unwritten knowledge, some masters
gained the reputation of jealously hiding the secrets of their art from their
pupils. Thomas Mace wrote of lutenists who were ‘extreme Shie in revealing
the Occultand Hidden Secrets of the Lute’.4” Johann Gottfried Walther (1684~
1748) experienced similar concealment while studying with the learned organ-
ist Johann Heinrich Buttstett in 1702: Buttstett gave obfuscating accounts of
topics such as modality, and made Walther pay to see the rare books in his
library.4® Although by the eighteenth century such secrecy was mocked by
musicians who sought to open up their art to the wider public, it indicated the
sheer value of the professional knowledge being imparted by the master. This
value was also apparent in the cost of professional training. In 1613 Sweel-
inck charged the equivalent of 200 guilders for a year’s lessons to Augustus
Briicken, a figure put into relief by Briicken’s annual living allowance of only
186 guilders.4

Musicianswerealso taughtwithin institutions. Some church and courtchoirs
were famed as training-grounds for professional musicians. Most of the leading
composers of Restoration England, for instance, had been choirboys at the
Chapel Royal, including Pelham Humfrey (1647/8-1674), John Blow (1649-
1708) and Henry Purcell. Here, as in most choirs, the education of the trebles

47 Mace, Musick’s Monument, p. 40. 48 Walther, Briefe, pp. 68-9.
49 Sigtenhorst Meyer, Jan P. Sweelinck en zijn instrumentale muziek, p. 68.
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was the responsibility of the master. Henry Cooke (¢. 1615-1672) was Master
of the Chapel Royal in the 1660s and presumably had a busy household, full
of pupils receiving lessons as well as assisting with the music-copying and
rehearsals. The training offered in a choir was therefore usually an extension
of the traditional master-pupil relationship.

Of greater significance was the development of conservatories in Venice and
Naples. These grew out of charitable foundations for the orphaned, sick and
helpless, which by the start of the century were using music to raise their
profile and income. In Venice, the fine choirs and orchestras in the chapels of
the orphanages attracted the public and led to a plentiful supply of bequests.
Music tutors were employed not only to run these ensembles but also because
music was deemed to be a useful skill. Given the demand from opera-houses for
singers and instrumentalists, a musical training allowed foundlings to perform
a productive role in society. Thus in 1633 the Conservatorio dei Poveri di Gesu
Cristo in Naples had specialist teachers of string and brass instruments, and
in 1675 it hired a castrato to teach singing. Similar developments in Venice
paved the way for Antonio Vivaldi (1678-1741) to spend much of his career as
a violin teacher at the Ospedale della Pieta, a girls’ orphanage. By the end of
the seventeenth century, the conservatories were attracting fee-paying pupils
from wealthy families. The developmentofsuch institutionalised training wasa
response to the riches that could potentially be won by specialising ina lucrative
skill such as opera-singing or virtuoso instrumental playing.

Many musicians found that their working life was shaped by family ties and
by the contacts they had made during their training. In the case of civic musi-
cians, an apprentice might expect to be helped into a post through his master’s
connections. Sometimes a trainee married the master’s daughter, took over his
‘business’ and provided for his retirement. Something similar could also hap-
pen in court contexts: when Monteverdi moved to join the musicians of the
Gonzaga courtat Mantua in 1590 or 1591, he was lodged with the string-player
Giacomo Cattaneo, married his daughter Claudia (asinger),and had to deal with
problems over Cattaneo’s estate in the 1620s. Marriage also allowed outsiders
toenteralocal circle of musicians: in Liibeck, for instance, the organist who suc-
ceeded Buxtehude had to marry his daughter. The importance of blood ties was
strongly evident in Thuringia, where the Bach family was a dynasty occupying
numerous posts in towns and churches. It acted as a network through which
musical information could circulate and younger members could be sent to a
relative for training or work. Similar functions were served by the guild of civic
instrumentalists founded in Saxony in 1653 (the Instrumental-Musicalisches
Collegium). The guild gave order, security and hierarchy to the profession. It
sought to protect the livelihood of musicians by banning competition between
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membersand by restricting entry to the profession through a system of onerous
apprenticeships. It also upheld the standing of its craft, not only by legislating
against incompetent or fraudulent practitioners but also by imposing strict
moral standards. Musicians had to avoid coarse behaviour and dishonourable
instruments such as the bagpipes, and prospective apprentices had to prove
their good birth before starting their training.5°

Although patriarchal structures shaped the training and career of many musi-
cians,some women still managed to enter the profession. The first obstacle that
awoman had to overcome was the association between public performance and
sexual availability: to sing or play before an audience could imply that her body
was also somehow on offer, whether in theory or (in the case of Venice’s well-
known courtesans) in practice. Hence women’s careers, such as they were,
usually developed under the protection of an institution, a patron, or a musical
father. The conservatories of some Italian cities were one space where women
could develop musical skills to a high level. At court, too, many daughters of
musicians enjoyed the same opportunities for training and performance as sons
- the renowned singer-composers Francesca and Settimia Caccini, are obvi-
ous examples, as is the keyboard player Elisabeth-Claude Jacquet de la Guerre
(1666/7-1729) - but usually only if they could be kept within the court by
way of marriage, often to other court musicians. Both Caccinis were married
to instrumentalists in Medici service, while Jacquet de la Guerre wedded an
organist. Other women ‘musicians’ in court occupied non-musical positions
such as ladies-in-waiting, or were granted a status of semi-nobility, or achieved
itagain through marriage: this had already been the pattern with the renowned
concerto di donne of Ferrara in the late sixteenth century.

Convents provided a further space where women’s musical talents could
flower more or less without hindrance. Nuns in some parts of Italy enjoyed sig-
nificant musical opportunities, although even here some ecclesiastical author-
ities tried to curb music-making in the convents. It would be wrong to assume
that all nuns of the period were happy with their lot: the increasing number
of girls taking the veil was above all a result of bridal dowries being inflated
beyond the pockets of many parents. But convents allowed musical women
to sing services, play the organ, direct choirs and compose. Nuns in Bologna,
Milan, Naples and Siena were sometimes permitted to have lessons from male
teachers and to invite secular musicians to perform in their chapels.’* Some
nuns even had their music published: Lucrezia Vizzana’s (1590-1662) Compon-
imenti musicali (1623) contained new-style motets, while in the 1640s several

5o Regulations reprinted in Spitta, Johann Sebastian Bach, i: 144-52.
51 Kendrick, Celestial Sirens; Reardon, Holy Concord within Sacred Walls.
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books of concertato motets appeared by Chiara Margarita Cozzolani (b. 1602).
Later in the century, one of the most published Italian composers was Isabella
Leonarda (1620-1704),a nun froma minor noble family in Novara. Itis intrigu-
ing that these cloistered women were allowed to release their works to the
public; Craig Monson suggests that Vizzana’s convent may have sponsored the
printing of her music to increase its profile in the wider world.>>

The changes in the profession nonetheless allowed a few women to make
musical careers outside the court or the cloisters, notably as virtuoso singers in
the opera-house. Views on women performing on stage varied across Europe:
the practice was forbidden in Rome and the Papal States, but in other parts
of Ttaly female actresses were already accepted by the middle of the sixteenth
century. The origins and training of these virtuoso singers tend necessarily to
be obscure: the renowned soprano and composer Barbara Strozzi (1619-77)
may or may not have been the illegitimate daughter of her adoptive father, the
Venetian poet Giulio Strozzi, and she may or may not (depending on which
contemporary pamphlet one reads) have practised as a courtesan as well as a
musician. The early career of Anna Renzi, perhaps the greatest virtuoso of the
Venetian opera-houses in mid-century, is equally shadowy, although she was
associated with and perhaps also trained by the Roman composer Filiberto
Laurenzi. Somewhat similarly, the training of Lully’s leading soprano, Marie
Le Rochois, is unknown but she was brought to his notice by his father-in-law,
Michel Lambert. As these examples suggest, the new operaticdivasstill required
patriarchal protection from a family (father or brother), a patron, a husband or
alover. They faced many obstacles and inequalities, and were usually regarded
as fair game by the men titillated by their performances. But they enjoyed a
greater power in the musical market-place than ever before, and a consequent
financial independence that granted them a position hitherto inconceivable for
women.

Servants, employees and entrepreneurs

An ambitious musician could pursue various avenues for advancement, each
offering different opportunities and requiring different strategies for self-
promotion. Church employment was probably the most stable and conven-
tional, with a regular round of duties, and at least a reasonable expectation
that pay would be received on time. Mobility up the profession (e.g., to a more
importantinstitution or one with a richer musical establishment) could depend
on networks or on patronage, but was primarily achieved by way of merit, to

52 Monson, Disembodied Voices, p. 121.



78 STEPHEN ROSE

be demonstrated by audition or other evidence of talent. Here, the main threat
to job security was antagonising present or future colleagues, but even then,
it took some effort to get rid of a recalcitrant member of a chapel once an
appointment had been confirmed.

Court musicians relied largely on their personal relations with a single
patron; by contrast, a town musician - whether or not employed in a church -
might have dealings with several patrons and also might entrepreneurially
develop the urban market for music. Both needed to perfect skills of self-
presentation, whether humbly requesting a patron’s protection or launching
ventures in the public market-place. Court musicians had to build a strong
relationship with their prince. Flattering language helped, as did proximity
to the ruling family. Here musicians had an advantage among court servants:
although they did not have quite such intimate access to the ruler as a dresser,
midwife or surgeon, many performed music in the private chamber. Further-
more, the affective power of their performances was reputed to sway patrons
in unique ways. In Jakob von Grimmelshausen’s novel Simplicissimus (1669),
the protagonist uses his musical skills to captivate a succession of patrons and
move upwards in their service. In Italy, virtuoso singers were envied for the
easy advancement that they supposedly received. As Rosa wrote in his satire,
“The whole court’s tuned to music, nothing else. / The rising sing do, re, mi, fa,
sol, la. | The falling sing la, sol, fa, mi, re, do.>3

The career of Jean-Baptiste Lully demonstrates how skilled dealings with
patrons could lead to spectacular advancement. He was the son of a Florentine
miller and came to France as a scullion in a minor household. He entered royal
service in 1652 as a dancer and rapidly became the favourite of Louis XIV, who
was just a few years younger. The two men danced together in the Ballet de la
Nuit (1653) and their shared enthusiasm for dancing enabled Lully to build a
close relationship that he then exploited to the full. Already in the 1650s Lully
was granted a musical power-base at the court in the form of his own band (the
Petitsviolons) with which he could bypass existing court ensembles. When Louis
began his personal rule in 1661 he declared Lully Surintendant de la Musique
de la Chambre; the next year Lully married the daughter of Michel Lambert,
the senior musician in the Chambre. Having thus consolidated his position,
Lully deprived rivals such as Robert Cambert (¢. 1628-1677) or Marc-Antoine
Charpentier (1643-1704) of opportunities at court. In 1672 he gained the royal
privilege for opera in Paris, taking advantage of the bankruptcy of the exist-
ing patent holders and then excluding his former collaborator, the dramatist
Moliere, from royal productions. Already holding a monopoly over France’s

53 Scott, Salvator Rosa, pp. 80-81.
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musical life, he entered the highest rank of the peerage when he was declared
Secrétaire du roi in 1681; he requested this office after having charmed the king
by dancing in a revival of Le bourgeois gentilhomme. Lully’s rise to complete
musical power was facilitated by the cultural centralisation that accompanied
Louis’s political absolutism. With artistic resources focussed upon the court
and the formation of state-sponsored académies to promote the arts, it was pos-
sible for a single musician to become very powerful indeed. Nonetheless, Lully
deserves particular credit for having overcome the stigma that had adhered to
Italians at the French court since the days of Cardinal Mazarin. His rise was a
testimony to his skilful manoeuvring, back-stabbing and bribery, and also his
strong rapport with the king.

The considerable opportunities for a court musician included many non-
musical privileges and duties. A musician sent abroad to get scores and recruit
singers for the court was often also entrusted with diplomatic work. Nicholas
Lanier (1588-1666), Master of the King’s Musick, went to Italy to buy paint-
ings for the Stuart court; Agostino Steffani (1654-1728) spent most of the
1690s as an envoy for the House of Hanover; while other court musicians acted
as spies or informers. Many used their contacts to gather lucrative sinecures,
such as ecclesiastical benefices creating an income to be enjoyed for life. Some
musiciansat the English courtdabbled in trade: Alfonso Ferrabosco (IL;¢. 1575~
1628) and the flute-player Innocent Lanier had a monopoly to dredge the
Thames, which entitled them to a penny on every ton of strangers’ goods
imported or exported.54

It was not surprising that most musicians coveted positions in court, where
often the most exciting and innovative musical developments took place. For
instance, in central Europe the latest Italian styles and opera were found at such
courts as Dresden and Innsbruck. A musician at a court did not have to liaise
with conservative, interfering institutions such as churches and town coun-
cils. Some patrons encouraged enterprise and innovation by funding foreign
study: in the 1600s northern musicians were regularly sent to Italy by Land-
grave Moritz of Hesse-Kassel, by the Elector of Saxony and by Christian IV of
Denmark. Perhaps most important, court service promised unequalled status
and pay. In the ordinances regulating social status in Halle, the Kapellmeister
at the nearby Weissenfels court was in the third out of nine orders of society,
while the rank-and-file court musicians took fifth place, above even the trum-
petersand kettle-drummers who usually earned prestige from their ceremonial
duties.’> Pay at the German courts was also good. Schiitz at Dresden earned 400
gulden ayear in the 1620s, when Schein’s basic salary as Leipzig Thomaskantor

54 Holman, Four and Twenty Fiddlers, p. 49. 55 Braun, Die Musik des 17. Jahrhunderts, p. 27.
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was 100 gulden. Admittedly the figures are hard to compare, because Schein
received free board and lodging, numerous gifts from the town council, and
extra income from funerals and weddings. It is unclear whether Schiitz also
received food, clothing and housing, and as we shall see, his wages often went
unpaid; but on paper, atleast, he was undoubtedly one of the best-remunerated
musicians of his day.

Yet court employment had its own peculiar disadvantages. It bound a musi-
cian completely to the prince, curbing personal autonomy and (save by spe-
cial request) freedom for private projects or travel. This subjugation was also
evident in how court posts were filled: whereas most town musicians were
recruited by way of competitive audition, those at court were sought out by
talent-scouts and then summoned to the lord’s service. Few dared to defy that
call. The musician then promised to serve that prince exclusively and to seek
no other patron. Looking for another post could arouse princely displeasure:
in 1717, Johann Sebastian Bach was imprisoned by Duke Wilhelm Ernst of
Weimar for requesting release from his service. Furthermore, the compositions
written during courtly service were often regarded as the patron’s property. In
the 1560s the Duke of Bavaria tried to keep the motets of Orlande de Lassus
(d. 1594) exclusive to the Munich court, until a copyist smuggled a manuscript
to the outside world. At Wolfenbiittel, Michael Praetorius (1571-1621) was
not allowed to publish his court compositions without his patron’s consent.5®
And when the Medici family wanted a copy of Monteverdi’s Arianna after its
Mantuan premiere, they asked the Mantuan court rather than the composer.57

Musicians’ letters suggest that court employment was highly insecure: as
Monteverdi noted, court incomes could ‘dry up on the death of'a duke or at his
slightest ill humour.5® In reality, however, courts varied widely in their treat-
ment of their employees. Monteverdi’s cynicism must be read in the context of
the Gonzagas at Mantua, who were volatile masters, and also, perhaps, of his
own refusal to adhere to the system. Following the death of Duke Vincenzo
in 1612, many court servants were laid off; Monteverdi remained for several
months but was then dismissed for reasons that remain unclear, although he
may have incurred displeasure by hinting that he could get work elsewhere. By
contrast, the Medici court could offer veritable sinecures, paying salaries for life
and sometimes to the musician’s heirs as well. Even here, however, musicians
could be summarily dismissed on the death of their patron, and the band at any
court could be dispersed during periods of mourning or when princely taste
changed. We have already seen how music at the English court was reduced

56 Deeters, ‘Alte und neue Aktenfunde iiber Michael Praetorius’, p. 103.
57 Stevens (trans.), The Letters of Claudio Monteverdi, p. 89.
58 See Monteverdi’s letter to Alessandro Striggio of 13 March 1620, in ibid., p. 192.
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after the accession of William and Mary in 1689, forcing composers such as
Purcell to turn to the commercial theatres for work. Because court music was
so prone to interruption and change, musicians often ended up moving around
so as to fill these temporary periods of unemployment.

Court salaries were high on paper, but were not always paid in full or on
time. Sometimes the princes who were the keenest music-lovers had little
eye for future prudence and were perpetually short of cash. The letters of
Monteverdi and Schiitz are full of appeals for arrears to be paid. In 1611, ata
time of relative economic and political stability, most of the musicians at the
Dresden court were owed between 3 and 22 months of back-pay.59 Conditions
deteriorated markedly as the Thirty Years War took its toll. In August 1651,
Schiitz complained to his patron that the musicians had received only nine
months® wages in the past four years. One bass was ‘living like a sow in a
pigsty, has no bedstead, sleeps on straw, and has already pawned his coat and
doublet’.® Schiitz himself was not too badly off (in the same year he bought
a house in Weissenfels, and at other times he loaned substantial sums to the
towns of Erfurt and Pirna), but his repeated petitions to the Elector of Saxony
paint a bleak picture of the state of the Dresden musicians. He claimed to be
finding court employment so wretched that he rhetorically declared, I for my
part...would, God knows, rather be a cantor or organist in some small town
than stay any longer in such circumstances’.*

Schiitz’s outburst resonates with some of Monteverdi’s dissatisfaction over
courtlyservice. As Monteverdi became more aware of his own worth, he increas-
ingly disliked being subjugated to the whims of the Gonzagas. He refused to
compose hastily or badly, taking up to a week to compose a madrigal, and he
regularly complained about having to write to princely command. His letters to
his patron became increasingly forceful (although still larded with the conven-
tional formulas of supplication), and in 1608 he audaciously requested his own
dismissal.®* This request was not granted, but after he was removed from the
court in 1612 he became maestro di cappella at St Mark’s, Venice. Although this
was far from the small-town job rhetorically envisaged by Schiitz, Monteverdi
valued the security of his church post and was also able to tap the urban market
for music. In aletter of March 1620 he recounted the opportunities available to
him in Venice: besides his job at St Mark’s, he could earn money from outside
engagements at other churches and private houses. Unlike a court composer,
Monteverdi was here paid separately for writing pieces and for directing per-
formances.%3 One also assumes that he was paid for his work for the newly

59 Munck, ‘Keeping up Appearances’, p. 228. 60 Miiller (ed.), Heinrich Schiitz, pp. 224-5.
61 Ibid., p. 224. 62 Stevens (trans.), The Letters of Claudio Monteverdi, pp. 44, 51.
63 So Monteverdi reported to Alessandro Striggio on 13 March 1620; see ibid., pp. 190-94.
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opened public opera-houses in Venice, which he undertook even when he was
in his seventies.

Musicians in other towns also found a wide range of opportunities. In
Lutheran cities such as Nuremberg or Konigsberg, the upper social stratum
often commissioned new pieces for their weddings and funerals. In Leipzig
during the 1620s, Schein presented printed copies of such pieces to the cit-
izenry, asserting his presence in civic society and creating a demand for his
services. Pamphlets of occasional music were exchanged among the elite to
affirm friendships and cultivate allegiances. As Schein noted in Israelis Briinlein
(1623), he often had to write occasional pieces at short notice and more hastily
than he would have liked, but such commissions doubtless gained him healthy
feesand useful contacts. Aswe have seen, the earliest public concertsare another
instance of musicians cultivating the urban market for music. In Liibeck, the
organists Franz Tunder and Dieterich Buxtehude established the evening con-
cert series known as Abendmusik. These concerts required immense work not
only in writing the music and marshalling the performers but also in raising
sponsorship from the town council and support from merchants. Although
there was no charge for entry, money was made by selling printed booklets
containing the texts, and encouraging some dignitaries to subscribe for their
seats.® Whereas concert series in other cities were often initiated by impov-
erished musicians seeking to supplement their income - as with the ill-paid
London court musicians under John Banister in 16772 - Tunder and Buxtehude
seem to have used the Abendmusik as an outlet for their ambitious projects in
composition and performance.

Yet town musicians often cast longing looks at the prestige attached to the
courts. Monteverdi was a prime example. In 1615, after only two years in
Venice, he senta supplicatory letter to Mantua when it looked likely that Muzio
Effrem would receive court commissions. He continued to compose for the
Gonzagasand other north Italian dukes, and in the 1620s he began negotiations
to enter service at the Polish court and perhaps also at Vienna.® In part these
were the wiles of a musician keen to retain every chance of work and to play
off prospective and current employees. But doubtless Monteverdi was also
tempted by the honour and status carried by court service, as well as by the
flattering knowledge that his name and music could enhance the prestige of
some of the most powerful princes of Europe.

64 Snyder, Dieterich Buxtehude, pp. 56-72.
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The musician in society

The practical musician had an ambiguous place in society. Although some com-
posers won respect for their output and learning, their craft remained separate
from the intellectual mainstream and lacked the undeniable status of theology
or law. Part of the problem was that the profession was tarred by its association
with itinerant musicians whose status was no higher than beggars and vagrants.
In Germany wandering musicians were classed as dishonourable (unehrliche)
along with hangmen, jailers, prostitutes and the like.®® Hence the guild of civic
instrumentalists in Saxony founded in 1653, mentioned above, made strenuous
efforts to prove the honour of its members and to distinguish them from itiner-
antplayers. Even elite musicians could beirked by the associations of dishonour,
with Tobias Michael (Thomaskantor in Leipzig during the 1630s) quoting the
following proverb in his Musicalischer Seelen-Lust ander Theil (Leipzig, 1637):

Wiltu reich werden und geehrt
Vor gschicht gehalten und gelehrt,
So laf§ die Music ungeacht

Sonst wirstu selber werdn veracht.

[Ifyou want wealth and honour / or to be adroit and learned, / leave Music well
alone / or yow’ll be despised yourself.]

As proof of such a proverb, Schiitz’s family - a line of well-off innkeepers
and civic officials - tried to dissuade their son from becoming a professional
musician and would have preferred him to enter the law like his brothers.
The ambiguous status of musicians perhaps also reflected a fundamental
rootlessness in their lives. They could ply their trade to all social classes but
sometimes that very mobility prevented them from putting down roots. Schein
was indispensable to the elite of Leipzig in his capacity as Thomaskantor, writ-
ing and performing compositions that could boost the reputation of the town
and of its leading individuals; and he managed to get some of the most dis-
tinguished citizens to be godparents to his children. Yet he also worked at
lower levels, writing lewd drinking songs for students; and when he came to
choose his second wife, he aligned himself with a middling class by marrying
the daughter of a decorative painter. Many professionals seem to have spent a
life betwixt and between, belonging to no other class than that of musician.
This impression is strengthened by the tendency of musicians to marry within
the profession. When they did marry into a non-musical family, they could
rarely reach higher than the daughters of minor officials. Even lesser nobility

66 Danckert, Unehrliche Leute.
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were firmly out of reach: in 1589 the Mantuan maestro di cappella Giaches de
Wert (1535-96) was forbidden to continue an affair with Tarquinia Molza, a
lady-in-waiting and singer at the Ferrarese court.

The relative wealth of musicians is hard to determine, partly because hard
currency was not the most important economic measure in the period. More-
over the fortunes of individuals could fluctuate markedly: war or plague could
destroy the richest family, and bad harvests could lead to soaring grain prices
and famine. Some musicians died paupers. Others, however, left substantial
estates, such as Francesco Cavalli (1602—76) whose cash investments alone
were worth more than the annual music budget at St Mark’s, Venice. More
typical was the variety of incomes of musicians in Dresden and London. At
the Dresden court, Schiitz earned for his work as Kapellmeister as much as an
assistant preacher, and probably only slightly less than his brothers earned as
lawyers. The other Dresden musicians received a range of salaries similar to
those of well-paid kitchen staff.®” For London, Ian Spink has estimated that a
rank-and-file court musician might expect to be paid the same as a better-off
member of the clergy, a military officer, or someone in the liberal arts. Lesser
musicians such as town waits were closer to shopkeepers or minor tradesmen
in their income, while a street musician might be indistinguishable from a
beggar.%® But it must be remembered that the nominal wages of musicians
might go unpaid or might equally be augmented by freelancing, and that
fringe benefits (such as allowances for housing, clothing and food) could make
a significant difference to an annual income.

Although music was a risky choice for a child of a well-off family such as
Schiitz, it could also offer remarkable economic and social advancement to
those of modestbirth. We have already seen how Lully rose from being a miller’s
sonto holding high noble rank in France; similarly, Giulio Caccini was the son of
acarpenterand yetachieved theability to move freely through the Medici court.
Musical skills had always allowed those of humble origin to enter and influence
privileged circles. The commercialisation of opera increased the opportunities
for those with musical talent, and we have seen how the orphanages of Venice
taught music to foundlings as a skill that allowed them to make their own way
in the world. Castratos perhaps furnish the best example of music as a means of
advancement. Just as many Italian parents sent their children into monasteries
and convents in order to save the costs of marriage and rearing a family, it was
common for families in the Kingdom of Naples to have one or more of their
sons castrated and then enrolled in a conservatory. At the least, the son might

67 Munck, ‘Keeping up Appearances’, pp. 26-7.
68 Spink (ed.), The Blackwell History of Music in Britain, iii: 33.
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gain the security of a church post; at the best, he might make a fortune from
opera. The castrato would have no children of his own to raise - setting limits
on the dispersal of the family patrimony - but would instead be devoted to his
career and to making an income that might support his parents in their old age.
Yet the act of composing and performing cannot always be reduced merely
to matters of economic or social survival. In the same way that amateurs were
drawn to music, some professionals felta commitment to their craft that defied
reason or need. Schiitz persisted with music against his parents’ wishes, devot-
ing ‘continuous study, travel and writing’ to the craft.®® Not all of his output
was written for his duties or for immediate pecuniary advantage. In 1655 one
of his colleagues published Schiitz’s Zwdlff geistliche Gesinge, a collection of
modest pieces that Schiitz had written in his ‘spare time’ (Neben-Stunden) for
the Dresden choirboys. Even if this claim is discounted as the typical false mod-
esty in statements of authorship, there exist other pieces that Schiitz seemingly
wrote for private reasons. Upon the death of his wife in 1625, he composed
a heartfelt Klaglied and also completed a book of simple psalm-settings, the
Becker Psalter, written partly for his own domestic use and ‘to draw greater
comfort in my sorrow’. Here the very act of composition seems to have been a
therapeutic act to structure and dissipate his grief. Schiitz’s sense of a musical
vocation may also be evident in his later desire to revise and publish his music,
even ifhere he wasalso concerned to maintain his professional identity in print.
And although most music was an accompaniment to ceremony, liturgy or
social gatherings, it was doubtless still possible for practitioners to get per-
sonal satisfaction from their playing and composing. Whatever the patron had
commissioned, musicians could include details to raise a knowing or apprecia-
tive smile between performers. Musicians were subject to economic and social
forces, but their achievements in the musical styles and genres discussed else-
where in this book cannot be seen solely as functions of these forces. Music
could be a family trade, a courtier’s skill, a connoisseur’s pleasure or a means
of advancement, but it was a craft that demanded and rewarded quality work-
manship, despite the many uncertainties of a profession racked by change.
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. 4 .
Music in new worlds

VICTOR ANAND COELHO

Imagine that during the last week of December around 1600, a Portuguese ves-
sel leaves Goa, the magnificent capital of the Portuguese Asian empire located
350 miles south of Bombay, for the six-month return to Lisbon. The bottom
two layers of the four-deck ship are devoted to storing spices - mainly pepper,
but the return cargo also includes cinnamon, ginger, nutmeg, cloves, indigo
and Chinese silk bought from Moorish traders. With the remaining two decks
reserved for official cabins and the storage of privately owned chests, little room
is left for the 100 sailors and a chicken coop.* Crossing the Indian Ocean dur-
ing the most pleasant time of the year, the ship docks briefly at the Portuguese
possession of Mozambique (settled 1507) and arrives a month later at the Cape
of Good Hope. But instead of rounding the Cape and sailing north up the coast
of West Africa, past the Portuguese settlements of Benin (1485), the Congo
(c. 1480), Sierra Leone (1460), the archipelago of Sao Tomé (¢. 1471), and the
Cabo Verde islands (1444), which lie along the route that brought them to
India, the Portuguese crew sails due west into the heart of the Atlantic bring-
ing the ship almost within sight of the Brazilian coast before its sails catch
the easterly winds that will allow it to tack north towards the Azores, the last
stop of the over 10,000-mile round trip before reaching Lisbon. Along the way,
descriptions and opinions of native instruments and musical styles are logged
into diaries: a Congolese lute, xylophones from Mozambique, cymbals, drums
and bells, and reed instruments.”

Had this ship continued on to Brazil, where the Portuguese had settled in
1500, our musically minded crew would have noticed that the music performed
in some of the larger churches there involved the same or similar repertory to
what they had heard 7,000 miles away in the Sé Catedral in Goa, which, in turn,
was the music, including chant, used in countless Catholic churches in Portugal
and across Europe. This observation will certainly come as a surprise for readers
accustomed to the European map on which we have plotted the main itineraries

1 On the itineraries and personnel, etc., of Portuguese vessels, see Domingos, “Vaisseaux et mariniers’.
2 For a summary of these accounts, see Brito, ‘Sounds of the Discoveries’.
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of our early-modern music histories. We are so used to working on this narrow
geographical scale - for example, considering how quickly Josquin’s music was
disseminated throughout Europe, or the speed at which musicians in northern
Germany kept abreast of developments in Baroque Italy - that we may be
startled at how swiftly and comprehensively repertories, instruments, perfor-
mance styles and ceremonial practices were transmitted along the routes of
exploration in the sixteenth and seventeenth centuries, allowing the Oriental,
0Old and New worlds to share common musical experiences at roughly the same
time. To give but two examples: non-European sources show that the music of
Francisco Guerrero (1528-99) was heard during the late sixteenth century not
only in Spain (and, to be sure, in other parts of Europe), but also in Guatemala
as well as in the Philippines. And we find near-contemporaneous sources of
dances of African origin in the Congo/Angola, Brazil and Portugal, some of
which later found their way into the European guitar repertory.3

Interest in the transmission of mainstream European repertories (or at least
styles) across continents and cultures has emerged as a fertile area within musi-
cology in recent years, not least because of'its relevance to the discipline’s on-
going re-examination of its methods and canons. The topic has shed light on
the colonial and political - what used to be considered ‘ambassadorial’ - roles
of music, as well as on the self-awareness (or not) of ‘dominant’ cultures, and
on the nature of and reasons for musical export itself.# In many ways, work in
this area is symptomatic of, if not a cause of| the new rapprochements between
musicology, ethnomusicology, literature, critical theory and cultural studies.
Colonial and post-colonial studies have inspired fresh examinations of opera
and its subtexts, ranging from orientalism and missionary conquests of Asian
‘others’ in the seventeenth century, to an increased interest in New World
sources, non-Western influences, and politics (both sexual and institutional).’

On the other hand, traditional methodologies such as documentary and
source studies remain fundamental for any assessment of the global history
and politics of cross-cultural repertories during the sixteenth and seventeenth
centuries. The voluminous archival work on Jesuit documents by scholars such
as Joseph Wicki and Carlos Leonhardt, for example, are rich with information
about music’s function along the routes of Asian and New World missions
respectively, and its context in terms of evangelical and institutional politics.

3 Budasz, “The Five-course Guitar (Viola) in Portugal and Brazil in the Late Seventeenth and Early
Eighteenth Centuries’, pp. 148-56. See also Budasz’s study and edition of musical references in the works
of the seventeenth-century Brazilian poet, Gregério de Mattos (1636-96): A Miisica no Tempo de Gregdrio de
Mattos.

4 Baumann (ed.), World Music, Musics of the World.

5 Dellamora and Fischlin (eds), The Work of Opera; Maehder, “The Representation of the “Discovery” on
the Opera Stage’.
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In his work on the Philippines, William Summers has also noted the detail
and frequency of discussions about music in Jesuit correspondence.® Similarly,
archival research conducted in Japan, Paraguay, Brazil, Mexico, Bolivia and
Guatemala - again, mostly dealing with Jesuit missions - has raised impor-
tant issues concerning both the installation of European music in conquered
territories, and the culturally embedded politics within that music.

Not surprisingly, despite the dispassionate and objective pretexts of archival
work, post-colonial history has revealed its own subjectivity through the
mounting tension between European and non-European perspectives that is
part of the complexity that overwrites post-colonial identities to the present
day. In other words, scholars have split, interpretatively speaking, along cul-
turally grounded lines that are often in conflict. The result is a re-opening of
the past that has allowed non-Western scholars to reclaim their own history,
apart from, and on different terms from, their inherited tradition of Western
historiography. Afterall, as Gerard Béhague has remarked, colonialism is ‘a pre-
meditated act of transfer and imposition of the cultural/musical values of the
colonising group. In this, it differs from more natural situations of contact.””
Ever since the publication of Edward Said’s Orientalism challenged the post-
colonial attitudes embedded in literary and artistic representation, many recent
methods for understanding colonised cultures have appeared across the aca-
demic spectrum, though with varying degrees of success at escaping the gravi-
tational pull of the West.? According to Dipesh Chakrabarty, who has examined
several post-colonial models for the study of Indian history, much of the newest
work produces a situation in which even with a concerted effort to amplify the
voices of subaltern others, the end-result remains predominantly Eurocentric:
so long as the history remains a discourse ‘produced at the institutional site
of the university . . . Europe remains the sovereign’.9 Third-World histori-
ans feel a need to refer to works in European history, Chakrabarty continues,

buthistorians of Europe do notfeelany need to reciprocate. Europeans produce
their work in relative ignorance of non-Western histories, and this does not
seem to affect the quality of their work. This is a gesture, however, that Indians
cannot return. They cannot afford an equality or symmetry of ignorance at this
level without taking the risk of appearing ‘old fashioned’ or ‘outdated’.*®

In sum, Indian history, when filtered through a Western genre of history
(for example, colonialism, Jesuit histories, determinism, Marxism or Manifest

6 Summers, “The Jesuits in Manila>, p. 666.

7 Béhague, “The Global Impact of Portuguese Music and Musical Institutions’, p. 75.

8 Among the most successful challenges to earlier post-colonial models is Mignolo’s The Darker Side
of the Renaissance, which proposes new paradigms for studying ‘hybrid’ cultures and identifying the syn-
cretic relationships that evolved between coloniser and colonised that were ignored in previous historical
accounts.

9 Chakrabarty, ‘Postcoloniality and the Artifice of History’, p. 1. 10 Ibid., p. 2.
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Destiny), is but a variation on a master European narrative. This may be
inevitable, given that it is difficult to present any form of history as we under-
stand the term without some recourse to Western structures of historical
thought. However, the situation prompts some circumspection. Accordingly,
my essay will examine the geographical reach of seventeenth-century music
and its political and cultural ramifications by considering both sides of the
colonial dialogue. If by the word ‘politics’ we can understand a web of interact-
ing relationships involving authority, power and influence, music becomes an
important source of information as both cultural product and mode of political
discourse. Since music outside Europe during the sixteenth and seventeenth
centuries was mainly managed by missionaries, religious orders, viceroys,
diplomats, merchants, and soldiers in the service of Christianity and nation,
our sources are mostly European, ecclesiastical, diplomatic - not to mention
written and therefore targeted at an audience - and so inescapably prejudiced
and Eurocentric. But I have endeavoured to approach this material in a critical
fashion, also acknowledging non-European voices and perspectives. Begin-
ning with analyses of source studies and patronage in order to identify musical
repertories and their context, I will proceed to the connections between global
politics through a case-study of music as it was exported to and developed
within the Portuguese colony of Goa from the arrival in the city of the first
Jesuit, Francis Xavier in 1542, to the decline of Goa’s role as the capital of the
Portuguese empire in the late seventeenth century. I will also discuss some of
the cross-cultural travels of instruments and instrumental music during the
seventeenth century, which will permit some further observations about the
role of music within the politics of culture.

Quomodo cantabimus canticum domini
in terra aliena?

‘How shall we sing the Lord’s song in a foreign land?’; wrote the Italian Jesuit
Rudolf Acquaviva (quoting Psalm 137) during his celebrated mission to the
heart of the Mughal Empire in India.’* Source studies and documents have
played a crucial role in identifying the global range of European musical trans-
mission, music’s institutional setting and users, and the relationship between
genre and ceremony. The most precise information concerning European
musical exports comes from earlier in the sixteenth century, when Spanish,
Portuguese and English colonial missions to the New World, Africa and Asia

11 Letter from Fr. Rudolf Acquaviva to Fr. Nuno Rodrigues, 10 September 1580. Fora translation of this
letter, see Correia-Afonso (ed.), Letters from the Mughal Court, pp. 87-91. This book contains the complete
correspondence dealing with the Jesuit mission to Fatehpur Sikri.
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quickly established a musical infrastructure for use in liturgical services, diplo-
matic missions and military operations, thus necessitating the exporting of
music books, choir directors, singers, trumpeters, drummers and occasionally
string players. In essence, this was an installation of a prefabricated European
musical tradition bound toits function,a co-ordinated system of ritual designed
mainly to overwrite indigenous sacred and ceremonial practices, analogous to
the manner in which Christian churches in India supplanted razed temples
and mosques on the very same locations. The importance placed on music
throughout early European colonialism betrays its role as both a superior
language and a replacement of existing ones. Prior to coming to India, the
Portuguese Vicar-General Miguel Vaz produced a 41-point plan that wrote
into law extremely harsh measures meant to secure the conversion of the
natives.*> Shirodkar writes that “Hindus in Goa were to be deprived of all
human rights, idolatry was to be outlawed, temples to be destroyed, idols
in no form to be made’ - although Hindu idols were indeed replaced by
crucifixes — and ‘Hindu festivals to remain uncelebrated’.*3 In political terms,
the penalty of violating any of these rules was harsh. King D. Sebastido II
of Portugal banned even the domestic display of idols, and set severe lim-
its upon temple festivities and ritual, marriage and cremation ceremonies,
all of which normally called for elaborate and explicit musical expression.*4
Punishments were meted out in the form of economic disenfranchisement in
which violators lost their estates to the Church.'> Many other cases and laws
could be cited to document further how indigenous practices involving music
were both obliterated and comprehensively replaced by ready-made colonial
values.

Thus the success of evangelical missions to both Asia and the New World was
predicated to a large degree on a concomitant musical colonisation deriving
from the transplanting of traditional representational ceremonies such as those
of the Mass and Office, as well as of processions and feast-days. These rituals
imposed a new cultural grammar through sight, sense and sound. In his study
of music and death rituals in sixteenth-century Mexico, Wagstaft shows how
the elaborate tradition of Processions of the Dead re-enacted by the Spanish in
Latin America ‘served a pedagogical purpose because they provided a moment
when the new “journey” of Christianity could be solidified in the new con-
verts’ minds®.*® In a similar fashion, the native dances and music in Corpus

12 Fora full account of the suppression of Hindu practices, see Priolkar, The Goa Inquisition, pp. 114-49.

13 Shirodkar, ‘Evangelisation and its Harsh Realities in Portuguese India’, p. 81, which provides a
concise summary from a Hindu scholar’s perspective.

14 Pearson, The Portuguese in India, p. 117.

15 Shirodkar, “Socio-Cultural Life in Goa during the 16th Century’, p. 33.

16 Wagstaft, ‘Processions for the Dead, the Senses, and Ritual Identity in Colonial Mexico’, p. 169.
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Christi processions from colonial Cuzco were intentionally programmed by
the Spanish elite as a way for Andeans ‘to “perform™ their indigeneity and
thereby act out the role of the defeated Other in the triumph of Christianity
over native religion.'” By 1545, musical training and its attendant ceremony
in Goa had become institutionalised as part of a pedagogical system for the
parochial schools that all boys were required to attend. On the other side of
the world, the Spaniards of Guatemala, only a decade following their conquest
of 15234, had built a cathedral, providing a theatre for such rituals to evolve
within a mixed community; this was soon followed by the installation of a
permanent organist, and also of a chantre “‘who must always be expert enough
to sing and conduct chant at the choirbook stand’.*®

On a more local level, missionaries in the field in Mexico and Goa were
instructed to use chant, then polyphony, to assist in the conversion process.
Polyphony, in fact, was introduced in Goa explicitly as a means for the musi-
cal seeding of villages and to increase the number of ‘heathen’ baptisms. The
pedagogical success of the enterprise — in musical training if not necessarily in
conversion - is borne out by the testimony of Joseph di Santa Maria from the
last quarter of the seventeenth century, reporting on his visit to Goa:

In that city I enjoyed many times listening to very beautiful music for feasts,
especially that of St Ignatius Loyola, which was celebrated with seven choirs
and the sweetest sinfonie in the Professed House of the Fathers of the Society
[the Basilica do Bom Jesus], where the body of St. Francis Xavier is found; and
in saying that it was like being in Rome, I was told that I was not mistaken,
because the composition that had been brought to that place was by the famous
Carissimi. I cannot believe how musically proficient are the Canarini [Goans],
and with what ease they perform.

There is no Christian hamlet or village that does not have in its church an
organ, harp, and a viola, and a good choir of musicians who sing for festivities
and for holy days, Vespers, Masses, and litanies, and with much cooperation
and devotion..."

Amerindian choirs in Mexico had also become highly accomplished in singing
polyphony and as copyists of European music.>°

17 Baker, “Music at Corpus Christi in Colonial Cuzco’, p. 364.

18 Stevenson, ‘European Music in 16th-Century Guatemala’, p. 343.

19 Letter from Joseph di Santa Maria (Giuseppe Sebastiani), in the aggiunta to Vincenzo Maria Murchio,
Ilviaggio all’Indie orientali del padre F. Vincenzo Maria di S. Caterina da Siena . . . con le osservationi, e successi nel
medesimo, i costumi, e riti divarie nationi . . . con la descrittione degl’animali quadrupedi, serpenti, uccelli, e piante di
quel mondo nuovo, con le loro virtu singolari. Diviso in cinque libyi . . . Con la nuova aggiunta della seconda speditione
allIndie orientali di monsignor Sebastiani (Venice, 1683), iii: 105.

20 S.Sadieand]. Tyrrell (eds), The New Grove Dictionary of Music and Musicians, 2nd edn, 29 vols (London,
2001), XVi: 543 (s.v. ‘Mexico’).
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Repertory and transmission

Along all of the roads of exploration, the documentary and musical sources,
whether associated with the cathedral or with the village parish, reveal an
extraordinary level of musical proficiency, both Euro-insular and syncretic. As
I have already noted, the early repertories brought to the New World and to
Asia are remarkable both for their similarity to European music, and for their
contemporaneity with it. The Guatemala and Puebla manuscripts studied by
Snow and Borg dating from between the 1580s and the early seventeenth cen-
tury, for example, contain a large and significant repertory of polyphonic Mass,
motet, Magnificat, hymn and Holy Week settings by Spanish and Portuguese
composers. Some of them were émigrés, such as Gaspar Fernandes; but other
works are by the likes of Isaac, Josquin and Mouton, reflecting the ‘classic’
and retrospective - even canonical - tastes revealed by Spanish sources of the
period.?* Other New World manuscripts from Bogotd and Mexico reveal trans-
Atlantic concordances with works by the greatest Iberian composers of the age -
Morales, Guerrero, Victoria and Lobo - alongside works by émigrés.>*
Similarly, Summers has shown how Spanish polyphonic sources in Manila
reflect how the city’s celebratory life ‘was densely intertwined with the bifocal
projection of Spanish colonialism, that worldwide enterprise undertaken by
the inextricably interlocked institutions of the Roman Catholic church and
the Spanish crown’.?3 Virtually all of the major Catholic orders - Dominicans,
Augustinians, Franciscans and especially, of course, the Jesuits — were responsi-
ble for the cultivation of music and the teaching of musicians. The first books of
polyphonic music, as well as the first chantre and organ, were brought to Manila
not from Spain but from Mexico, where the parent tradition had presumably
proved its ability to operate in a new context. An early seventeenth-century
inventory of a Manila book merchant lists Guerrero’s first book of motets
(Venice, 1570), leading Summers to speculate that his music was well known
in Manila alongside much other polyphony, some of it by native musicians.
The genres represented included virtually every type of music: Mass cycles,
motets, villancicos, canzonettas, and polyphonic settings for Vespers, for the
Salve service, and of the Te Deum.** The performance styles described by the

21 See Snow, ‘Music by Francisco Guerrero in Guatemala’, and his splendid edition of one of the
Guatemala manuscripts: R. Snow (ed.), A New World Collection of Polyphony for Holy Week and the Salve
Service: Guatemala City Cathedral Archive, Music MS 4 (Chicago, 1996). See also Borg, “The Polyphonic Music
in the Guatemalan Music Manuscripts of the Lilly Library’.

22 For general descriptions, see Stevenson’s indispensable Renaissance and Baroque Musical Sources in
the Americas, and the checklist contained in Sadie and Tyrrell (eds), The New Grove Dictionary of Music and
Musicians, xxiv, s.v. ‘Sources, MS, §IX, 23: Renaissance polyphony: South and Central American MSS’,
which also lists more specialised studies.

23 Summers, “The Jesuits in Manila’, p. 659. 24 Ibid., pp. 663-4.
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sources - for example, alternatim performance between singing and instrumen-
tal sections played by loud winds, drums and bells - may prove to be valuable
indications of European tastes as well. As a technique used in all colonial out-
posts, the polychoral style may also have had broader pedagogical and ideolog-
ical aims. A report from Angola around 1620 mentions that a polychoral Mass
was sung accompanied by instruments, with thirteen black musicians divided
into three choirs for sonic effect.?s

The presence of the Jesuits in Paraguay from 1609 contributed to much
the same type of New World musical culture.?® The main activity remained
the teaching of music as part of training missionaries for their work in the
field and for the deployment of larger musical forces for processions and
ritual. Indigenous music was initially tolerated, but soon native musicians,
such as the highly-skilled Guarani, were retrained. As for the specific reper-
tory in Paraguay, little concrete evidence has surfaced prior to the residence
there of the Jesuit composer Domenico Zipoli from 1717 to his death in
17265 his works are well documented in the Archivio Musical de Chiquitos
in Concepcion. However, Herczog believes that Spanish polyphony is likely
to have been used by the Jesuits, though probably not before 1614. Between
1617 and 1639 a solid infrastructure of musical training, both vocal and instru-
mental, was created through the arrival of two professional Jesuit musicians,
the Belgians Jean Vaisseau and Louis Berger, which initiated what has been
described as a ‘Flemish-Iberian’ musical style.?” Documents show that in just
a few years, polyphonic, polychoral Masses were given with frequent partic-
ipation of instruments. In addition, organs and harps, among other instru-
ments, were manufactured locally, examples of which are extant in Bolivian
collections.?®

The documentation for Indiaissimilar in thatit provides only a few details of
any specific musical works, and other than Carissimi as noted by Sebastiani, no
other composer is named. But references to motets and cantigas are ubiquitous,
as are numerous instances of polychoral performance, perhaps involving alter-
natim practice, along with the singing of Vespers. Frequently, Indian instru-
ments were used along with the voices and organ. The political and evangelical
purpose of such extravagant and pluralistic music is made very clear. Francesco
Pasio, a key figure in the Japanese missions of the Society of Jesus, writes from
Goa in 1578 that in the Colégio de Sao Paulo

25 Stevenson, Portuguese Music and Musicians Abroad to 1650, p. 17; Brito, ‘Sounds of the Discoveries’,
p.13.

26 On music in Paraguay under the Jesuits, see Herczog, Orfeo nelle Indie. 27 Ibid., pp. 165-87.

28 Szardn and Nestosa, Miisica en las reducciones Jesuiticas de America del Sur. Some of these instruments
are reproduced in Herczog, Orfeo nelle Indie.
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the Divine Office is celebrated in this church with as much solemnity and
perfection as there can be, because to make the gentiles dismiss their own
ceremonies and to make them seize the important meaning and affection of our
Christianity and divine cult, the Fathers celebrate the Offices very solemnly,
singing the Mass of the principal feasts with a deacon and sub deacon, and
Vespers with five Fathers with copes, employing very good music [performed
by] orphans and new converts, who, numbering a little less than 100, remain in
one part of the College, playing the organ and other instruments of the land.>®

The only sources that have come to light so far in Goa are two books, prob-
ably dating from no earlier than the 169os, containing villancicos, chacotas
and cantigas from the Convento das Moénicas, built between 1609 and 1627.
Some of the texts, including a play, are to be sung to formulas, while others,
intended for St Michael’s day - to which a villancico in Guatemala and a Mass in
Bolivia are also dedicated3° - are scored polyphonically with parts for harp and
viola.3!

Instrumental diplomacy

One of the richest areas of study towards evaluating the (inter)relationships
among colonial cultures (and their post-colonial ramifications) involves the
history and transmission of musical instruments. As a barometer of cross-
cultural influence, instrumental families have long been central sources for
ethnomusicologists (including scholars of popular culture): they bear witness
to along history of multi-cultural appropriation, and they are also indicators of
status and class, and, to use Bourdieu’s term, of ‘cultural capital’.3>* Within the
matrix of colonial or state politics, instruments are often pressed into service as
symbols of national identity, whether through representations in art, through
pre-meditated export, or through their subsidised production. Needless to say,
the topic is immense and extends far beyond the scope of this discussion. Buta
few examples illustrating the cultural and political dimensions of instrumental
transmission will, I hope, give an indication of how fertile this area can be to
the topic at hand.

Ian Woodfield’s important study on the global itineraries of English musi-
cians delineates the role of music and instruments in cross-cultural encounters,

29 Wicki (ed.), Documenta indica, xi: 358-9.

30 Stevenson, ‘European Musicin 16th-Century Guatemala’, p. 347.On the MissaS. Miguel,see Herczog,
Orfeo nelle Indie, figs 17-18.

31 For a study, albeit superficial, of the texts, see Castel-Branco, “The Presence of Portuguese Baroque
in the Poetic Works of the Sisters of Santa Monica in Goa’.

32 For a broad look at cross-cultural itineraries and guitar history, see Coelho, ‘Picking through
Cultures’. For a more anthropologically oriented study that underscores the guitar’s role within class
hierarchies, see Reily, ‘Hybridity and Segregation in the Guitar Cultures of Brazil’.
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particularly after the establishment of the East India Company in 1600. This
ranged from traditional gift-giving (still crucial in the mating dance between
Western and Asian business executives today) and the use of trumpets for sig-
nalling and military manoeuvres, to anaesthetising the prick of foreign cultures
(such as by allowing a native to ‘have a go’ata Western instrument to promote
cooperation and friendship),33 as well as, of course, for ceremony and ritual.
Here, politics, diplomacy and etiquette are allied concerns, with instruments
used as olive branches to make inroads to the otherside. If only they had organs,
singers and other instruments, an Italian missionary in Japan wrote to Rome,
it would take only a year to convert the populations of Kyoto and Sakai.34 By
1601 a school of organ craftsmen was making instruments with bamboo pipes,
initiating a decade during which Japan’s cultural sympathies were officially
bound to the West.35 In this same year, the first clavichord arrived in China,
beginning almost two centuries of use of Western keyboard instruments in
the royal courts: brought by the famous Jesuit missionary Matteo Ricci, the
instrument stimulated the acculturation in, and teaching of, Western idioms,
and was even used for accompanying Mass.3°

Continuing a convention well established by explorers, Portuguese traders
of the sixteenth century routinely bartered portable organs with native lead-
ers, presenting such instruments as wonders of European technology. The
first organ probably arrived in India in 1500 in this manner, and both organs
and harpsichords were carried as gifts on Portuguese expeditions from Goa
to Ethiopia.3” Intended initially as a traditional diplomatic overture, the gift-
giving of instruments planted the seed for unexpected musical developments.
The use of the harmonium in India, for example, is an outgrowth of the intro-
duction of organs from this period, its fixed-pitch keyboard remaining a pecu-
liarly Western element at odds with Indian variable-scale instruments and
singing techniques. In 1550, Francis Xavier brought as gifts to Japan musical
instruments which have been variously described as a ‘monacordio’, ‘vihuelas
de arco’ and a ‘clavicordio’.3® Examples of Japanese art-works during the early
seventeenth century reveal the extent to which the Jesuits promoted the rep-
resentation of instruments as part of their pedagogy, as in the case of those
Japanese paintings showing instruments mentioned in the Psalms (trumpets,

33 Woodfield, English Musicians in the Age of Exploration, p. 112.

34 See Waterhouse, “The Earliest Japanese Contacts with Western Music’, p. 38, which also contains
an account of the famous European visit from 1582 to 1586 of four samurai musicians that was arranged
by Valignano, during which they performed in Portugal, Venice and Rome on keyboard and stringed
instruments, and were painted by Tintoretto.

35 Ibid., p. 42.

36 Lindorff, ‘Missionaries, Keyboards and Musical Exchange in the Ming and Qing Courts’, pp. 403-5.
On Jesuit music in China in this period, see also Picard, “Music (17th and 18th Centuries)’.

37 Woodfield, English Musicians in the Age of Exploration, p. 96. 38 Ibid., pp. 183—4.
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harp) or associated with angels (lutes, viols, vihuelas).39 Guitars (synonymous
with the Portuguese viola) are listed in Brazilian inventories of 1614 and 1615,
and a 1676 inventory from a monastery in Chile lists a guitar and two vihuelas
(whether da mano or de arco is unclear). There exist two seventeenth-century
New World guitar manuscripts: the so-called Cédice Saldivar no. 2 from
Mexico, which contains a work by the Spanish guitarist Gaspar Sanz plus
pieces for cittern with New World titles; and a Peruvian manuscript dating
from 1670-1703 copied by a Franciscan. This has led James Tyler to speculate
that by the end of the seventeenth century, ‘it seems that the guitar was as much
a part of everyday life in the New World as it was in the homeland’.4°

By the middle of the seventeenth century, lutes and vihuelas begin to be men-
tioned in Goa. Pietro della Valle wrote from India that the Portuguese captain
Manoel Pereira de la Gerda ‘entertain’d us with Musick of his three daugh-
ters, who sung and play’d very well after the Portugal manner upon the Lute’;#!
archival sources frequently mention the playing of the ‘bihuela’ in domestic
settings; and John Fryer’s A New Account of East India and Persia (London, 1698)
describes (pp. 152—-4) the women of Goa as being ‘extraordinarily featured and
compleatly shaped’ and as ‘plying themselves wholly to devotions and the care
ofthe house’-‘they sing and play on the lute, make confections, pickle achans’.4*
In sum, it is no exaggeration to say that the strong Western classical tradition
of music in Goa, formed within the Indo-Portuguese cultural crucible of the
seventeenth century, is of a piece with the sentiment and temper of the period
of exploration. Covert Christian communities in Japan, sent underground as a
resultofanti-Christian exclusion lawsafter 1614, nevertheless kept many West-
ern traditions alive and even fostered them through contact with the Dutch
up until the renewed interest in the West during the eighteenth century.3

Goa: a case-study in Portuguese expansion and
Jesuit patronage

The first European settlers in Goa were the Portuguese, who with the landing
of Vasco da Gama in 1498 opened up the spice routes between Europe and

39 See the reproduction of a nanban screen showing a Japanese female musician playing a vihuela (not a
lute, as stated in the catalogue) in Cooper et al., The Southern Barbarians, p. 166. On the representation of
Western instruments in Japan, see also Minamino, ‘European Musical Instruments in Sixteenth-Century
Japanese Paintings’. On viols in Japan, as well as the visit there of some young Goan musicians skilled in
chant and polyphony, see Kambe, “Viols in Japan in the Sixteenth and Early Seventeenth Centuries’.

40 Tyler and Sparks, The Guitar and its Music from the Renaissance to the Classical Era, p. 151; for a list of
other New World guitar sources of the eighteenth century, see p. 163. On cross-cultural aspects of the
Baroque guitar, see Russell, ‘Radical Innovations, Social Revolution, and the Baroque Guitar’, pp. 171-81.
On the Portuguese guitar and its presence in Brazil, see Budasz, “The Five-Course Guitar (Viola) in Portugal
and Brazil in the Late Seventeenth and Early Eighteenth Centuries’, pp. 24-8. For the Chile inventory, see
Aguilera, ‘Music in the Monastery of La Merced, Santiago de Chile, in the Colonial Period’.

41 Grey (ed.), The Travels of Pietro della Valle in India, i: 181.

42 Fryer may be talking about the guitar, or even a hybrid instrument.

43 Waterhouse, “The Earliest Japanese Contacts with Western Music’, p. 46.
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India.#4 Goa came under Portuguese political rule in 1510, when Afonso de
Albuquerque captured the city and overcame the Muslim domination of the
area. (One could say that Jawaharlal Nehru ‘recaptured’ Goa with his march into
the city 450 years later, leading to Goa’s official - and bloodless - independence
from Portugal in 1961.) Under Albuquerque, Goa became one of the main
cosmopolitan centres in all of Asia, a magnet for traders and sightseers, and
the jewel in the crown, both architecturally and culturally, of the Portuguese
empire, as well as its episcopal and administrative hub. Documents mentioning
books of chant (canto chdo) appear from 1512, with some of them, like a ‘livro
grande de canto’, intended for the early Goan church of Santa Catarina (1513~
30).45 In the first few decades of Portuguese rule, Masses and the Office were
sung by as many as ten clerks, who were probably not trained musicians since
they were noted as singing ‘as best as they can’.4¢ Thus in Goa as well as in
Cochin and Cananor, an infrastructure was established very early on for using
plainchant, although the precise liturgies are difficult to reconstruct given that
the earliest extant chant books in Goa (located mainly in the chapter archives
at the Sé Catedral) date mostly from the eighteenth century. By the mid 154o0s,
polyphony is specified (canto d’orgdo) in correspondence and in the Annual
Letters between Goa and Portugal, which required the importing of trained
singers,and much debate ensued over the efficacy of using polyphony to attract
new Christians.4”

The most important role in the teaching of music and the development of
polyphony in Goa was taken by the Jesuit Colégio de Sio Paulo, founded in
1542 (50 years before the Jesuit Colegio de San Ignacio in Manila began to
fulfil the same function). The College, which included the first Jesuit church
in Asia, offered throughout the seventeenth century a comprehensive musical

44 The fundamental work in this area, and still the starting point, is Danvers, The Portuguese in India. For
a more inclusive, less hegemonic approach to Indo-Portuguese history, see Pearson, Coastal Western India.
For documentary and post-colonial approaches to music in sixteenth- and seventeenth-century Goa, see
Coclho, ‘Connecting Histories’ and ‘Music in Portuguese India and Renaissance Music Histories’. On the
relevance of Goan literature and music to its colonial history, see Coelho, ‘Saudades and the Goan Poetic
Temper’. For a synoptic view of music in Goa in the service of exploration, see Woodfield, English Musicians
in the Age of Exploration, pp. 219-48.

45 Silva Rego (ed.), Documentagdo para a historia das missdes do Padroado Portugués do Oriente, i: 127, 431.

46 1Ibid., i: 250: “Os cleriguos: cantam as misas e ofigcios honde ha hy livros, e hande os nom temos,
dizemos emtoado, no milhior modo que se pode.’

47 There is some debate regarding the definitions of the term canto d’orgdo in a colonial context. Given
the amount of discussion over its replacing of chant as an enticement to Catholic conversion, the term
could hardly denote simply organ-accompanied, unison chant, as Harich-Schneider (4 History of Japanese
Music, p. 473) has suggested in relation to Jesuit reports from sixteenth-century Japan. Woodfield (English
Musicians in the Age of Exploration, p. 2277), has persuasively explained that the term, as used in Goa, was atleast
evocative of simple polyphony or harmonisations, and occasionally for polychoral performance. Inany case,
some evidence that the polyphonic style may have resembled something akin to simple harmonisations,
perhaps in relation to a borrowed melody, comes from a late seventeenth-century account by the Capuchin
Martin de Nantes, who wrote that the Cariri Indians of Brazil sang the rosary of the Virgin every night,
divided into two choirs ‘a la maniere Portugaise fort agréablement avec une espece de faux bourdon’; see
Castagna, “The Use of Music by the Jesuits in the Conversion of the Indigenous Peoples of Brazil’, p. 651.
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training directed towards the formation of a native clergy, and it became Goa’s
main centre of musical activity and patronage.#® The influence of the Jesuits
in Goa also led to the building of the two most important churches in the
city, the Sé Catedral (1562-163 1), the architecture of which was strongly influ-
enced by the Jesuit design of the Chiesa del Gesu in Rome, and the Basilica do
Bom Jesus (1594-1605), built by the Jesuits as a symbol of their power and to
house Xavier’s body.4® Raised in 1946 to the status of a Minor Basilica by Pope
Pius XII, Bom Jesus is as venerated a shrine on the pilgrim’s itinerary as
Compostela, Assisi or Vézelay.

The significant expense undertaken by the Jesuits to support music was
justified by their reasoning that polyphonic Masses could be more effective
than spoken or chanted ones in attracting new converts to Christianity. For
the same reason, Masses at the Colégio de Sio Paulo increasingly included the
participation of Indian instruments, a practice that conformed to one of the
more successful Jesuit methods, of adopting local customs, language and dress.
Documents of musical events at the College frequently mention the use ofharp-
sichords, trumpets, flutes, shawms and organs alongside instruments ‘of the
land’(“instrumentos da terra’), all in conjunction with the singing of motets and
cantigas.>° In Goa, polyphony was generally not an everyday practice, but was
used mainly for Mass on Sundays and particular feast-days (‘todos os domin-
guos e festas . . . se fere missa cantada’),5* often with instruments. Otherwise,
services were celebrated in chant. The principal feasts cited in the documents
are the Assumption of the Blessed Virgin (15 August), Corpus Christi, the Feast
of the Circumcision (1 January), the Feast of the Conversion of St Paul (25 Jan-
uary), Holy Week, and the Feast of 11,000 Virgins (or Feast of St Ursula; 21
October), which was the main feast of the Colégio de Sao Paulo involving ‘muy-
tos generos de instrumentos, assi come charamelas, atables, trombetas, frautas,
violas d’arco, e cravo’.5> As was the case with recorders and reed instruments
in New World polyphony, wind instruments may have been used to reinforce
the lower voices. Other religious ceremonies called for instruments as well: for
a baptism in 1567, for example, Fr. Gomes Vaz mentions ‘trumpets and other
instruments, with a gathering outside of a procession of singers’.>3

As a Jesuit enterprise, the education at the College was rigorous and mod-
elled on the strict curriculum - the ratio studiorum - of the Jesuit schools in

48 Today only the facade remains, following the demolition of the College in 1829. For a reconstruction
of its ground-plan and a discussion of its function, see Kowal, ‘Innovation and Assimilation’.

49 Kowal, ‘Innovation and Assimilation’; Hibbard, ‘Ut picturae sermones’. A good architectural summary
of the churches of Goa is in Hutt, Goa. A more detailed, though somewhat pedantic, approach is in Pereira,
Baroque Goa.

50 See, for example, Wicki (ed.), Documenta indica, viii: 87, 89. 51 Ibid., viii: 432.

52 Ibid., iii: 189; see also p. 735 for a similar account. 53 Ibid., vii: 402.
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Rome. Most feast-days were celebrated at the College with unusual extrava-
gance, involving singing, dramatic presentations, processions, and the playing
of instruments. In Goa, both chant (canto llano or canto chdo) and polyphony
(canto d’orgdo) were taught along with grammar, the arts and theology, the
aim being to instil in the students not just virtue and morality, but also kin-
ship with a Christian, European tradition. Musical training was also regarded
as a necessary tool for the arduous future of these students as missionaries.
The introduction of polyphony was facilitated through the many debates that
appear in the documents regarding the appropriateness of sung Masses versus
those that were spoken, with the general consensus that sung Masses (in chant
or in polyphony) were much preferred by newly converted Christians as well
as by the Portuguese. The topic was important enough to merit discussion in
a long letter from Antonio Criminalis to Ignatius Loyola, the founder of the
Jesuit Order, regarding the suitability of either chanting or intoning parts of
the Mass and Office.>4

The emotional and spiritual benefits of a sung, rather than spoken, Mass
are also emphasised in a particularly revealing letter written by Padre Mestre
Belchior from Cochin in 1561, which appears to summarise the relationship
between the Jesuit missionary enterprise and musical aesthetics. Belchior’s
letter also provides valuable information about the motivation for using
polyphony in churches, and the flexibility of musical styles encountered in
a Goan service:

I preach here in this house of the Mother of God, where there is so much
devotion among the people of Cochin who, for a greater part of the year, during
all the Sundays and Holy Days of the year come here without any expense to
celebrate our Masses with polyphony, flutes and shawms. At Vespers on feast-
days, they come here with much solemnity, and whenever a voice is missing
and they cannot have polyphony, there is never lack of chant.

During the first two years I was here, we said our Masses in prayers [i.e.,
spoken], and since there are in this city many churches and monasteries, it
seemed that for a greater number of these people, they were not satisfied with
the feast if the Mass was not sung; so it was necessary to meet the needs of the
church-goers and to introduce a sung Mass at other church Offices, thus not
only increasing much devotion among the Portuguese, but also enabling the
native people [gente da terra], as well as Christians and Hindus, to show greater
reverence to the Divine Mysteries.

It is for this very reason that in the principal feasts that the Holy Church
celebrates for the mysteries of our Redeemer, we want them to be solemn feasts,
for on Christmas Day, the mystery of the Nativity was celebrated with much

54 Ibid., i: 20.
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devotion among all the people and with much solemnity in the Divine Offices,
which were sung with many instruments, and there were many prosas e jubilos
[tropes, interpolations to existing chants, or additional cantus-firmus settings?]
on the birth of the child Jesus. And during the Feast of the Circumcision, the
solemnity was heightened for the love of the Church and for all the other things
that might increase spiritual joy; for beyond the Mystery they celebrated the
name of Jesus which is that of our Society, with as many means of devotion
as they could gather, even having entertainment and dances of the school-
children, with such songs that they were much more a rejoicing of the spirit
than mere children’s amusements.>5

Despite the boost given to the missionary campaigns by polyphony, multi-
choir performance and the participation of instruments, the cold wind of the
Tridentine reforms had reached the colonies by the early 1570s. Although
only descriptions of Goan polyphony have survived, and not the actual music,
it is clear that the Council would have found much to change in Goa. For
one thing, the cross-cultural exuberance of the processions and celebrations
that are mentioned by every visitor to sixteenth- and seventeenth-century Goa
was infiltrating the services themselves, and also spreading to other parts of
Portuguese India - in Travancore the folias was danced for the feast of the
Assumption in 15775¢ - threatening Tridentine aims and thus coming under
criticism. In addition, the increasing use of ‘loud’ wind instruments such as
shawms (charamelas), along with flutes, trumpets, indigenous instruments and
drums, during Mass and other services, plus the presence of secular music,
was seen as distracting and disrespectful, even though the practice of villancicos
within Matins and Mass was much cultivated in Portugal and Spain during the
Tridentine period.57 Clearly, what happened at home was one thing, and in
the colonies another, and there were strong attempts to have music in Goan
churches restrained by Counter-Reformation austerity, even if such radical
reforms met with some resistance.

But there was a deeper political motivation for these changes. By the early
seventeenth century it had become clear that the Jesuits were falling far short of
their goal in converting Indians to Christianity. At the same time, where music
was traditionally used by missionaries as an evangelical technique - frequently
the students of the Colégio de Sio Paulo would even walk through the streets
singing the Credo - the extravagance of music was becoming a profession
unto itself, rather than an activity strictly in the service of missionary training.
The debates make interesting reading. The die-hard reformers Francisco Cabral

55 Silva Rego (ed.), Documentagdo para a historia das missoes do Padroado Portugués do Oriente, viii: 464-5
(31 December 1561).
56 Ibid., xii: 390. 57 Nery, “The Portuguese Villancico’.
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(fl. 1581-94) and Claudio Acquaviva, respectively the Provincial and the General
(1581-1615) of the Society of Jesus, proposed that many facets of music-making
should be discontinued altogether. On the other hand, Alessandro Valignano
(1539-1606), one of the great Jesuit cultural pluralists, strongly supported the
need for musical training and was persuasive in his attempts to keep it alive
for the sake of proper education.’¥ Valignano was convinced of the power of
music to aid the Christianization of India and, especially, Japan, the country
that held his strongest interest. Addressing the difficulty in teaching native
boys to sing measured music in Latin, Valignano admitted Portuguese boys to
the part of the Colégio de Sao Paulo intended for natives only, in order to help
outwith the choir. This was challenged by Acquaviva; he included musicamong
his general reforms of abuses at the College, and sought to reduce the number
of boys who were contracted to furnish liturgical music, with the eventual
aim of abolishing the practice completely. The Jesuit historian Joseph Wicki
concluded that this was ‘a wise decision’.5® Valignano, however, insisted that
liturgical music should not be suppressed in an area such as India, in which
music had a very strong impact, and he was therefore against reducing the
number of boys at the College. But a lack of finances was often cited in support
of the reforms. Francisco Ferndndez wrote to Acquaviva in 1589 that it was
unnecessary to have so many ‘ministriles’ - a designation for performers of
secular songs (such as villancicos) rather than simply instrumentalists®® - at the
College, and likewise ‘mocos’, the latter perhaps referring to young slaves,
whose mention in the same breath as minstrels suggests musicians as well. This
corresponds closely with Jesuit musical culture in Manilaaround 1600 in which
the earliest documented orchestra consisted of nine slaves playing flutes and
reeds (¢chirimiras) that were brought to the Philippines along with an organ and
music books from Mexico.®* This was one of several indigenous ensembles in
Manila that performed for church services, and it had a significant influence on
many local musical traditions within the native population.

For a brief time, the reforms were uncompromising: Acquaviva himself soon
disallowed even organ musicin the new Professed House of the Society of Jesus.
His proactive approach was clearly an exaggerated response to the complaints
he was receiving from all sectors of the Jesuit establishment. In 1591, Fr. Nuno
Rodrigues wrote him a letter highly critical of an instance when instrumen-
tal music and ‘cantigas’ had been performed at the Saturday morning service
(‘sinco horas de la mafana’) at the College, including ‘other vulgarities, which
in Portuguese is called chacota, and similar instruments such as guitars, citterns

58 Ross, ‘Alessandro Valignano’. 59 Wicki (ed.), Documenta indica, xvi: 25.
60 Zayas, ‘Les ministriles et leur role dans Pinterprétation de la polyphonie espagnole du Siecle d°Or’.
61 Summers, “The Jesuits and Music in Manila’, pp. 660-61.



104 VICTOR ANAND COELHO

and the like.* Taste aside, Rodrigues succeeded in leaving us with one of the
most revealing documents in the Jesuit correspondence about cross-cultural
music making and the spread of Portuguese popular culture through the indige-
nous community.

By the early seventeenth century, writes Wicki, ‘singing and instrumental
music were not in favour in the Society of Jesus’.%3 A close reading of the doc-
uments suggests that the reasons go beyond musical style. Aquaviva became
further inflamed through his correspondence with Francisco Cabral, a verita-
ble crusader against excesses in the church. But he was also racially prejudiced,
vehemently opposing the admission of Japanese to the Society, and even the
use of silk for Jesuit robes.%# (For his part, even Valignano, who was sympa-
thetic to ‘white skinned’ Japanese, dismissed the intelligence of the darker-
complexioned Africans, Malay and Indians.) In a letter of 1594, Cabral urged
Acquaviva to end the practice of singing Mass and the Offices in the College.®
He gave three reasons: first, that in order to sustain the tradition, a Father ora
brother of the Society was always needed as choirmaster and to teach singing,
but these were not always dependable or available, nor was it economical;
secondly, although singing was originally cultivated in order to assist in con-
version, few new converts actually came to church, and therefore music was
not making its intended impact; thirdly, singing was originally introduced to
attract faithful and honourable people to church, but this had not proved to be
the result.

All of this had little to do with music per se. By foregrounding music in
the context of missionary directives, it was inevitable that it would share the
blame for the larger failures that occurred in the missionary campaigns. What
is interesting about Cabral’s letter is that in having to justify the specific use
and expense of music, he reveals information about the Society’s mission thatis
often silenced. The discourse was normally constricted by position and station,
but when entering into a dialogue over musical issues, these authors exposed
their cultural and aesthetic beliefs.

(Re)Writing colonial history in
seventeenth-century Rome: Kapsberger’s Apotheosis

Even as the Jesuit missionary project in India no longer seemed so certain,
weeks of festivities took place in Rome following the canonisation in 1622 of
the firsttwo Jesuitsaints, Francis Xavierand Ignatius Loyola. Of the three Jesuit

62 Wicki (ed.), Documenta indica, xv: 721-2. 63 Ibid., xvi: 7.
64 Bailey, Art on the Jesuit Missions in Asia and Latin America, p. 61.
65 Ross, ‘Alessandro Valignano’, p. 347. 66 Wicki (ed.), Documenta indica, xv: 852-4.
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dramas mounted for the occasion, the most elaborate was Giovanni Girolamo
Kapsberger’s Apotheosis sive consecratio SS. Ignatii et Francisci Xaverii, a mixed-
genre propaganda piece in which a feminised India, as one of the characters,
willingly submits to the Catholic Church. Elsewhere I have examined this work
in detail from the point of view of the Other, and as an example of a gendered
colonial revisionism.%7 India’s conversion was neither total nor willing, but
Kapsberger’s drama, replete with themes of procreation and church paternal-
ism, redefines the Jesuits as conquerors and India as their progeny. It will come
as no surprise that modern Jesuit scholars see things differently. Musicologist
T. Frank Kennedy, who has produced a splendid recording and translation
of the work, proposes looking at the libretto not as a didactic tool, as many
non-Jesuit scholars — myself included - would have it, but as an affirmation of
a ‘human experience’ that addresses ‘sweeping transcultural issues that move
beyond to reconcile all people of all time*.%® But it is difficult to view it in such
idealistic and egalitarian terms, devoid of any political subtext, particularly
given the way in which the different countries represented are judged by the
Church according to their acquiescence to conversion. It seems clear that the
Apotheosis aimed to address the decaying situation in Asia by displacing those
countries that had refused Xavier’s ministrations.

By the early seventeenth century, the missionary map had been redrawn
considerably. While missionaries continued to be disappointed by Indian
resistance - particularly after the establishment of the Inquisition in 1561
that caused many Indians to flee to Muslim territory, beyond the mission-
ary perimeter — there were a number of at least symbolic victories.®® Peruschi’s
account of the Jesuit missions to the court of Akbar the Great (Abu’l-Fath
Jalal Ad-Din Muhammad Akbar (1543-1605)) at Fatehpur Sikri (near Agra) is
particularly relevant here.”® The Jesuits saw Akbar’s eventual conversion as
necessary for the Christianization of the entire Mughal Empire. But even after
lengthy visits by missionaries, and despite Akbar’s keen interest in Christian
art and liturgy (he celebrated the Feast of the Assumption in 1580-83), he
did not convert. Nevertheless, Jesuits remained at the court until 1803, and
Pastor writes of ‘twenty parishes with 70,000 Christians on the peninsula of

67 Coelho, “The Apotheosis . . . of Francis Xavier and the Conquering of India’.

68 Kennedy, ‘Candide and a Boat’, pp. 319-21. A more extensive discussion appears in his liner-notes to
The Jesuit Operas: Operas by Kapsberger and Zipoli, Ensemble Abendmusik, directed by James David Christie,
Dorian 93243 (2003). Quotations from the libretto in the present text are based on Kennedy’s translation
in the CD booklet.

69 The main targets of the Goa Inquisition were not primarily the non-converted Hindus or Muslims,
but ‘New Christians’, i.e., descendants of Iberian Jewry forcibly converted to Christianity in Spain in 1492
and in Portugal in 1497; see Boyajiyan, ‘Goa Inquisition’.

70 G. B. Peruschi, Informatione del regno et stato del Gran Re di Mogor . . . (Rome, 1597); see also Welch,
India, pp. 146-64.
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Salsette near Goa; ten in Ceylon . . . [and] another 60 parishes in Manar and
Travancore’.7*

In China and Japan, however, the Christian effort was decaying rapidly, and
the persecution and execution of Jesuits were becoming commonplace. This
might explain the hierarchy of nations in the Apotheosis, where these countries
play roles subsidiary to India. In fact, China receives a paternal scolding as being
Xavier’s ultimate destination yet unable to receive him because Xavier had died
on a nearby island waiting for a boat to complete his voyage: ‘I am denied such
glory of great praise’, China states on her entrance in Act IV, ‘as that of our
parent Xavier’s chaste bones embraced by my great blessed bosom . . . While
Xavier was trying to approach my realm, but was repulsed by unexpected death
that indeed sought to halt my progress, I have been cheated in my undertaking
to honour the sacred spoils of the deceased Father in a poor land’. Thus China,
‘cheated’by its failure to receive Xavier whowas so close to her shores, yearns for
union with the Church. But reports during the first decade of the seventeenth
century confirm the difficulty of the missionary efforts in China. Although the
Jesuit Matteo Ricciadopted Chinese customs and learnt the language, he could
count only some 2,000 conversions over 25 years of work.

Even as the Portuguese empire in India began to collapse in the seventeenth
century, however, the Colégio de Sao Paulo remained active in its use of the arts
as a source of identity and as a consolidation of Jesuit power commensurate
with the close relationships the order was forging with the popes in Rome.
The festivities accompanying the 1622 canonisation in Rome were echoed
on a lavish scale a few years later in Goa, as Pietro della Valle described in
detail.”> From his account of processions, music and drama, it is clear that
the musical austerity envisaged by Cabral and others was very much a passing
phenomenon. Moreover, the itemised College accounts for the last two decades
of the seventeenth century show regular payments for an organist, as well as for
viol and harp strings, a combination of instruments capable of accompanying
small-and large-scale genres that was used in Spanish and Portuguese churches
at home and abroad.”> But mid seventeenth-century reports attest to Goa’s
steady decline as a city and cultural centre in the face of rising competition
from the maritime expansion of the English, Dutch and French. In 1672, Abbé
Carré, visiting ‘this large and once flourishing city of Goa, could hardly find
a shadow or vestige of its former splendour’.7#+ He found no worshippers in
the Sé Catedral, nor a church open for prayer on Christmas Day, while ‘other

71 Pastor, The History of the Popes, xxvii: 147.

72 Grey (ed.), The Travels of Pietro della Valle in India, ii: 402-13.

73 Some of these documentsarelisted in Coelho, “The Apotheosis . . . of Francis Xavierand the Conquering
of India’, p. 47 nn. 62, 63.

74 Fawcett (trans.), The Travels of the Abbé Carré in India and the Near East, p. 214.
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churches, both of the parish priests and of the regulars, are ill-suited, and in
most of them the Mass and divine service are no longer sung for want of priests
and monks’.7>

Placing seventeenth-century music in this colonial context permits the cul-
tural and missionary subtexts embedded within European musical styles and
training to come into sharp focus. Music was seen as a powerful political
medium both in Europe and beyond, and it was very much part of the cultural
and political imperatives of both the Portuguese and the Jesuits. Because this
music was imposed on cultures that were bound to much older, unwritten tra-
ditions, and was used as ambassadorial and evangelical tools, studying it in the
broader context of the colonial enterprise teaches us a great deal about the role
of music in constructing and defining political, social and cultural hierarchies
whether outside Europe or, for that matter, within.
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Music and the arts

BARBARA RUSSANO HANNING

In many ways, the arts in the seventeenth century were shaped by the same
aesthetic principles that had held sway during the sixteenth: the Humanist
belief that a work of art had the ability, through imitation, to portray psycho-
logical, moral and other realities, and the power, through rhetorical means, to
make those realities present to others.* Writers from antiquity to the present
have recognised these dual goals as common to the ‘sister arts’, by which they
usually mean painting and poetry. The phrase connotes a certain rivalry that
was based on Horace’s famous dictum ut pictura poesis - as is painting so is
poetry —a comparison much discussed during the Renaissance, with the result
that painting acquired the status of a liberal art in the sixteenth century and
was deemed to deserve serious consideration equal to that given to poetry.” But
the beliefs and goals that were shared by the sister arts of painting and poetry
also propelled developments in architecture, sculpture, theatre and music in
the Renaissance and Baroque periods. In fact, early-modern writers on music,
particularly those who relied on Plato and Aristotle for their understanding
of the educational ideals of Greek culture, stressed the inseparability of music
from poetry. For our purposes, then, music was indeed one of the sister arts
and this chapter will suggest ways in which it participated, both in theory and
in practice, in the various aesthetic dialogues that characterise the age.

It may be helpful to understand these dialogues - the antithetical trends and
tendencies that mark the seventeenth century - as a series of dichotomies or
tensionswhich animated all thearts. The international style that was later called
‘Baroque’ is thus a dynamically unstable fusion of contrasts: between the real

All of the paintings mentioned in this chapter may be seen in full colour via one or more
of the virtual art galleries on the world-wide web such as <http://www.Artcyclopedia.com>,
<http://gallery.euroweb.hu> and <http://cgfa.sunsite.dk> (there are many other examples as well). Fur-
thermore, the on-line Grove Dictionary of Art (<http://www.groveart.com>) may be accessible through
university and other research libraries; here, entries on individual artists also provide links to websites
where the artist’s works are available for viewing. For Versailles and the Boboli Gardens, see respectively
<http://www.chateauversailles.fr/EN/100.asp> and <http://www.photo.net/photo/pcdo8oo/boboli-
grotta-grande-8o>.

1 On the influence of Aristotle’s theory of imitation on painting and poetry in the sixteenth century, see
Lee, Ut pictura poesis’, pp. 9-16; I discuss its influence on music further, below.

2 Lee, Ut pictura poesis’, p. 3.
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and the ideal; between high and low, serious and comic; between heroic and
prosaic, elevated and fallen; between light and dark, pleasing and disturbing;
between passionate movementand noble calm, stirring drama and still life. This
list could be greatly expanded. Among the most revealing of these dialectics is
that between the ancients and the moderns, or between classicists and innova-
tors, whose ongoing debates drew the battle-lines particularly clearly in artand
music. Other binaries that will be evoked in the discussion below include order
and disorder, action and reaction, naturalism and illusion, and drama and sta-
sis. It may be argued that these categories are overly simple and artificial; to be
sure, they are at the same time incomplete and overlapping. Some debates were
inherited from trends in the preceding age, though extended and intensified
through confrontation with new issues; others were genuinely new, spurred
by the scientific exploration and discovery unique to the new century. Never-
theless, naming and categorising these binaries helps to call attention to some
of the distinguishing features common to all of the sister arts in the period.

Ancients and Moderns

Tension has always existed between new and old, between what is deemed
au courant or fashionable and what is considered old-fashioned and dated. But
this tension became exacerbated in the debates fuelled by Humanist scholars
of antiquity in the sixteenth century and resulted in the wholesale rejection by
some writers, artists and composers of received artistic practices. Moreover,
the opposition of ‘old’ and ‘new’ took on more complex nuances because ‘old’
became equated with ‘antique’ or ‘classical’; and its qualities were championed
as ones that ‘new’ or ‘modern’ artists and musicians should adopt. In other
words, the ‘ancient’arts became privileged over the hitherto ‘modern’, perhaps
for the first time in history. In music this attitude fostered a virtual revolution
in style at the end of the sixteenth century - not only in the sound of music but
even in its very appearance on the page - from polyphonic part-music written
in individual, separate parts requiring precise coordination by the performers,
to solo song, written in score, consisting of a single melodic line with a simple
harmonic outline each needing discreet and flexible elaboration.

In his Dialogo della musica antica, et della moderna (‘Dialogue concerning
ancientand modern music’,1581), Vincenzo Galilei, father of the famous physi-
cist and astronomer Galileo, both followed the trend and set the tone for the
next century by contrasting the practices of his contemporaries with the ideals
of the ancients. Unlike the situation in the visual arts, where marble sculpture
and architecture from antiquity had been discovered and imitated during the
Renaissance, the musical practices of the ancient Greeks could only be inferred
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from written texts. Nevertheless, Galilei compared the legendary expressivity
of ancient monodic music to the intricate web of vocal polyphony produced
by the madrigal and motet composers of his time, and he found this polyphony
wanting in its ability to deliver the emotional message of the text. Invoking the
art of oratory as a model, he urged modern composers to imitate the manner
in which effective actors declaimed their lines on stage:

in what range, high or low, how loudly or softly, how rapidly or slowly they
enunciate their words . . . how one speaks when infuriated or excited; how
a married woman speaks, how a girl . . . how a lover . . . how one speaks
when lamenting, when crying out, when afraid, and when exulting with joy.
From these diverse observations . . . one can deduce the way that best suits the
expression of whatever meanings or emotions may come to hand.3

Indeed, Jacopo Peri heeded Galilei’s advice in devising a new style of singing
(recitative) specifically for theatrical purposes (in the first operas, Dafie of
1598 and Euridice of 1600); and Giulio Caccini applied similar principles to the
composition of his solo songs (in Le nuove musiche, published in 1602), complete
with a new style of ornamented singing tailored to the nuanced expression of
the words.

In music, the subject of text expression became the locus classicus for the
debate between the conservatives and the moderns. The prime example is
provided by the famous polemic initiated in the late 1590s by the Bolognese
theorist Giovanni Maria Artusi against the madrigals of Claudio Monteverdi,
including some published in the composer’s Fifth Book of 1605. Giulio Cesare
Monteverdi defended his brother Claudio’s unorthodox use of dissonance and
apparent indifference to the rules of counterpoint by appealing to the desire
for a vivid interpretation of the poetry, which in turn meant following a freer,
more casual ‘second practice’. This seconda pratica, which embodied “The Perfec-
tion of Modern Music’, distinguished itself from the traditional prima pratica -
upheld by the conservative Artusi in his commentary on the ‘Imperfections of
Modern Music’ - precisely by privileging text over music.* Monteverdiand ‘the
moderns’ believed themselves to be in agreement with ancient values, whereas
the music approved by Artusi, while ‘modern’ in chronological terms, in fact
now belonged to the conservative madrigal and motet composers (and their par-
tisans) from Monteverdi’s generation and earlier. Their works were invested
with the authority handed down in the rules of counterpoint, rather than with
the imperative of text expression. In actuality, the two styles — conservative and
modern, stile antico and stile moderno, prima and seconda pratica — coexisted well

3 Quoted and translated in Weiss and Taruskin (eds), Music in the Western World, pp. 167-8.
4 Weiss and Taruskin (eds), Music in the Western World, pp. 171-3.
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into the eighteenth century. By the mid seventeenth, the composer and writer
Marco Scacchi, in his Breve discorso sopra la musica moderna (‘Brief discourse on
modern music’, 1649), acknowledged that both styles had equal validity but
differing functions whether in the church, chamber or theatre, and that each
such location could avail itself of either style.5 The productive tension between
the two styles had already begun to dissipate.

In other fields the ‘quarrel’ of Ancients and Moderns over the extent to which
arts and letters ought to imitate or even rival Classical examples also became
an issue of conservatives versus innovators. The Moderns extolled the painter
Rubens over the Greek Apelles, the playwright Racine over Euripides, and the
thinker Newton over Aristotle, whereas the Ancients - adherents to the princi-
ples of Classicism - struggled to uphold the values of ancient art, the knowledge
of the ancient philosophers, and the themes of sacred and profane history and
mythology. One of the principal manifestations of this dichotomy in the sev-
enteenth century was the debate over ‘design’ (disegno, dessein) versus ‘colour’
(colore, couleur) in painting, which played out mostly in France, though there
were parallel camps in Italy and Spain as well. (During the sixteenth century, a
similar discussion comparing the virtues of Raphael and Titian had taken place
between partisans of Florentine design and Venetian colour; indeed, Raphael
remained the paragon for those seventeenth-century critics who upheld the
superiority of design, and hence drawing.)

The French Académie Royale de Peinture et de Sculpture (Royal Academy of
Painting and Sculpture, formed in 1648) laid down strict rules for the training
of its students which involved learning to draw by copying paintings of the
accepted masters — be they Raphael or the greatest French painter of the age,
Nicolas Poussin (1594-1665) — and by drawing figures from casts of ancient
Roman sculpture.® Through this process students were expected to learn the
proportions of the human body and to judge what was truly beautiful in nature.
The Academy’s doctrine held that design was the true basis of painting because
itappealed to the mind, whereas colour, which only appealed to the eye, was of
lesser importance. Poussin, who had settled in Rome where he was inevitably
surrounded by antique sculpture, went so far as to fashion miniature statues in
clay, arranging them in a three-dimensional diorama in preparation for paint-
ing his history canvases.” This method of working is reflected in the ‘stagey’
poses and gestures of some of the figures in his The Rape of the Sabine Women or
The Judgement of Solomon, for example. The anti-Poussinistes, the partisans of

5 Bianconi, Music in the Seventeenth Century, pp. 47-8.

6 This paragraph is largely based on Blunt and Lockspeiser, French Art and Music since 1500, pp. 17-18.

7 Adetailed description of Poussin’s working method is given by his contemporary biographer, Joachim
von Sandrart; see Pace, Félibien’s Life of Poussin, p. 25.
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colour, proclaimed theirallegiance to Peter Paul Rubens (1577-1640),a painter
of Flemish origin who achieved enormous success as both painter and diplomat
atthe courts of Italy, the Netherlands, England and Spain. The Rubénistes chal-
lenged the supremacy of ancient sculpture and argued in favour of colour, light
and shade, which they deemed capable of producing a more complete imitation
ofnatural objects than drawing alone. Rubens’s The Rape of the Sabine Women and
The Judgement of Paris provide interesting comparisons with Poussin’s paintings
on the same or similar subjects.

Order and disorder

The seventeenth century was one of taxonomies, of ordering and objectifying
everything from the passions of the soul (as in the case of Descartes, discussed
below) to the senses of the body (as in Giambattista Marino’s image-oriented
verse, which names long lists of objects and describes in exquisite detail things
seen, heard, tasted etc.). But an opposing current also surfaced, the liking for
an arranged disorder, not exactly chaos but something that had the semblance
of spontaneity, or indeed grew out of a practised improvisation.

The penchant for order has already been suggested by the classification of
musical styles and functions mentioned above. In the preface to his Eighth
Book of madrigals, the Madrigaliguerrieri, et amorosi (‘Madrigals of warand love>,
1638), Monteverdi tried to summarise the musical conventions at his disposal.®
There was a staggering array of options, including the relaxed, moderate and
excited styles (molle, temperato, concitato); the ranges of the voice (bassa, mezzana,
alta) that connote different affections (umilta, temperanza, ira, i.e., humility,
equanimity, anger); and the various functions of secular music (chamber,
theatre, dance) that may be couched in any one of a number of musical lan-
guages. Monteverdi also divided the collection into canti guerrieri and canti
amorosi, and he further identified some pieces as being in the genere rappre-
sentativo. It was as though he needed to make sense for himself and for oth-
ers of the bewildering variety in this book and in his previous collection, the
Seventh Book of 1619, which was a jumble of madrigals and other types of song
(altri generi de canti) for one, two, three, four and six voices with continuo, all
gathered under the rubric Concerto.

We find similar tendencies in instrumental music, too: the ordering of dances
into suites and of suites into tonal cycles (see, for example, Denis Gaultier’s La
rhétorique des dieux of 1652), or the regular patterning of movements (slow-fast-
slow-fast) into sonatas and the grouping of sonatas into collections for church

8 Hanning, “‘Monteverdi’s Three Genera’, pp. 146-9.
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or chamber (compare Arcangelo Corelli’s opp. 1-5). There were centripetal
forces that held pieces together, such as ostinato basses, underlying harmonic
patterns, recurring tutti sections; and centrifugal forces that pushed them apart,
such as the improvisational impulse behind a stream of fantasy-like sections in
a toccata or canzona, or the expansion of a series of such divergent sections
into the separate movements of a sonata. Eventually, such antipodal elements
were acknowledged and codified into pairs of contrasting pieces: toccata and
fugue, allemande and courante, sarabande and gigue, or even - in vocal music -
recitative and aria.

The dichotomy between orderand disorder, control and freedom, is also mir-
rored in the architectural forms of the century and in their ancillary manifesta-
tions, such as landscape design. On the one hand, the gardens at the royal palace
of Versailles show the rhythm and order of classicism, with symmetrically posi-
tioned forms and fixed modules. On the other, the grottoes and grotteschi of
the Boboli Gardens behind the Medici’s Palazzo Pitti in Florence reveal the
irregular forms and surprising shapes of Bernardo Buontalenti’s (1531-1608)
fanciful imagination. Buontalenti was also a set designer and director of the-
atrical productions at the Florentine court who created special machinery for
transformation scenes and other spectacular effects on stage. The nobility must
have delighted in such escapist retreats as these cool, man-made caverns, anti-
dotes to the grandly magnificent, carefully patterned open spaces that publicly
symbolised their owner’s centrality and importance in the universe. But just as
every extreme may be seen to harbour within it the seeds of its opposite, so, too,
does the formal landscape of Versailles — with its tree-bordered alleys, canals,
and geometrical terraces punctuated by sculptures and fountains - contain its
antithesis, the Petit Trianon. Like the Boboli Gardens’ grottoes, this is a private
park within a park, where Marie Antoinette later played at being a shepherdess
in less artificial, more ‘natural’ surroundings.%

In Jacobean and Caroline England, there were the court masques and anti-
masques of Ben Jonson (1572-1637) and others. Antimasques were antic or
grotesque interludes and, as such, served as disintegrating forces that con-
trasted with the formality of the masque and resorted to comedy, personal
satire and topical allusion: “The antimasque world was a world of particularity
and mutability - of accidents; the masque world was one of ideal abstractions
and eternal verities’.*° Jonson himselfcredits Anne of Denmark, Queen Consort
of James I, with the idea of including a ‘foyle, or false-Masque’ in The Masque

9 About gardens in this period, see the brief section in Bazin, The Baroque, pp. 306 ff.
10 Orgel, The Jonsonian Masque, p. 73.
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of Queenes that might precede her own grand masquing dance. Antimasque
elements continued to exert strong influence on the Restoration stage, as the
witches in Purcell’s opera Dido and Aeneas (1689) attest.

One of Jonson’s disciples in poetry was Robert Herrick (1591-1674), who
published his collection Hesperides just months before the execution of Charles
Iin 1649.Itincludesa tellinglittle poem in praise of feminine disarray, in which
women’s dress is but a means of exploring the relationship between nature and
art. Delight in Disorder opens with the couplet

A sweet disorder in the dress
Kindles in clothes a wantonness.

After succinctly describing the attributes of certain carelessly worn items such
as shawl, petticoat, ribbon and shoestring, Herrick concludes that these articles

Do more bewitch me than when art
Is too precise in every part.

In a footnote to ‘precise’, the modern editors of this poem point out that the
word was used satirically to describe the Puritans - their name itself signifying
disparagement - who were of course responsible for the king’s downfall.**
But Herrick’s Delight in Disorder also conjures up the swirling folds of drapery
on Bernini’s statue of The Ecstasy of St Teresa (see below), whose disarray is
suggestive not of ‘wantonness’ but, rather, of turbulent emotion.**

Motion and emotion, action and reaction

Expressing emotion was at the core of the Baroque aesthetic, and emotion was
a function of motion. The dynamic movement so characteristic of the painting
and sculpture of the seventeenth century has its parallels in the active bass
lines so typical of its music. These, in turn, could be linked to what modern
scholars have called the Doctrine of the Affections (Affektenlehre) that, so it is
argued, influenced all the arts of this period. Given the Aristotelian notion that
human nature in action is the proper object of imitation among artists, the sister
arts had each come to be regarded as capable, through imitation (nimesis), of
representing or expressing the emotions, and therefore of moving or affecting
one’sactions or behaviour. Aristotle’s theory about how this happens in music
was best stated in his Politics (viii: 5.1340a):

11 See Abrams and Greenblatt (eds), The Norton Anthology of English Literature, i: 1646.
12 The comparison is suggested by Praz, Muemosyne, pp. 120-21.
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Rhythm and melody supply imitations of anger and gentleness, and also of
courage and temperance, and of all the qualities contrary to these, and of the
other qualities of character, which hardly fall short of the actual affections, as
we know from our own experience, for in listening to such strains our souls
undergo a change.'3

These ideas on emotional arousal were further strengthened by the scientific
discoveries of the era. Galileo’s observations through the telescope, and his
deductions from the laws of mathematics and physics, had demonstrated that
thesensesaswellasreason were instruments forlearning.*4 Placed in the service
of human knowledge, then, eye and ear could certainly be conduits through
which to influence emotions and behaviour. A new emphasis on the sense of
hearing, in fact, may account for the sudden plethora of paintings that include
musical instruments - as signs of the ear’s potency - in the seventeenth century.

By the middle of the century the mathematician and philosopher René
Descartes announced, via the publication of his treatise Des passions de Pdme
(‘On the passions of the soul’, 1649), that he had located the actual seat of the
passions in the human body.'> At that point, the hypothetical link between
the senses and the soul became a reality because the soul, having a corporeal
presence in the body, could be affected via sensory perceptions conveyed there
by the movement of the ‘animal spirits’. Descartes’s treatise set forth in all its
mechanistic simplicity the principle that had been lurking behind theories of
the affections since the late sixteenth century: for every action in the physical
universe there is an equal and opposite reaction; and for every motion stimulat-
ing the human body there is a resultant emotion evoked in the soul. Action and
reaction, motion and emotion - these words underlie the basic imperative of
the sister arts in this period and help to explain the mimetic resolve to move
the emotions and stir the passions.

Painters of this period frequently concentrated on subjects involving physi-
cal action and psychological reaction. The Boy Bitten by a Lizard (c. 1597) painted
by Michelangelo Merisi da Caravaggio (1573-1610) should be called ‘Boy Being
Bitten...’because it captures the precise momentat which the youth’s finger is
pierced by the reptile emerging from the vase of flowers and fruit. (Of course,
the titles themselves were often bestowed on paintings retrospectively and
are usually merely convenient descriptions of the subject or action depicted.)
But Caravaggio is interested in the reaction as well as in the action, and he
depicts the boy’s face contorted in painful surprise, his arm straining to pull

13 The Works of Aristotle, x: Politics, trans. B. Jowett (London, 1952).

14 The son of a musician (see above), Galileo himself'had a lively interest in the arts; see Panofsky, Galileo
as a Critic of the Arts.

15 The relevant passages are given in Weiss and Taruskin (eds), Music in the Western World, pp. 212-17.
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away from the source of the pain. Another example is Artemisia Gentileschi’s
powerful Judith Slaying Holofernes (c. 1620), in which Judith is shown decap-
itating her victim and in the same instant recoiling with loathing from his
gushing blood. It is telling that the first operas were also about a single signif-
icant action (often merely narrated) and the reactions prompted thereby, be it
Apollo’s response to the metamorphosis of Daphne, or Orpheus’ to the death of
Eurydice.

In music, a motion intended to represent and ultimately stimulate an emo-
tion could be encoded in many ways, the most obvious being by means of
rhythm. For example, the rapid repetition of a pitch, often in semiquavers as
in Monteverdi’s concitato genere, was appropriate for bellicose, heroic or angry
sentiments or actions because it mimicked the agitated or excited utterances
of someone in the throes of those emotions. Decades before he actually coined
the term in the preface to his Madrigali guerrieri, et amorosi (1638), Monteverdi
had already imitated the accents of such speech in his treatment of some lines
in the Lamento d°Arianna (from the opera Arianna of 1608). Here, the aban-
doned heroine’s long monologue ranges over a broad gamut of emotions, but
in the fourth section, overcome with rage at Theseus’ desertion, she rails at
him in semiquavers, virtually spitting out the syllables in a torrent of unbridled
emotion. But motion could also be encoded in a series of pitches, such as the
doleful descending tetrachord of the opening phrase of Dowland’s Lachrimae
pavan or the ground-bass of Monteverdi’s Lamento della ninfa (‘Lament of the
nymph’) in his Eighth Book, in which the drooping four-note figure captures
the quintessential gesture of sorrow. As such, it has been called an ‘emblem of
lament’.16

In this period, emblems were simple designs or images accompanied by an
explanatory motto or description; both the image and the text were intended
to convey a moral lesson or to represent a real or abstract truth in the form
of a coded message. The first collections of emblems, an artistic genre that
came to be known as emblem books, appeared during the sixteenth century
and were related to the fashionable idea of ut pictura poesis. With the help of the
printing press, they proliferated at an enormous rate during the seventeenth
century, in keeping with that era’s proclivity for naming and classifying all
things knowable. Thus there were emblems that depicted images of the gods,
and others that allegorised earthly pursuits, some that personified virtues and
vices, and still others that represented human passions and affections. More-
over, the emblem book also satisfied the age’s desire for the union of sense and
reason in art by joining the visual and the verbal, the picture and the word.

16 Rosand, “The Descending Tetrachord’.
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Giambattista Marino (1569-1625), perhaps the poet who had most influence
in the seventeenth century, eloquently described the symbiotic relationship
of painting and poetry in this way: ‘one imitates with colours, the other with
words; one imitates chiefly the external, that is the features of the body, the
other the internal, that is, the affections of the soul; one causes us almost to
understand with the senses, the other to feel with the intellect’.'” Although his
remarks are not specifically about the emblem, they do help to elucidate the
peculiar efficacy of that device, stemming from its fusion of icon and word. To
pursue Marino’s line of thought, a musical emblem, then, is one that imitates in
sound, with or without words, a bodily feature (or gesture) and/or an affection
of the soul. This causes a feeling or emotion, such as grief or lament, to be
‘understood through the senses’, in this case, hearing.

Among other things, emblem books were intended to be useful to artists
and poets alike, providing a source of suggestions for depicting all manner of
subjects. They generated, in effect, a lingua franca of symbols in the arts. They
influenced the description of emotions and their bodily expressions in treatises
on painting, such as Charles Le Brun’s Méthode pour apprendre a dessiner les pas-
sions proposée dans une conférence sur Pexpressiongénérale et particuliere ‘Method of
learning to draw the passions as proposed in a lecture on expression in general
and in particular’, 1698), wherein the author renders a variety of emotions -
anger, fear etc. - both in minute verbal descriptions and in drawings of the
corresponding facial expressions.'® Although not published until late in the
century, Le Brun’s treatise mirrors the practice of artists such as Poussin, who
selected his poses and gestures to express the feelings of the participants caught
up in the momentous events of his history paintings. If Poussin’s figures at
first seem artificial or their poses stilted - for example, in his Israelites Gathering
Manna in the Desert — we must remember that he was telling the story with-
out the benefit of words and must therefore have felt the need to exaggerate
the gestures and actions in emblematic fashion in order that the viewer might
easily recognise ‘those who are languishing from hunger, those who are struck
with amazement, those who are taking pity on their companions’ and so on.*9
On another level, Poussin’s treatment of the executioner in his Massacre of the
Innocents parallels the personification of Choleric Temperament - the most vio-
lent of the four temperaments - in Cesare Ripa’s Iconologia (1603), one of the
earliest and most widely circulated of the emblem books: ‘Pacing menacingly
about is a muscular, half-naked man with wild hair and an angry expression

17 The quotation is from the first essay of Marino’s Dicerie sacre (Vicenza, 1622); see Hagstrum, The Sister
Arts, pp. 94-100.

18 Excerpts appear in Holt, A Documentary History of Art, ii: 159-63. The drawings are printed there as

fig. 7, following p. 186.
19 Blunt, Nicolas Poussin, p. 223.
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on his face . . .> Ripa’s description further relates that the choleric has a flame
emblazoned on his shield and gives off a great deal of heat when enraged, a
connection which Poussin perhaps makes by draping the naked torso of his
executioner in red.>®

Seventeenth-century poetry included a pictorialist tradition that was closely
related to the emblem. Marino’s interest in painting reveals itself prominently
in all his poetry - his epic poem Adone (1623) is consciously imagistic, with
its long and virtuosic descriptions — but the most obvious expression of this
interest was his collection of iconic poetry published under the title La gal-
leria del Cavalier Marino (1620).** Emulating the art galleries he saw in noble
houses and royal palaces in Italy and France, he created a series of brief poems
on individual paintings, such as Caravaggio’s The Head of Medusa or Titian’s
Magdalene. But these poems are more than mere descriptions of the works to
which they correspond; instead they respond verbally and autonomously to
the emotion graphically expressed by the painting - raw horror in the case of
the unseeing, open-mouthed, detached head of Medusa, or contrition in the
sweet face of the penitent prostitute — and re-present that emotion poetically.
In effect, they are verbal emblems which cause us ‘to feel with the intellect’ just
as their visual counterparts cause us ‘to understand with the senses’. Marino’s
poetry and his claims for the interrelationship of the arts exerted a powerful
influence on Poussin, who spent many years in Rome, as well as on English
poets such as John Milton (1608-74).

In England, the popularity of emblems spawned a generation of ‘emblematic
poets’ like George Herbert, whose sole collection of iconic poems, The Temple
(1633), is in effect a denuded emblem book (that is, without the accompany-
ing engravings). Many of its poems contemplate a single image (“The Altar’) or
emotion (‘Affliction’), and some actually take the shape of the image evoked
by the subject: the verses of ‘Easter Wings’, for example, first decrease and
then increase in length, resulting in a butterfly shape that outlines a pair of
wings.>> In a still different way, John Milton’s companion poems L’Allegro
and Il Penseroso elaborate the concept of the emblem.?3 Their Italian titles,
alluding to the humoral theory of the ancients as well as to the emblematic tra-
dition that helped sustain it, name respectively the sanguine, cheerful person
and the melancholy, contemplative one. In presenting the contrasting qual-
ities or temperaments personified by these characters, Milton not only cel-
ebrates their different values and lifestyles but also renders a psychological
portrait of each. The scholarly and introspective Penseroso forms a convincing

20 See Plate 107 in the facsimile of the Hertel Edition (1758-60) of Ripa’s Iconologia (New York, 1971).
21 Hagstrum, The Sister Arts, pp. 100-104.
22 The Norton Anthology of English Literature, i: 1595-1615. 23 Ibid., i: 1782-90.



122 BARBARA RUSSANO HANNING

poetic counterpart to Diirer’s famous engraving of Melancholy. But Milton’s
verbal portraits are even more closely related to the seventeenth-century
character-book, a genre distantly inspired by the Greek writer Theophras-
tus. Characters, or verbal sketches describing general types of persons and
behaviour, are close cousins of the emblem and succeed it in the conduct-
literature of the period. Perhaps the most famous example is Thomas Over-
bury’s Collection of Characters (1614), which included his own witty poem,
A Wife.24

Understanding how emblems and characters encoded an affection or repre-
sented a particular temperament sharpens our appreciation for the great por-
trait painters of the century, such as Rembrandt (1606-69) and Anthony Van
Dyck (1599-1641). Similarly, the increasing respect for pictorial expressivity
is reflected in the phenomenal success of Van Dyck in seventeenth-century
England: his early self-portraits proclaimed him to be a refined genius and
gentleman cavalier - rather than a prosaic craftsman from Antwerp - thus
prophesying the knighthood he would eventually receive from Charles I.
He created a new type of royal portrait which minimised the defects of
nature without falsifying them, and which imparted to his subjects a relaxed
air of dignity and instinctive sovereignty by their graceful, almost casual
elegance.?

In discussing portraiture we may seem to have digressed far from the music
of the period, yet the aria, a set-piece which evolved towards the middle of
the century along with Venetian opera, was effectively a type of portraiture.
Its subject, however, was not the physiognomy of a particular character but,
rather, the affections of the person’s soul, which were revealed when whatever
events or psychological developments leading to that point in the drama called
for the character to react in song. One function of the aria was precisely to stop
the action and allow the listener to perceive and be moved by the psychological
state or emotions of the personage represented by the singer. To this end,
composers developed an emotive vocabulary - a musical lexicon of motives and
figures that communicated and then evoked those emotions in the listener with
some particularity. Arias became in effect a series of emblematic elaborations,
each of a different passion - rage, lament, desire, joy etc. — with each passion
associated with a certain set of musical attributes, much like the gestures and
colours that conveyed expression in painting. Action and reaction, motion and
emotion - these are the dialectic agencies that are common to the sister arts of
the period and summarise their modus operandi.

24 Reprinted as The Overburian Characters, ed. W. J. Paylor (Oxford, 1936); see Braider, Refiguring the
Real, p. 132.
25 Levey, Painting at Court, pp. 124-33.
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Naturalism and illusion

Painting and poetry were united by their common ability to achieve
verisimilitude: to give a convincing representation of the truth was as impor-
tant a goal for the Baroque artist as it had been through antiquity and the
Renaissance, and music was not exempt. In a way, the innovations already dis-
cussed of both Monteverdi in music and Rubens, his contemporary, in painting
were directed towards this same artistic purpose, naturalism: they both imi-
tated, represented and enhanced their ‘texts’, the one by way of unorthodox
dissonances and similar harmonically ‘colourful’ devices that rendered the text
more convincing, and the other by way of colour, light and shade, which, for
their proponents, were more effective than design in rendering a subject in a
more convincing fashion.

In music at the beginning of the seventeenth century, the new stile rappre-
sentativo (the ‘representative’ or ‘representational’ style) promulgated by the
early opera composers may be seen as a manifestation of naturalism. This is
especially true of recitative, that species of the stile rappresentativo which most
partook of the goals of naturalism because it imitated speech, which, in turn,
was presumed to be (along with gesture) a natural means of human commu-
nication. Recitative was opera’s most radical innovation because it sought to
eradicate altogether the distinction between speaking and singing, between
words and music, between nature and art. It did so by synthesising the two
elements into an inseparable whole, creating a language which was sui generis -
more than speech but less than song, as Peri explained it - a language able to
communicate simultaneously to both mind and body. Furthermore, the new
style of solo song, of which recitative was only the most extreme example, was
cultivated as a spontaneous vehicle for imitating, expressing and arousing the
emotions, emotions that inhere in the rhythmic patterns and melodic inflec-
tions of the ‘natural’ voice. (Recall Galilei’s admonition to composers to learn
about good text expression by listening to actors declaim in the theatre.) Sim-
ilarly, it is no accident that the earliest protagonists of opera - the gods and
demigods of the first pastoral plays to be entirely sung - were chosen because
singing was in their very nature: Apollo, god of music, and Orpheus, legendary
musician and Apollo’s offspring, who by virtue of his powerfully eloquent lyre
was able to retrieve Eurydice from the Underworld. At least initially, then, the
musical style of opera, the art form par excellence of Baroque Europe, steadfastly
pursued a naturalistic course, even while at the same time its elaborate sets and
stage machinery embraced the conventions of illusion.

However important verisimilitude was as an artistic goal, truth nevertheless
had to be tempered by beauty, especially for certain classicising academicians
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who believed in modelling their work on previous works of art judged to be
near perfect, rather than copying directly from nature in the raw. Poussin, for
example, sought to render an idealised abstraction, a beauty superior to any-
thing in nature. It is not surprising, then, that some seventeenth-century art
critics reacted adversely to the style of Caravaggio, who pioneered so aggres-
sive a naturalism that his works were seen as vulgar, lacking in decorum, and
somehow indecent in their realism. His Death of the Virgin, now in the Louvre,
was pronounced unacceptable because the figure of the Madonna ‘imitated too
closely the corpse of a woman®.2® Caravaggio rejected graceful invention for its
own sake, and instead sought to enhance the expressive content of his paint-
ings by forcefully contrasting light and dark, by merging his subjects with their
environment, and by generally sacrificing clarity and explicitness of form to
pervasive, disturbing and disruptive emotions. In addition to the works already
cited (Boy Bitten by a Lizard, The Head of Medusa), examples include The Musicians,
David and Goliath,and The Cardsharps. His themes were notalways elevated ones:
Caravaggio was also drawn to representations of street life, including drunken
brawls, gambling dens, and young men carousing with prostitutes.

Among the many artists influenced by Caravaggio was the court painter,
Diego Veldzquez (1599-1660), who not only produced intimate portraits of
the Spanish royal family but also chronicled (in works called bodegones) a sub-
heroic world of vernacular experience, of humble subjects pursuing ordinary
activities, in the ultra-realistic manner popularised by Caravaggio. Dutch paint-
ing in the seventeenth century experienced a ‘golden age’, partly as a result of
the Italian influence exercised by Caravaggio and his followers. Among other
Netherlands artists, Rembrandt adopted various features of the style: the magi-
cal dark brown and golden hues of many of his paintings, known as ‘tenebrism’,
and his concern for naturalistic detail both stemmed from Caravaggio.?” Justas,
in music, Monteverdi had made the irregular use of dissonance acceptable for
expressive purposes, disturbing the smooth surface of the art of counterpoint
with crude ‘imperfections’, so too did Rembrandt make ugliness acceptable in
art by choosing models from among the most ordinary and coarse specimens
of humanity and daring to show them as they were, even if marred by warts
and wrinkles (as in his own self-portraits).

The vogue for naturalism in painting led to the ‘art of genre’, a type of sub-
ject in which Northerners excelled. For example, the Dutch master Jan Steen
(1626-79) produced hundreds of tavern scenes, ‘merry companies’, brothel

26 Thecommentwas made by Giovanni Pietro Bellori(1613-96),one of Caravaggio’s greatestdetractors,
who wrote a biography of the artistamong many others (Le vite de’ pittori, scultori ed architetti moderni, 1672);
quoted in Enggass and Brown (eds), Italy and Spain, p. 76.

27 Braider, Refiguring the Real, pp. 199ff.
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settings, musical gatherings, village fairs, and the like. Steen himself was a tav-
ern keeper,and his canvases are painstakingly peopled - indeed, teeming - with
characters from all walks and conditions of life, captured in contrasting states of
hilarity and dejection, drunkenness and sobriety, brawling and trysting, play-
ing and working, as they register the multifarious, unexpurgated and (despite
painting’s proverbial muteness) noisy experience of their world. Governed by
conventions roughly corresponding to those of comic drama, which also came
into its own during this period, Steen’s art is diametrically opposed to that of
history painting and the ideal, illusionist world portrayed by Poussin, or by
the tragedies of Corneille and Racine, which in turn resemble the exalted and
artificial universe of Lully’s stage works or of Italian opera seria. And Steen’s
Characters (with an uppercase ‘C°), although stereotypes of fallen humanity
who in some settings readily evoke the Parable of the Prodigal Son, are a far
cry from the noble heroes of the Bible, or the enduring valiants of mythology
and epic poetry.?® Take, for example, his Doctor Feeling a Young Woman’s Pulse
or his numerous variations on the theme of the Merry Company.

The pursuit of naturalism led inevitably to the Baroque cultivation of illu-
sion. These terms are not contradictory: in achieving verisimilitude the artist
deceives the audience into believing that it is observing nature when of course
itisseeing only a representation of nature (a marble sculpture painted into a fic-
tive landscape) or hearing only a representation of mournful speech (a lament
on the operatic stage). These conventions of illusion go hand-in-hand with
the concept of meraviglia (the marvellous, the unexpected, the extraordinary),
which the Baroque artist must discern in nature and then reveal to the viewer,
even while outdoing nature by creating something new. In Baroque literature,
meraviglia is also frequently equated with the kind of response aroused by the
artist’s or poet’s virtuosity or technical prowess. When Marino says ‘del poeta
il fin la meraviglia> (“The aim of the poet is the marvellous’), he means that
a successful poem should elicit wonder and delight, making people marvel at
the poet’s wit (broadly defined as virtuosic ingenuity) or, by extension, at the
artist’s impressions of beauty, and the dramatist’s flashes of insight.?® Thus
meraviglia is the hidden operative in the complex relationship between nature
and art, and between art and illusion.

Drama and stasis

The seventeenth century was the Golden Age of European drama, beginning
with William Shakespeare (1564-1616) and closing with Jean Racine (1639~
99). Butitwasalso an age in which the doctrine of the sister arts, ut pictura poesis,

28 Ibid., pp. 135ff. 29 See Mirollo, The Poet of the Marvelous, pp. 117-18.
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reached its consummation in opera, where painting, poetry and music (not to
mention other arts) were united. The theatre, being both a visual and a literary
mode of representation, was the perfect medium for the ‘speaking picture’,
while the new proscenium-arch stage (in the Venetian opera-houses, for exam-
ple) created a picture-plane that transformed the dramatic scene intoasounding
image. At the same time, Baroque painting and sculpture became intensely and
explicitly theatrical; along with music, they shared theatre’s rhetorical status
as a kind of show, a rappresentazione, designed to move and persuade their
beholders.3° Roger de Piles (1635-1709), one of the most influential art theo-
rists of the century, was unequivocal in this matter: ‘One must think of painting
as a kind of stage on which each figure plays its role’.3* Elsewhere he tells us
that the ‘principal end’ of the painter is ‘to imitate the mores and actions of
men’.3* The first opera composers had said as much for music. And at the very
beginning of his career, Descartes, taking the physical world as his starting
point, had begun his treatise on music with a revolutionary definition: “The
object of music is sound’, he says (my emphasis),and not number, as Renaissance
theorists had believed: ‘Its end is to delight and move the affections in us’.33 By
adopting rhetorical goals, the sister arts had all, each in its own way, become
dramatic.

The theatricality of Baroque art is compounded by the tendency in the sev-
enteenth century for art to contemplate itself. Painters often portrayed art
within art: statuary, architecture, musical instruments, even other paintings -
all are richly represented, suggesting that the exaltation of art was an impor-
tant theme. Perhaps this phenomenon was a reaction on the part of Counter-
Reformation Europe to the Protestant attack on sacred images in particular,
and to the condemnation in some quarters of painting, music, and the stage in
general.34 Not confined merely to painting, examples of such self-reflection
abound in and across all the arts: Dryden’s odes to St Cecilia are a poetic
testament to the power of music; Bernini’s marble sculpture of The Ecstasy of
St Teresa places the Spanish nun’s private vision of her mystical union with the
heavenly bridegroom before a fictive, almost voyeuristic audience; and Mon-
teverdi’s Lamento della ninfa transforms the traditional texture of a polyphonic
madrigal into a dramatic scena that unfolds within the framework of the piece.

30 Braider, Refiguring the Real, pp. 151fF.

31 From Abrégé de la vie des peintres (1699), quoted in Braider, Refiguring the Real, p. 156.

32 From Cours de peinture par principe (‘The principles of painting’, 1708), excerpts of which appear in
Holt, A Documentary History of Art, ii: 176-86.

33 See his Compendium of Music, which deserves to be better known. Written in 1618, it was Descartes’s
firstscholarly discourse but remained unpublished until 1650, after his death; there isan English translation
by W. Robert in “Musicological Studies and Documents’, 8 (American Institute of Musicology, 1961).

34 Hagstrum, The Sister Arts, p. 204 1. 55.
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These last two examples are particularly instructive because in each of them
the work itself, in effect, becomes the stage.

The Lamento della ninfa, probably written in the 1630s, is a kind of proto-
cantata. The central section, a trend-setting lament for female voice and con-
tinuo, iscomposed overarelentlessly repeating four-note ground, suggestive of
an emblem in that its stepwise descent through a minor tetrachord (from tonic
to dominant) connotes a mournful gesture (see above). But what is remarkable
here is that this section is framed by a trio of male voices that sets the stage for
us by drawing back the curtain, as it were, to reveal the disconsolate nymph
and, as her lament progresses, by commenting on her plight. Like onlookers at
a theatrical performance, the trio functions as an audience placed on the ‘set’,
serving to draw our attention to the main ‘action’, taking on the role of narra-
tor and choral commentary, and highlighting the nymph’s emotional distress.
Thus, Monteverdi’s work unfolds to our ears and under our contemplative gaze
at the same time as the nymph spins out her complaint to the attentive ears and
watchful gaze of her male observers. As with Bernini’s The Ecstasy of St Teresa
(discussed further, below), Monteverdi’s nymph is at once the subject and the
object of art within art. (In the text excerpted here, the words in italics are sung
by the male trio, the rest by the solo female voice.)

Non havea Febo ancora Phoebus had not yet
recato al mondo il di brought daylight to the world
ch’una donzella fuora when a maiden emerged

del proprio albergo usci. from her dwelling place.

Amor, dicea, il ciel Love, she said, skyward
mirando, il pié fermo, gazing, her feet arrested,
Amor, dov’e la fe Love, where is the faith
che ’l traditor giuro? that the traitor promised?
Miserella . . . Unhappy maid . . .

The notion of the theatrical extended even to the city and its physical spaces.
Rome in effect provides the backdrop for the art of Gianlorenzo Bernini (1598-
1680), the outstanding sculptor of the century. In addition to St Peter’s Basilica,
and fountains, piazzas and sculpture all over the city, he designed a side chapel
within the church of Santa Maria della Vittoria at the request of the Cornaro
family that was to be dedicated to St Teresa of Avila.3> The commission gave
Bernini the opportunity not only to create a sculptural group as the chapel’s

35 Wittkower, Gian Lorenzo Bernini, pp. 24-6. A famous essay by Mario Praz (‘The Flaming Heart:
Richard Crashaw and the Baroque’, in Praz, The Flaming Heart, pp. 204-63) juxtaposes Bernini’s sculpture
with an iconic poem by the Englishman Richard Crashaw (‘The Flaming Heart upon the Book and Picture
of the Seraphicall Saint Theresa’), who may or may not have known Bernini’s version.
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altarpiece, but also to plan the details of its setting, which he fashioned as
though it were a theatrical performance. The figures of St Teresa and the angel
enact her mystical vision above the altar, bathed in the warm glow emanating
from the chapel’s hidden window of yellow glass above them - an architec-
tural feature contrived to throw a ‘spotlight’ on the scene. Bernini stunningly
reinforced the theatrical aspect of the tableau by depicting members of the
Cornaro family seated high along the side walls of the chapel, on the same hor-
izontal plane as the statue, in pews that resemble theatre boxes, as though they
were attending a command performance of this dramatic mystery. Like the
male trio in Monteverdi’s Lamento della ninfa, the images of the Cornaro family
here function as a surrogate audience, and by identifying with these onlookers,
we are drawn in, physically and emotionally, to contemplate St Teresa, who is
both the object of our gaze and the subject of her own dramatic vision, and
thus, once again, an example of art within art.

The passionate movement implied by the swirling drapery of Bernini’s
statue and the relentless motion of the ground bass in Monteverdi’s madrigal
have their antithesis in the beautiful stillness and meditative quality of other
seventeenth-century works. Poussin’s output remains unusual by exhibiting
both these opposing traits: overwhelming dramatic power, in keeping with
the heroic magnification of his history paintings; and restrained lyrical intro-
spection, expressed in his pastoral subjects (such as Et in Arcadia ego, ¢. 1655).
However, the artist whose works most obviously make stillness an expressive
virtue is Johannes Vermeer (1632-75), who excelled in the ‘art of describing’
that was so characteristic of his Dutch countrymen.3® Most famous for his
small-scale interior scenes, Vermeer captured the intimate details of quotidian
existence. But unlike the ‘noisy’ and boisterous canvases of his contemporary,
Jan Steen, Vermeer’sare quiet and understated observations of inconsequential
activities that nevertheless unveil a universe of concrete reality. By turning a
magnifying lens on the most ordinary of genre settings, he makes looking the
Cartesian equivalent of thinking: his world exists because he pictures it.37 At
the same time his graceful meditations invite us to contemplate the deeper
meaning of the reality he so skilfully portrays.

The Music Lesson isa case in point. Presumably, itbelongs toa genre associating
music with courtship that was popular during the seventeenth century. A well-
dressed young woman, her face reflected in a mirror, stands in a beautifully
lit and windowed room in the presence of a gallant gentleman, who observes
her fromarespectful distance. The meticulously rendered keyboard instrument

36 The phrase is the apt title of a book by Alpers, The Art of Describing.
37 Braider, Refiguring the Real, p. 189.
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which the woman appears to be touching, with her back to the viewer, is exactly
like a virginal made by the famous Ruckers firm in Antwerp. Its open lid reveals
the inscription Musica letitiae comes . . . medicina dolorum (‘Music is the companion
of joy . . . and the remedy for sorrow’). Another musical instrument (a viol)
and an empty chair in the middle of the room’s marble-tiled floor suggest the
possibility ofaduet,and henceacourtship. Butasinso many Vermeer paintings,
there are several mysterious elements that remain indecipherable, despite the
governing conventions and intellectual assumptions of Dutch art in general.
What is the relationship between the man and the woman at the virginal: is he
her teacher, her suitor, or both? What are we to make of the disparity between
the ‘real’ woman, visible only from the back, and the reflection of her face,
held at a different angle, in the mirror? How can we reconcile the precision
of Vermeer’s descriptive art to the distortion of this reality? What bearing
should the inscription have on our interpretation of the painting: do the words
deepen or merely extend the painting’s meaning? What is the significance of the
presence of musical instruments: are they a variation on the topos of art within
art, or do they symbolise the power of the sense of hearing? And if the latter,
do they exalt music as domestic harmony or denigrate it as fleeting pleasure?
These questions may be unanswerable, but the mere fact that we can pose them
demonstrates the participatory nature of artistic contemplation in this period.
The contrast between the dramatic and heroic on the one hand and the
introspective and intimate on the other parallels the difference in seventeenth-
century musical developments between, say, the grand concerto, exemplified
by the Venetian polychoral motet, and the small-scale concerted motet or vocal
chamber piece written by Italian and Lutheran composers; or between opera
seriaand the chamber cantata. Although the last two wentin separatedirections,
they both promoted and harboured within them the same formal structure that
became the musical epitome of static introspection: the da-capo aria of the late
seventeenth and early eighteenth centuries. With its rounded form, minimal
text,and unified content, the da-capoaria by itsvery nature is expressively inert.
Like a Vermeer painting, it circumscribes a finite and static world, one in which
nothing ‘happens’ except for the depiction of a solitary, unremarkable event (in
the genre painting) or the communication of a single affection resulting from a
typically quite remarkable event (in the opera seria). Generally considered to be
merely a virtuosic vehicle, the da-capo aria is also a compositional device which
permits a lyrical moment to be arrested and expanded outside of the diegetic
time of the work; but it ends where it began, usually without effecting any
change in the personage who presents it or in the outcome of the action. Thus
the da-capo aria functions much like a cinematic close-up, or like a musical
portrait of an emotion or Character in the seventeenth-century sense.
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Despite the antithetical and competing currents we have noted, there is
something in the very nature of Baroque expression that seems to have fostered
theassociation of thearts in seventeenth-century Europe,and,as Marinowould
have usbelieve,even theirinterpenetration. Ut pictura poesis had placed the sister
artson equal footing as valid interpreters of human experience. Their combined
powers - such as the sculpture, architecture and lighting brought together in
Bernini’s Cornaro chapel, or the music, poetry and theatre synthesized in a
Cavalli opera -immeasurably enhanced their individual effect. And afterall, the
wondrous effect - meraviglia - was everything. Infinitely more important than
didactic or rational suasion, emotional suasion was seen as key. Thus artistic
expression in the seventeenth century apotheosized the emotions, and the goal
of moving the affections licensed painters, sculptors, poets and musicians to
transcend palpable reality, and to imitate and penetrate the invisible wonders
of the soul.
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Music and the sciences

PENELOPE GOUK

The relationship between music and the sciences during the seventeenth cen-
tury is normally characterised as a movement away from music being classified
as a mathematical discipline - typically, part of the quadrivium with arithmetic,
geometry and astronomy - towards its association with the verbal disciplines,
the trivium of grammar, rhetoric and logic, and, above all, the art of poetry.* It
is certainly true thata new literature on musical poetics emerged around 1600,
in which the effects of music were grounded in rhetorical rather than mathe-
matical principles. From this point onwards, composers increasingly aimed to
move the passions of their audiences, their express goal now being to portray or
represent the gamut of human emotions through the effective union of words
and music. That Diderot unhesitatingly located music among the fine arts in
his Encylopédie (1751) shows just how much Western sensibilities had altered
in the two centuries since Zarlino himself identified music as a mathematical
science in his Istitutioni harmoniche (1558).*

From the perspective of music history, this generalised account of music’s
transformation from a scientific discipline to a poetic art serves well enough.
Put simply, the tradition of musica speculativa cultivated by learned fourteenth-
and fifteenth-century theorists was irrelevant to musicians trying to please
audiences within what was becoming an increasingly secular and commercial
marketplace. However, even though this concentration on the professionali-
sation of music as a practical art is understandable, it tells us nothing about
the fate of the scientific tradition that was supposedly rejected. With a view
to broadening what might be said about ‘music and the sciences’, this chapter
starts from the premise that, far from becoming separated, these apparently
distinct domains could be as close in the seventeenth century as they had ever
been. The crucial difference was that now, for the first time, ‘science’, just like
music, was becoming increasingly understood in terms of its practice rather
than simply denoting a theoretical system. To appreciate the significance of this

1 Palisca, Humanism in Italian Renaissance Musical Thought; Moyer, Musical Scholarship in the Italian
Renaissance.
2 Gozza (ed.), Number to Sound, p. 10.
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conceptual shift, and why music had anything to do with it, it is necessary to
understand what ‘science’ used to mean before it took on a more recognisably
modern guise.

Changing definitions: science, art and philosophy

Briefly, up to the seventeenth century ‘science’ (i.e., knowledge) could simply
mean theory, or a body of written doctrine on a particular subject. ‘Philoso-
phy’ (i.e., wisdom), was a higher form of learning which went beyond scien-
tific knowledge because it involved understanding the fundamental causes of
things; it was normally divided into its moral, natural, epistemic and divine
aspects. The category of ‘natural philosophy’ (explanations about the natu-
ral world) can be seen as roughly cognate with the physical and life sciences
today, although founded on very different assumptions and methods. The term
‘natural philosopher’ was broadly similar to our term ‘scientist’ in that it
denoted an individual committed to understanding and explaining the nat-
ural world. Yet the occupational category of ‘scientist’ did not exist before the
nineteenth century, and before the seventeenth century, the idea that ‘science’
or even ‘natural philosophy> was a powerful practice, that it should consti-
tute an activity based on mathematical analysis and empirical observation,
was unthinkable. Natural philosophy as taught in the universities (scholastic
physics), focussed on the sensible (i.e., manifest to the senses) qualities and
properties of bodies,and was a completely separate discipline from the quadriv-
ial sciences, the latter occupying an inferior place in the curriculum. Sound con-
stituted a partof physics as the objectof hearing, but this was notalways directly
connected to the arithmetics of pitch relationships. Moreover, although
Aristotle identified in his Physics a category of ‘mixed mathematics’, includ-
ing optics, harmonics, astronomy and mechanics, he left no actual writings on
the subject, and so it played only a minor role in the scholastic tradition.
While the term ‘science’ broadly indicated theory, the term ‘art’ broadly sig-
nified practice, and was used to denote a body of applied knowledge, or techni-
cal skill, acquired through human endeavour. Obviously, music was recognised
as an art, but so too were other practices which are now more associated with
science and technology, including the mixed mathematical disciplines already
mentioned above. Somewhat less obviously - since it now conspicuously lacks
intellectual credibility - magic was also recognised as an art and a science.
What distinguished its practice from other applied forms of knowledge was
notso much that it was forbidden - all magic being formally condemned by the
Church - as that its effects were achieved through the manipulation of occult
(i.e., hidden or secret) forces in nature, albeit supposedly only impersonal ones
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notrelyingondemonicagency. Thisisimportantbecauseithelps to explain why
during the sixteenth and early seventeenth centuries it was the natural magician
who was more often associated with experimental procedures than the natural
philosopher. Indeed, the magician, just like the musician, was capable of bring-
ing about marvellous effects (physical as well as psychological) through the
manipulation of forces and the application of practical techniques. It was only
after Francis Bacon (1561-1626) openly challenged the methods of scholastic
natural philosophy, and Galileo Galilei (1564-1642) vaunted the power of his
new, experimentally based science of motion, that empirical knowledge began
to be regarded as an essential part of philosophy. Within less than a hundred
years, Bacon’s vision of a new, experimental philosophy became increasingly
established as a viable alternative to traditional natural philosophy, while nat-
ural magic declined in status.3

This provides an essential context for three main questions raised, if not
definitively answered, in this chapter. The first concerns the ‘science’ of music
itself: how the field of musical knowledge was defined, classified and under-
stood in the seventeenth century — not so much by practitioners who earned
their livelihood through music (few of whom wrote on the subject), but by
individuals who had the necessary education, leisure and interest to pursue its
theory. The second question is where music fitted into classifications of the
arts and sciences more generally. The third, and I believe the most interesting,
is how music - asan art, a body of skill,and a practice - contributed to changing
understandings of ‘science’ and the ‘sciences’ during the seventeenth-century
‘Scientific Revolution’, an astonishing period of intellectual transformation
during which it is generally recognised that ‘the conceptual, methodological
and institutional foundations of modern science were first established’.4

Music and the Scientific Revolution

What the seventeenth century understood by the science of music was approx-
imately equivalent to modern musicology as most broadly defined: it might
encompass every branch of knowledge that aids the understanding of what
music is, including what it is made of, how it works, what its purpose is, and
why it affects people. And just as it is now accepted that aspects of musicol-
ogy can be studied by people who neither compose nor perform music, this
was also accepted of musical science in the seventeenth century. There was,
however, a broad distinction made between the category of knowledge (and
its theoretical codifications) thought to be essential for practical music, and

3 Dear, Revolutionizing the Sciences; Henry, The Scientific Revolution and the Origins of Modern Science.
4 Henry, The Scientific Revolution and the Origins of Modern Science, p. 1.
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the rest, namely speculative music. Speculative music constituted the kind
of philosophical knowledge that intellectuals might be expected to possess
about music - a body of doctrine that was usually produced by graduates,
especially those with higher academic qualifications. And although speculative
music had been dropped from the arts syllabuses in most European universities
by this time (Oxford and Cambridge being notable exceptions), the influence
of Boethius’s De musica as a set text still lingered. Indeed, with the recovery
of such ancient treatises as Euclid’s Elements and Sectio canonis (¢c. 300 BCE)
and Ptolemy’s Harmonics (2nd cent. cE), the Pythagorean harmonic tradition
gained evenwider currency.’ Thesubsequentretrieval of Aristoxenus’ Harmonic
Elements (late 3rd cent. BCE) and other Greek texts which dismissed Pythagore-
anism as an inadequate basis for musical practice did not so much replace this
tradition as provide a starting-point for debate on the division of the musical
scale and its proper foundations in nature and art.® In short, speculative music
was effectively the same in the seventeenth century as it had been in the Middle
Agesinasmuch as it was philosophical learning, and focussed on the underlying
mathematical and physical principles governing the nature of musical sound,
and the causes of'its effects.

The contextin which thisspeculative learning was being generated, however,
was very different, for a number of reasons. First, there had been a significant
expansion in the European university population since the middle of the six-
teenth century, including an increase in the numbers taking higher degrees
in law and medicine. Second, there was a remarkable transformation in social
attitudes towards music making, which meant that practical music was viewed
as an indicator of gentility and therefore could be cultivated without oppro-
brium. In short, although it remained the case that few professional musicians
went to university, there was a growing pool of educated men who not only
had the right academic qualifications to write on the science of music, but also
were musically literate and intellectually curious about the instruments and
techniques involved in its practice. Far from diminishing in importance, there-
fore, the field of musical science arguably expanded during the seventeenth
century, just as the map of knowledge itself was being completely transformed
around it.”

Somesense of thisexpansionand interconnection can be gained from looking
at two of the most influential works of musical science to appear in the sev-
enteenth century: Marin Mersenne’s Harmonie universelle (Paris, 1636-7), and
Athanasius Kircher’s Musurgia universalis (Rome, 1650). As their titles indicate,

5 Gouk, “The Role of Harmonics in the Scientific Revolution’.
6 For an introduction to these issues, see Mathiesen, ‘Greek Music Theory’.
7 Kelley (ed.), History and the Disciplines; Dear, Revolutionizing the Sciences, esp. chaps 2,7, 8.
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both works aspire to universality, in terms not just of encompassing everything
known about music, but also of music’s capacity to encompass the whole uni-
verse. Both Mersenne and Kircher provide, in effect, an encyclopaedic survey
of seventeenth-century musical science. From the perspective of mathemat-
ics alone, these texts show how far scholars had moved from treating musical
intervals simply as an arithmetical problem; now the subject required a sophis-
ticated grasp of the mathematics of continuous quantity, using geometry and
the recently developed tools of logarithms and decimals.® Even more signifi-
cant, however, is how these tomes reflect the new approach towards natural
philosophy that Galileo and Bacon had already demanded in their very differ-
ent critiques of scholastic learning. Not only do Mersenne and Kircher take
for granted that the harmonics of pitch are empirically grounded in physics,
but they also reveal that within this field there is now emerging a new sci-
ence of sound (i.e., acoustics), in which the properties of musical sound can be
investigated experimentally.

A significant body of literature addressing the relationship between music
and science during the late sixteenth and seventeenth centuries has appeared
since Claude Palisca published his influential article on scientific empiricism
in musical thought (1961).% This material draws attention to the striking num-
ber of ‘scientists’ who also wrote on music during this critical period between
Renaissance and Enlightenment.'® Apart from Galileo, the most famous are
Johannes Kepler (1571-1630), Marin Mersenne (1588-1648), René Descartes
(1596-1650), Christiaan Huygens (1629-95), Robert Hooke (1635-1703) and
Isaac Newton (1642-1727); Newton’s demonstration that all bodies were gov-
erned by the same universal laws was to provide a powerful model for Rameau’s
system of fundamental bass.'* The emergence and institutionalisation of a dis-
tinctively new kind of science in this period - characterised by its emphasis
on the value of instruments and observation as a means of generating useful
and powerful knowledge about the world - was intimately connected with the
emergence and institutionalisation of a radically new kind of music. Around
1600 these new practices and experimental ideologies (in both science and
music) were mostly limited to princely courts. By 1700 they had moved into
the public realm, the creation of the first formal scientific institutions dedi-
cated to experimental philosophy coinciding precisely with the purpose-built
theatres and music rooms that began to cater for a growing urban gentry class.

8 H. F. Cohen, Quantifying Music, pp. 45-74. 9 Palisca, ‘Scientific Empiricism in Musical Thought’.

10 Dostrovsky, ‘Early Vibration Theory’; Walker, Studies in Musical Science in the Late Renaissance;
H. F. Cohen, Quantifying Music; Coelho (ed.), Music and Science in the Age of Galileo; Kassler, Inner Music;
Gouk, Music, Science and Natural Magic in Seventeenth-Century England; Gozza (ed.), Number to Sound.

11 Christensen, Rameau and Musical Thought in the Enlightenment, esp. chap. 1.
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Galileo Galilei and the “Two New Sciences’ (1638)

Galileo Galilei (1564-1642) is justly regarded as a leading figure of the
seventeenth-century Scientific Revolution. The publication of his Discorsi e
dimostrazionimatematiche intorno a due nuove scienze attenenti alla mecanica etimovi-
menti localiin 1638 effectively marks the transition from Aristotelian to modern
physics.** Here Galileo presented his first law of the pendulum, together with
the law of falling bodies and inclined planes, and showed how these discov-
eries were the result of precise measurement and meticulous experimental
procedures. Galileo’s contribution to the development of modern physics is
important to this chapter not least because the roots of his new experimen-
tal method are partly to be found in instrumental techniques of musicians in
this period, including skilled lutenists such as Galileo’s father, Vincenzo, his
younger brother Michelagnolo, and, of course, he himself.*3 Also, the Discorsi
helped to disseminate a new theory of consonance which was based on the
relative frequency of vibrations striking the ear rather than abstract mathemat-
ical ratios.*4 Finally, Galileo’s new, empirically based science was promoted in
precisely the same courtly milieu in which his father and other members of
the Florentine Camerata had already developed their new, affective ideology
of music as a powerful language of the emotions.

According to Stillman Drake, Galileo could not have created his motion
experiments without the musical training that gave him the ability to measure
small; equal divisions of time accurately. (This was several decades before pen-
dulum clocks were invented, a technological advance dependent on Galileo’s
discovery.) One of his experiments, for example, involved rolling a ball repeat-
edly down an inclined plane, around which a series of frets were tied. These
frets were gradually adjusted so that the bumping sounds that occurred when
the ball went over them finally came at regular half-second intervals, precise
units of time which Galileo calculated to within 1/64th of a second. The idea of
using adjustable frets was most likely to occur only to a lutenist or viol player.
More significantly, however, Galileo’s experiment relied crucially on the musi-
cian’s internalised ‘clock’ (or “‘metronome’, more anachronistically) as a means
of marking small, equal units of time over a sustained period. Drake argues
that from this experiment later came Galileo’s idea for a timing device which
used the weight of water flowing during the swing of a pendulum to establish
the rule that doubling the length of the pendulum quadruples the duration

12 G. Galilei, Two New Sciences Including Centers of Gravity and Force of Percussion, trans. S. Drake (Madison,
WI, 1974).

13 This claim is powerfully argued in Drake, “Music and Philosophy in Early Modern Science’.

14 H.F. Cohen, Quantifying Music, pp. 75-8.
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of its swing, leading to his founding the law of the acceleration of falling
bodies.*s

Galileo treats the properties of pendulums in the ‘First Day’ of his Discorsi, at
the end of which appears a discussion of music. ‘Salviati’ (Galileo’s mouthpiece
in the text, named after Filippo Salviati) is asked to deduce good reasons for
the phenomenon of resonance (sympathetic vibration), and also for the musical
consonances and their ratios. The purpose is to give Salviati/Galileo another
opportunity to demonstrate the superiority of his ‘new science’ over univer-
sity physics, which treated mathematics as inferior. Salviati starts by stating
the three properties of a swinging pendulum, the third of which he invokes to
explain resonance, and he then extends this explanation to demonstrate that
pitch is not only determined by frequency, but is also proportional to it.*® As
D. P. Walker was the first to realise, none of the experiments which Salviati
describes in support of his argument could have been carried out.’” How-
ever, Galileo was right to the extent that the propositions which his imagined
experiments demonstrated were valid, and it is clear that he derived his intu-
itive understanding of vibration from using musical instruments as scientific
apparatus.

At this point Salviati/Galileo goes on to explain his theory of consonance,
namely that it is produced by the coincidence of sonorous impulses strik-
ing the eardrum, a motion which is then transmitted inwards to the brain
(Galileo did not hypothesise about this inner mechanism). The more fre-
quently the pulses of sound coincide with each other, the more pleasing the
consonance. Despite the obvious problems (such as the subsequent inability
of Galileo’s theory to account for the ear’s acceptance of temperament), the
coincidence theory opened up a whole new range of questions about the pro-
duction, transmission and reception of musical sound that preoccupied suc-
ceeding generations. Again, we must credit Galileo’s practical training as a
musician, and his sharp ear, for the empirical direction that his new science was
taking.

There was, however, a further dimension to Galileo’s musical experience
without which he might never have performed any pendulum experiments
at all. As Palisca has explained, it was his father who inadvertently initiated
the exercise in the context of his long-standing debate with Zarlino over the

15 Drake, ‘Music and Philosophy in Early Modern Science’, p. 15.

16 The three properties are: (1) that the duration of one complete vibration is always the same
(isochronism; which Galileo wrongly claimed to be exact for any arc); (2) that the lengths are inversely
proportional to the square of the numbers of vibrations; and (3) that every pendulum has a natural vibra-
tional duration, or period, of its own. See H. F. Cohen, Quantifying Music, pp. 87-9o.

17 Walker, Studies in Musical Science in the Late Renaissance, chap. 3; see also H. F. Cohen, Quantifying
Music, pp. 92-4.
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true causes of consonance.’® Some time in the late 1580s, while Galileo was
staying with his parents in Florence, Vincenzo Galilei actually tested the exper-
iments Pythagoras was supposed to have made in the course of discovering the
correspondence between the consonances and the ratios of the first few inte-
gers (described, for example, in Gaffurius’s Theoria musicae of 1492). Through
repeated trials, Galilei ascertained that a variety of ratios other than those
using the numbers 1 to 4 and their multiples could cause consonances in pipes,
glasses and strings. Furthermore, in an unpublished essay written just before
his death in 1591, he described experiments showing that pitch can be varied
not just by the length or tension of a string, but also by changing its thickness
or the material out of which it is made. Here for the first time, a ‘real’ musical
instrument (Galilei’s lute), rather than one with little practical application (the
monochord), was made the subject of theoretical analysis, in effect becoming
a piece of laboratory equipment.

The controversy which led to Vincenzo Galilei’s ‘scientific’ discoveries had
its origins in the correspondence he began with Girolamo Mei in 1572 com-
paring modern music with that of the ancient Greeks, an initiative prompted
by the Florentine Camerata’s desire to create a new way of making music based
on Classical models. As is well known, members of the Camerata felt that pre-
vailing musical techniques were inadequate for moving the emotions of the
listeners, and they were receptive, at least in principle, to Mei’s scholarly con-
clusions that the Greeks had achieved their marvellous effects through use of
a single melody which exploited the naturally expressive different pitch levels
of the voice. They began to experiment with new types of solo writing, and
also with new musical instruments (including the chitarrone) to produce new
musical styles and genres. Yet while the artistic consequences of the Camerata’s
experimentsare familiar to music historians, their parallelswith,and long-term
consequences for, scientific method are less well appreciated. As Ruth Katz has
pointed out, the Camerata’s activities might be compared to those of modern
research institutes in that they involved a collaborative process of targeted
problem-solving by a group whose members possessed a diverse mix of prac-
tical and theoretical skills, the costs of implementing their results (i.e., the
staging of intermedi, opera etc.) being met from noble coffers.'9 However, their
goal was not just to create new knowledge, but also to arouse wonder, delight
and strong emotions. Even if the Camerata did not so much resemble as pre-
figure the modern research institute, it remains significant that elite patrons
were subsidising experiments to discover and harness sources of musical power

18 Palisca, ‘Was Galileo’s Father an Experimental Scientist?’; see also Walker, Studies in Musical Science
in the Late Renaissance, chap. 2.
19 Katz, ‘Collective “Problem-Solving™ in the History of Music’.
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decades before Bacon articulated his ideology of collective public science, just
as Vincenzo Galilei conducted the first ‘scientific’ musical experiments decades
before Galileo presented his in the Discorsi.

Francis Bacon, natural magic and the
experimental philosophy

Unlike Galileo, the English nobleman, statesman and lawyer Francis Bacon
did not perform any important experiments; nor did he achieve any scientific
breakthroughs. He was a philosopher of science rather than a practising “sci-
entist’. Nevertheless, Bacon was an influential figure in the development of
experimental science, which he argued was a powerful collaborative means of
generating new knowledge for the benefit of the state and of society. He was
also the first to identify ‘Acoustica’ or the ‘Acoustique Art’. What is less appreci-
ated, however, is just how many procedures previously identified with natural
magic were simply taken over by the new experimental science.>®

The broad contours of Bacon’s acoustical programme were elaborated in
two of his most popular works, New Atlantis and Sylva sylvarum (both published
posthumouslyin 1626). In the fictional New Atlantis, the narrator is shipwrecked
on the eponymous island and is taken to its technologically advanced city of
Bensalem founded by ‘King Solamona’ 1900 years earlier. He is allowed to visit
‘Solomon’s House’, a publicly funded research institute dedicated to the co-
operative study of God’s works, the aim of which was ‘knowledge of Causes,
and secret motions of things; and the enlarging of the bounds of Human
Empire, to the effecting of all things possible’.>* Thus as well as dealing with
causes (which are addressed more fully in Sylva sylvarum), Baconian philoso-
phy also has an operative side concerned with harnessing the secret forces of
nature and producing marvellous effects. Among the most striking marvels
in Solomon’s House are the musical and acoustical wonders displayed in its
‘sound-houses, where we practise and demonstrate all sounds, and their gen-
eration’.>* Although part of a Utopian dream, many of the aural effects which
Bacon invokes were not fanciful, but were real examples of wonders that musi-
cians, engineers and other skilled practitioners were already creating for the
delectation of the most powerful patrons in Europe. As part of England’s social
elite, Bacon had privileged access to the musical (and visual) effects that were
an essential part of early Stuart court culture. In addition to the newly invented

20 On Bacon’s acoustics and natural magic, see Gouk, Music, Science and Natural Magic in Seventeenth-
Century England, pp. 157-70.

21 Spedding, Ellis and Heath (eds), The Works of Francis Bacon, iv: 254.

22 ‘New Atlantis: a Worke Unfinished (1626)’ in ibid., iii: 162~3.
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instruments and musical genres that members of the king’s Private Music were
introducing at the English court (in imitation of French and Italian fashions),
Bacon was also familiar with the hydraulic organs, speaking statues and musi-
cal automata that the engineers Salomon de Caus and Cornelius Drebbel had
recently introduced into the gardens of the English nobility (in imitation of the
famous gardens of Tivoli and Pratolino created for the Este and Medici families
respectively). Like Bernardo Buontalenti, who designed the stage effects for
the 1589 Florentine intermedi as well as the gardens at Pratolino, these engi-
neers claimed to go beyond the marvels described in Vitruvius® Ten Books on
Architecture (1st cent. BCE) and Hero of Alexandria’s (fl. 62 cg) Mechanics. This
active, manipulative approach to nature is now accepted as characteristic of
experimental science and technology, but in Bacon’s time it was most closely
associated with natural magic.

Indeed, Bacon himself described his new method as a ‘higher’ form of nat-
ural magic, which was ‘the science which applies the knowledge of hidden
forms to the production of wonderful operations’.?3 The speculative side of
acoustics, the investigation into the causes of sounds, is addressed most com-
prehensively in Sylva sylvarum, a work comprising 1,000 ‘Experiments’ divided
into ten ‘centuries’ (acoustics is covered in the second and third centuries).
This collection of observations was Bacon’s way of demonstrating the process
of accumulating ‘natural histories’ (i.e., registers of facts about everything in
the world) which would provide the basis for his new inductive method. The
section opens with a characteristically provocative statement about the inad-
equacy of scholastic philosophy and the merits of bringing the contemplative
and active parts of music together. Paradoxically, although Bacon generally
attacked scholasticism, his challenge here relied on a Humanistic understand-
ing of music which was essentially Aristotelian in orientation. Furthermore,
most of the acoustical ‘Experiments’ he proposed were borrowed from earlier
literary sources, notably the pseudo-Aristotelian Problems, and the Magia natu-
ralis (1589),abest-selling work by Giambattista della Porta(1535-1616), which
contained recipes, ‘experiments’ and other investigations into the ‘secrets of
nature’ that Porta’s Accademia dei Secreti carried out in the 1570s.24

The scope of Bacon’s proposed science of acoustics was extremely wide rang-
ing. Of most relevance here are his demand for systematic investigation into
the properties of musical instruments as a basis for discovering the causes of
harmony; his injunction to mounta similar enquiry into the nature of voice and
speech; and above all, his recognition that music’s power to affect the passions

23 Spedding, Ellis and Heath (eds), The Works of Francis Bacon, iii: 366-8.
24 Eamon, Science and the Secrets of Nature.
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was closely akin to rhetoric. The causes of all these phenomena were rooted in
the operation of the spiritus (vital spirit) in both animate and inanimate bodies.>>
Musical instruments seemed to offer the best starting-point for an empirical
investigation into harmony, which Bacon thought preferable to an unquestion-
ing acceptance of Pythagorean theory (at the time of writing Sylva sylvarum, the
quantitative relationship between pitch and the frequency of a vibrating string
was notyetcommon knowledge in England, as it was to become once the works
of Galileo and Mersenne were published). And although Porta’s Magia natu-
ralis was the major literary inspiration for Bacon’s suggested experiments into
the “great secret’ of numbers and proportions, he also drew on his familiarity
with musical instruments to suggest experiments that might reveal how the
materials used in their construction, together with various other factors, deter-
mined qualities such as pitch and timbre. He was particularly interested in the
new types of stringed instrument developed by court musicians such as Daniel
Farrant (fl. 1607-40) that exploited sympathetic resonance, as well as their
experiments using different consort groupings to achieve pleasing harmonies
and effects.

Bacon was certain that his experimental method could uncover the cause of
‘sympathy’, of which the simplest instance is where a musical tone produced by
astring on one lute or viol causes a string on another instrument (if tuned at the
unison or octave) tovibrate -a motion which, if notimmediately detectable, can
be made visible by laying a straw on the resonating string.>® In scholastic natu-
ral philosophy this vibration was an occult “action ata distance’ in thatits causes
were not manifest to the senses and therefore not susceptible to physical expla-
nation. Indeed, within natural magic the fact that the occult sympathy between
two strings could be demonstrated empirically, supported the view that there
were other sympathies and hidden forces operating throughout nature. But
by identifying it as a topic for investigation, Bacon began the transfer of what
might have seemed just a magical curiosity into the domain of natural philos-
ophy. By the time John Wallis published his account of the discovery of nodal
vibrations in 1677, sympathy had apparently lost its associations with magic
and had become a scientific demonstration of the complex motion of strings.>”

Bacon’s writings had a demonstrable influence on later seventeenth-century
experimental research. However, Bacon himself was far from carrying out the
kind of inquiry he recommended to others. The first person who really did
embark on such a programme was Marin Mersenne. Unlike Bacon, Mersenne

25 Bacon,Sylvasylvarum,no. 114; Gouk, ‘Some English Theories of Hearingin the Seventeenth Century’;
D. P. Walker, “Francis Bacon and Spiritus’.
26 Sylva sylvarum, no. 2778.

27 ‘Dr Wallis’s Letter to the Publisher, Concerning a New Musical Discovery, Written from Oxford
March 14th 1676/, Philosophical Transactions of the Royal Society, 12 (1677), 839-44.
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rejected natural magic on orthodox religious grounds, and also unlike Bacon,
he believed that mathematics had a crucial role to play in uncovering the secrets
governing musical harmony.

Mersenne: experimental science and music

Mersenne’s emphasis on experimental and mathematical methods for discov-
ering the rational principles of nature, coupled with his efforts to establish
an international philosophical academy, identify him as a key figure in the
emerging ‘new science’. Music played a central role in his philosophical and
experimental endeavours, which not only had a profound impact on scientific
practice and theory but also changed prevailing understandings of music.?®
Mersenne’s Harmonie universelle (1636-7) was intended as a compendium of
‘everything a true musician should know’; and it offered an essentially new
classification of the divisions of musical knowledge. The first volume deals
with the physical and mathematical properties of musical sound, the second
with voice, composition and performance, and the third with instruments and
‘the utility of harmony and other parts of mathematics’, in which music is
treated as central to all mathematical studies. Mersenne’s works devoted to
music represent about one-sixth of his published output, which also include
substantial texts on other branches of mathematics (notably optics, mechanics
and ballistics) as well as a series of treatises defending Catholic natural philoso-
phy against heretical doctrines. Mersenne tirelessly promoted the innovations
of Galileo, Descartes and other champions of the new philosophy. At the same
time, he was a vociferous critic of occult philosophy, especially the writings of
Robert Fludd (1574-1637). Together with Kepler, he launched (around 1619~
20) a vehement attack on Fludd’s conception of universal harmony, and his
attempt to eradicate the occult from the sphere of natural philosophy appears
to mark a watershed in seventeenth-century attitudes towards magic.?9 As this
prodigious output might suggest, Mersenne was not a professional performer
or composer, but a scholar-priest who spent most of his life in the Minim Friar
monastery in the Place Royale, Paris.

Despite his doctrinal opposition to the magical tradition, Mersenne’s world-
view still had much in common with it, and his intellectual goals were also sim-
ilar to Bacon’s. For example, he wanted to establish a pan-European academy
devoted to the construction of the ‘whole Encyclopaedia’, and although noth-
ing like this was created in his own lifetime, Mersenne successfully ran his

28 H. F. Cohen, Quantifying Music, pp. 75-114; Dear, ‘Marin Mersenne’.
29 Gouk, “The Role of Harmonics in the Scientific Revolution’, pp. 229-33.
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own informal academy, and an international network of scholarly exchange,
from his monastic cell in Paris. As his correspondence reveals, he was in close
touch with leading European intellectuals of his time, including Descartes and
Giovanni Battista Doni.3° This network provided him with up-to-date infor-
mation on a variety of subjects, including everything he could learn on musical
matters. Proximity to the French royal court also meant that he was able to
consult some of the foremost musicians of his day for details of current prac-
tice. Yet while we value his observations for what they can tell us about actual
music of the seventeenth century, they were part of his metaphysical agenda:
Mersenne regarded music as a means of achieving a true understanding of God,
not merely as a human aesthetic activity.

Mersenne believed the universe to be constructed harmonically, as is the
human soul, and that these cosmic proportions also govern the principles of
musical practice. This was in essence a Platonic view which, in Mersenne’s case,
was also grounded in the teachings of St Augustine.3* Within this conceptual
framework, harmony (i.e., the ordering of numerical ratios) constituted the
highest manifestation of divine wisdom. But rather than simply asserting these
harmonies as incontestable truths, Mersenne believed that the best available
insight into the mind of God was gained through accurate measurement of
physical phenomena, and the observation and quantification of external effects.

Mersenne’s contribution to seventeenth-century acoustics and musical sci-
ence can hardly be overestimated. During the 1620s and 1630s he engaged in
a comprehensive investigation into the behaviour of sound. Musical instru-
ments provided him with experimental apparatus for investigating many dif-
ferent properties of sound, not just pitch. Like Bacon, Mersenne believed that
makers and performers could aid philosophers’ searches for the causes of par-
ticular acoustical phenomena by providing descriptions of the structure and
properties of the instruments they built and played. He also drew on published
works, notably Michael Praetorius’s Theatrum instrumentorum (1620), one of the
most important sources of information on sixteenth- and early-seventeenth-
century instruments. Mersenne’s publications, however, were unparalleled in
their breadth of coverage and depth of detail about the structure, properties
and tunings of specific instruments, thus providing us with a vital source
of information for the reconstruction of seventeenth-century performance
practice.

From the perspective of the history of science, Mersenne’s most significant
contribution was his discovery of the rules governing the vibration of musical
strings and pendulums. In modern terminology, he established that frequency

30 Waard et al. (eds), Correspondance du P. Marin Mersenne. 31 Dear, ‘Marin Mersenne’, pp. 287-8.
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is proportional to the square root of string tension, inversely proportional
to string length, and inversely proportional to the square root of the string’s
thickness; he also discovered independently of Galileo that the frequency of a
pendulum is inversely proportional to the square root of its length. ‘Mersenne’s
laws’; as they are known today, provided a powerful model for other natu-
ral philosophers searching for quantitative laws in the physical world, above
all Newton.3* Mersenne himself also recognised that they might have practi-
cal applications, some of which were eventually realised after his death. For
example, he suggested that the pendulum might prove useful to musicians
for maintaining standards of pitch and time (evidence for musicians keeping
time with pendulums dates from ¢. 1660, shortly after Huygens developed the
pendulum clock). Similarly, he thought that the pendulum might prove useful
to physicians measuring the human pulse (the first pulse watches, rather than
pendulums, appeared in the 169os). These inquiries constituted part of a more
general search for a universal measure that could be applied to the physical
world.

The harmonic laws that Mersenne discovered also provided for a new theory
of consonance, one that Galileo also promoted, possibly under his direct influ-
ence. The theory was based on Mersenne’s observation that the pitch of a musi-
cal sound is determined by the frequency of its vibration or pulses. He argued
that these regular pulses are communicated in a wave-like fashion through the
air, and strike the drum of the ear, where they are perceived as a single note.
Consonance is the result of the relative coincidence of the vibration of two
notes striking the ear. Mersenne’s thoroughly mechanistic explanation of con-
sonance proved pertinent to the new mechanical philosophy that was currently
being developed by Descartes as an alternative to Aristotelianism; Descartes’s
unified system, in which all phenomena, from the motion of planets to people’s
emotions, might be explained mechanistically in terms of moving particles of
matter, was elaborated most extensively in his Traité de ’homme, drafted in the
early 1630s but only published posthumously in 1664.33

Mersenne’s own view was that the power of music, especially rhythm and
metre, stems from the similarity between sound waves and the motion that is
imprinted on the eardrum. This action creates a corresponding motion in the
animal spirits that flow through the nerves, which in turn stimulate the vital
spirits in the blood to move towards or away from the heart, the seat of the pas-
sions.34 Indeed, Mersenne regarded music as a natural language of the passions,

32 Gouk, “The Role of Harmonics in the Scientific Revolution’, pp. 235-9.
33 On Descartes, see H. F. Cohen, Quantifying Music, pp. 172-5, but for alternative theories of sense
perception, see Gouk, ‘Some English Theories of Hearing in the Seventeenth Century’, and Kassler, Inner

Music.
34 Gouk, ‘Music, Melancholy and Medical Spirits in Early Modern Thought’.
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superior to spoken language because it used the accents of the passions and not
an arbitrary relationship between words and what they represent.35> However,
he also recognised the close links between music’s powers and those of speech
(especially oratory), compared the structure of musical compositions with the
structure of language, and linked both of these to the mathematics of combi-
natorial analysis. Mersenne used the same combinatorial method in trying to
discover the best possible musical composition as in attempting to develop a
universal system of rational communication. The underlying assumption was
that both music and speech can be broken down into a finite number of ele-
ments that can be reconstituted in a variety of ways. He also thought that the
elements of speech could be explored through the imitation of the voice by
musical instruments, a direct consequence of the assumption that the natural
mechanisms of the body (including those responsible for voice, hearing and
perception) operate under the same laws as artificial mechanisms and instru-
ments. Of course, this sympathy between bodily and musical instruments was
a central tenet of natural magic, but Mersenne distanced himself from this tra-
dition and presented his experimental method as the better alternative. His
powerful rhetoric against magicians such as Fludd, who believed in false cor-
respondences between numbers and things rather than trying to establish the
real harmonies discoverable in nature, did much to discredit magic among later
seventeenth-century natural philosophers.

Kircher, natural magic and the harmony
of the world

Natural magic, however, continued to be an important category in the
seventeenth-century field of knowledge, especially in relation to music. This
was in large measure due to Athanasius Kircher (1601-80), one of the most
famous polymaths ofhis age.3® Kircher’swork must primarily be seen as more or
less the formal expression of the syncretic world-view of the Jesuit order, some-
thing purporting to be both up-to-date and religiously unassailable. Rather
than seeking to create new knowledge, Kircher spent his academic life assem-
bling knowledge of everything already known, and also of what might have
been forgotten, overlooked or hidden. This theme of hidden knowledge runs
throughout his voluminous publications (some 40 in all), such as Oedipus Aegyp-
tiacus (1652—-4) on Egyptian hieroglyphics, Polygraphia nova (1663) on cryptog-
raphy and universal language, Mundus subterraneus (1664-5) on the geocosm

35 Duncan, ‘Persuading the Affections’.
36 Godwin, Athanasius Kircher; Gouk, “‘Making Music, Making Knowledge’.
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beneath the earth’s surface, and Chinaillustrata (1667) on the marvels of Chinese
nature and art. The same theme was embodied in Kircher’s famous museum at
the Collegio Romano in Rome, a cabinet of antiquities, curiosities and won-
ders that was designed to lead the visitor to contemplate the hidden system of
correspondences and harmonies operating within the cosmos. The museum’s
collection of automatic machinery — which included magnetic, mathematical
and catoptric devices as well as hydraulic organs, musical clocks and aeolian
harps — was not just to teach mechanics, but also to arouse wonder and awe at
the marvels of God’s creation.

As a secret and powerful art, the reservoir of magical knowledge was of
extreme interest to Kircher, something which he traced back to the ancient
Egyptians. While Mersenne had taken the view that all magic was wrong,
Kircher’s objective was to show that good natural magic was the practical
part of natural philosophy; only illicit magic was superstition and idolatry, and
should not be practised, even if it might be the subject of erudite discussion.
Working within the Aristotelian framework to which Jesuits were required to
adhere, Kircher’s study of preternatural phenomena (natural effects that were
exceptional or rare) was designed to give privileged insights into normally hid-
den natural processes, the investigation of which was also an important topic
in the new scientific academies.

To Kircher, music’s extraordinary power to affect the mind and body had to
be magical. This was because although these psychological and physiological
effects clearly existed, their causes were hidden and could not be accounted
for in terms of conventional scholastic physics. The ninth book of Musurgia
universalis is therefore devoted to the ‘magic of consonance and dissonance’.
The action of automatic musical instruments and composition machines also
falls into this preternatural category because their various sources of power
(e.g., sunlight, wind, water, weights and springs) are concealed from view.
Although Kircher did not explicitly classify these devices as magic, how they
fit into his magical world-view was mapped out in Caspar Schott’s Magia uni-
versalis naturae et artis (1657-9), a work based on material that Kircher had
been intending to publish but turned over to his student instead. Here ‘acous-
tics’ comprises the second branch of natural magic (the others being optics,
mathematics and physics), and each of its books focusses on a branch of acous-
tical magic. Thus ‘phonurgical magic’ (Book 4) considers mysterious effects
on bodies that can be produced by sympathetic sounds, ‘phono-iatrical magic’
(Book 5) focusses on the therapeutic powers of music, while Books 6 and 7, on
‘musical magic’ and ‘symphonurgical magic’, discuss marvellous instruments,
most of which had already appeared in Musurgia universalis and which were to
reappear in Phonurgia nova (1673), Kircher’s own comprehensive treatise on
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acoustics. Even critics of Kircher’s magical agenda found these compilations
of acoustical and musical marvels worth studying, not least because of the lav-
ish illustrations and fine engravings that were such a distinctive feature of his
writings.

Kircher’s Musurgia universalis achieved a much wider circulation, and in some
ways was more influential, than Mersenne’s Harmonie universelle. Like all of
Kircher’s publications, Musurgia universalis also gained world-wide distribu-
tion through Jesuit networks, with hundreds of copies ending up in European
academic libraries as well as in private collections of savants such as Robert
Hooke. Long after Kircher’s posthumous reputation declined, men of letters
continued to plunder his work as a repository of musical facts, images and opin-
ions. Thus his taxonomies of the various affective or emotional states that music
imitates, of all the different musical rhythms of the human pulse, and of the
musical preferences contingent upon national or personal character, continued
to be influential well into the eighteenth century.

From the viewpoint of medical history, the significance of Musurgia univer-
salis lies in its being the first scholarly treatise to deal extensively with the
therapeutic properties of music, as well as trying to uncover the hidden mecha-
nisms responsible for its powerful effects on the body, mind and soul. Now that
the idea of listeners being strongly affected by music was becoming taken for
granted, it is not surprising that natural philosophers should begin theorising
about it. That music had an effect on the passions of the mind, and could cure
melancholy, was nota new concept.3” But Kircher’s work, like Descartes’s trea-
tises on the passions, offered a way of explaining mental and physical responses
to music in instrumental terms, by which the body was the soul’s instrument,
with ‘sympathy’ accounting for the actions of the nerves and spirits.

The first part of the book, on the ‘magic of consonance and dissonance’,
relies extensively on Mersenne’s laws and theory of consonance, but with a
view to showing that natural magic can not only account for the marvellous
effects created by contemporary musicians, instrument-makers and engineers,
but also most of the other wonders that Kircher has read about. Among the
examples discussed at length are David’s cure of Saul’s melancholy; the story
of a Danish king aroused to frenzy and murder by his court musician; the use
of music in divination and prophecy; and tarantism, a mysterious affliction
confined to Apulia that could only be cured through dancing and music. These
cases provided Kircher with an opportunity to show that most miraculous
cures, altered states of mind, and strange diseases associated with music are a
result neither of supernatural intervention nor of demonic action. Like other

37 See, for example, Timothy Bright’s A Treatise of Melancholy (London, 1586).
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acoustical wonders they can be explained in terms of natural powers, secret
correspondences and technological mastery, which if improperly understood
can give rise to superstition.

The epitome of Jesuit scholarship, Kircher was one of the most important
natural philosophers of his age, something testified by his scholarly outputand
by the number of princes, popes and emperors he counted among his patrons.
Thebreadth ofhis musical erudition was unparalleled, and his scientific method
was equal to any of his time. He performed ‘experiments’; engaged in priority
disputes, and did much to establish the field of acoustics. Yet while Mersenne is
counted among the early modern scientists, Kircher tends to be seen asan occult
philosopher, more concerned with arcane wisdom than practical knowledge.
His reputation inevitably declined during and after the establishment of the
Enlightenment ideology of science as an open, public endeavour to advance
learning for the benefit of society.

Performance practice and public science

The founding of two influential scientific societies in the 1660s marked a
turning-pointin the status of experimental philosophy, which now increasingly
moved into the public sphere. The Royal Society of London (1660) and the
French Académie des Sciences (1666) both claimed Bacon’s Solomon’s House
as their inspiration. The Royal Society presented itselfas a public research insti-
tution, free from sectarianism and theoretical bias, whose members sought to
establish reliable ‘matters of fact’ through the witnessing of ‘experiments’ (a
term which had not yet stabilised as a technical expression).3® The success of
this public science relied on a few ‘virtuosi’ (a word used in English first to
denote natural philosophers rather than musicians) to entertain and edify an
essentially passive if critical audience. It is no coincidence that Restoration
London was also one of the first sites for public concerts requiring no less criti-
cal a musical audience.39 Indeed, the same upheavals that forced England’s top
musicians to resort to new methods of making a living also lay behind moves
to promote experimental philosophy in the public sphere. Gresham College,
where the Royal Society conducted its earliest meetings, was the most promi-
nent location for this new kind of public science, but the experimental method
was soon being marketed to a wider audience in and around the heart of the
capital.4©

38 Henry, The Scientific Revolution and the Origins of Modern Science, pp. 47-53.

39 On the overlap between the experimental philosophy and new musical practices, see Gouk, Music,
Science and Natural Magic in Seventeenth-Century England, pp. 23-65.

40 Stewart, The Rise of Public Science.
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The essential background to these parallel innovations in music and science
lies in the turbulent years of the Civil War. It is well known that royal musicians
introduced the custom of playing consort music with university scholars when
they took up residence with the king at Oxford in December 1642. Up to
this point the genre had mainly been confined to court circles. After Charles
I’s defeat in 1646 the practice became disseminated among a wider public,
since not only the royal musicians but also those in Oxford and Cambridge
colleges lost their positions and were forced to find different markets for their
skills. At the same time as William Ellis’s public music meetings became part
of the Oxford social scene (these being weekly occasions where academics and
other gentlemen paid for the privilege to make music with professionals), the
city became the focus of a new kind of scientific practice, for quite similar
reasons. William Harvey arrived in Oxford as a royal physician, and pursued
his career there until the Parliamentarians took the town. Over these years,
with a small group of friends (mainly physicians) who were college fellows,
Harvey pursued a type of experimental research into anatomy and embryology
that he had learned as a medical student in Padua.

Although Harvey left Oxford, the kind of informal experimental gathering
he promoted continued to flourish in the city during a period of relative sta-
bility under Parliamentary control. During the 1640s and 1650s, a scientific
‘research community’ developed in the city, whose members engaged in reg-
ular, informal meetings, variously held in wardens’ lodgings, student rooms,
coffee houses and taverns, just as did the music meetings. They were similarly
intimate occasions where were taught and practised intensively technical pro-
cedures and skills such as those required for the correct deployment of surgical
or mathematical instruments, or of chemical apparatus. Although not a formal
partofthe curriculum, the culture of experiment became part of university life,
and most of the founder members of the Royal Society had been participants
in these Oxford meetings. Some individuals, notably Anthony Wood, partici-
pated in both musical and scientific meetings from the time of their instigation,
and both types of meetings continued in Oxford long after the Restoration.

A few years later in London, music and scientific meetings continued to
evolve in a similar way. In 1672 John Banister inaugurated the modern type of
concertwith professional performersand a paying audience, and directly there-
after, commercial concert rooms were established in many parts of London and
other towns. By the 1690s, these spaces were also being used by mathemati-
cal practitioners for giving public lectures on experimental philosophy (York
Buildings, as a venue for regular concerts and lecture demonstrations, being a
case in point). By the early eighteenth century, London had become the largest
single market-place in Europe for experimental science as well as for music.
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The Royal Society, whose membership constituted a rather more exclusive
‘public’ than those of the lecture-demonstrations, aspired to the status of a
national research institute. Weekly meetings provided a forum for Fellows
to witness experiments and to engage in wide-ranging discussions that were
systematically recorded by Henry Oldenburg, the Society’s Secretary. Olden-
burg also maintained a network of international contacts (an institutionalised
version of Mersenne’s) and founded the Philosophical Transactions, the earliest
scientific journal.#* By drawing on this and other archive material - as well as
the diaries of Pepys, Evelyn and Hooke, all early Fellows - a comprehensive
picture of the range and extent of interest in acoustics and the science of music
in the early Royal Society emerges.

Despite receiving a royal charter in 1662, the Society failed to attract funding
from the crown. Its status as an amateur body depending entirely on members’
subscriptions was in marked contrast to the Académie des Sciences established
in Paris by Louis XIV. Thisinstitution was lavishly endowed with purpose-built
facilities, and its research staff (limited to around twenty individuals) was made
up of salaried public servants. However, record-keeping was neither system-
atic nor complete at the Académie, and details of its activities before 1700 were
only retrospectively published in a set of twelve volumes between 1727 and
1733, making the task of reconstructing its earlier activities surprisingly prob-
lematic.#* Nevertheless, Cohen and Miller’s study of the Académie’s archives
indicates that as far as musically related topics were concerned, its members
showed an interest in roughly the same subjects as their English counterparts,
for the most part following categories already mapped outabove: general acous-
tics (e.g., the speed of sound, properties of echoes, physics of vibration), tuning
systems and temperaments, musical instruments and other inventions (e.g.,
speaking and hearing trumpets, non-Western instruments), the anatomy of
voice and ear, comparisons of music and language, the curative powers of music
(especially its effects on tarantula bites), and music of the ancients compared to
the modern. Although hardly adding up to a systematic programme of inquiry,
these topics constituted a significant proportion of the activities of these insti-
tutions, especially during their earliest years.

The most concentrated period of activity relating to music in the Royal
Society was during the early 1660s. Between 1662 and 1664, several papers
by John Birchensha, Pepys’s music teacher, were read before the Society (his

41 For full details of musically related topics addressed by the early Royal Society, see Gouk, Music,
Science and Natural Magic in Seventeenth-Century England, pp. 184-91, 199-221; Miller and Cohen, Music in
the Royal Society of London; Miller, ‘Rameau and the Royal Society of London’.

42 Cohen, Music in the French Royal Academy of Sciences. For a checklist of surviving records, see A. Cohen
and Miller, Music in the Paris Academy of Sciences.
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low social status precluded him from membership).43 Birchensha’s support of
Pythagorean intonation led to a discussion of the true grounds of consonance,
and the suggestion that Mersenne’s experimental results needed to be verified.
Hooke embarked on a dramatic series of demonstrations over the summer of
1664. Birchensha was then summoned to appear before the Society to deter-
mine ‘how near the practice of music agreed with the theory of proportions’. It
is striking that immediately after having witnessed this performance a number
of Fellows went on to a concert of Birchensha’s music at the Post Office (the
Black Swan in Bishopsgate), just a short walk away from Gresham College.44
The last occasion before the end of the century when musical and scientific
practice overlapped so clearly was in October 1664, when the ‘Arched Viol’
which comprised ‘both an organ and a conceit of 5 or 6 viols’ formed part of
the Society’s entertainment.45

One reason for the Royal Society’s early concentration on musical subjects
was that its first president, Viscount William Brouncker, was, in addition to
being a gifted mathematician, also a keen patron of music and himself'a skilled
performer: he was the anonymous ‘author’> of Renatus Descartes’s Excellent
Compendium of Musick and Animadversions by the Author (1653). Other early
Fellows also known to have played music were Lord William Brereton, Sir
Robert Moray and, of course, Pepys. Fellows not known for performing music
themselves but who nevertheless exhibited knowledge of its theory included
Walter Charleton, William Holder, Hooke, John Pell, William Petty, John
Wallis, Thomas Willis and Christopher Wren. Between them, they possessed
an impressive number of academic and professional qualifications in the fields
of mathematics, natural philosophy and medicine. This shared expertise and
professional orientation probably explains why certain topics (e.g., the math-
ematics of pitch) crop up in Society records more frequently than others.

In France, where the number of fellows was small and membership was
explicitly based on professional expertise in mathematics and physics, this
emphasis is even more pronounced. The Dutch mathematician Christiaan Huy-
gens, the Académie’s only foreign founder member, is known to have been
musically trained. However, although Huygens had already written on music
by the time of his appointment (in his manuscript treatise of ¢. 1661 on the
division of the monochord), and continued doing so, he never made it part of
his work for the Académie in the way of his contemporaries Gilles Personne de
Roberval (1602-75) and Claude Perrault (161 3—88).46 Indeed, the full extent

43 Miller, ‘John Birchensha and the Early Royal Society’.

44 Latham and Mathews (eds), The Diary of Samuel Pepys, v: 238: ‘I found no pleasure atall in it>.

45 Ibid., v: 290. The archiviol was similar to the ‘Geigenwerk’ invented by Hans Hayden which is
described in Michael Praetorius’s Syntagmatis musicis tomus secundus (Wolfenbiittel, 1618), section XLIV
and plate III.

46 A. Cohen, Music in the French Royal Academy of Sciences, pp. 6-16.
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of Huygens’s writings on tuning and temperament (especially the division of
the octave into 31 equal steps) and on intervals and the modes, as well as his
attempts to establish absolute frequency, only became known in the 1940s.47

A similar discrepancy between public and private spheres can be seen in the
case of Hooke, who, like Huygens, was chiefly responsible for launching his
institution’s research programme. Although Hooke presented musical exper-
iments at Royal Society meetings, and explicitly related these to other inves-
tigations into the physics of vibrating bodies, most of his writings on music
were unpublished. Recent research has established that the underlying goal
of his experimental programme was to prove his theory that the entire uni-
verse was composed of vibrating particles of matter which acted like musical
strings, following Mersenne’s laws: those with the same ‘bigness, figure and
matter’ vibrated in sympathy with each other, accounting for their coherence
or congruity, while those with different sizes and frequencies did not.® In his
Micrographia(1664), Hooke used this musical model to try and explain the forces
of magnetism, light and gravity, while his Lecturae de potentia restitutiva (1678)
used the same insight in the context of his law of springs. In other unpublished
work he extended this vibrational model to suggest that the brain’s function
as the internal organ of perception and memory relied on resonance for its
capacity to receive, store and transmit impressions. Hooke’s speculations dis-
tinctly recall Kircher’s ‘magic of consonance and dissonance’, but his demon-
strations of the properties of strings and other vibrating bodies were presented
to the Society as neutral “matters of fact’. Hooke’s method started with the cer-
tainty of Mersenne’s laws to ground his hypothesis that the same laws operated
in realms which lie beyond the range of the unaided human senses. It was
Newton, of course, who systematically worked out the implications of this
insight in the context of his unified theory of matter.4°

Musicall butdisappeared from the Society’s experimental agenda after 1664,
although Hooke was privately working on the subject between 1672 and 1676.
His diary records discussions with Wren and Holder about the vibrational
nature of sound, and in 1681 Hooke demonstrated a brass-toothed wheel to
the Society which proved the correctness of identifying interval with relative
frequency (a similar device was invented by Huygens around 1682). Never-
theless, Fellows were kept abreast of relevant theoretical and practical work
through the Philosophical Transactions.>° From the early 1670s, short notices and
reviews began to appear for books such as Pietro Mengoli’s Musica speculativa

47 H. F. Cohen, Quantifying Music, pp. 205-30.

48 Gouk, Music, Science and Natural Magic in Seventeenth-Century England, pp. 193-223; Kassler, Inner
Music, pp. 124-59.

49 Gouk, Music, Science and Natural Magic in Seventeenth-Century England, pp. 224-57.

5o For a complete list of relevant articles, see Miller and Cohen, Music in the Royal Society of London,

pp- 47-64.
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(Bologna, 1670), Salmon’s Essay to the Advancement of Music (London, 1672),
North’s Philosophical Essay (London, 1677), Wallis’s edition of Ptolemy’s Har-
monics (Oxford, 1682),and Holder’s Treatise on the Natural Grounds and Principles
of Harmony (London, 1694). More substantial articles notably included Wallis’s
account of the discovery of nodal vibration by two violinists at Oxford (1677),
Narcissus Marsh’s ‘Proposals for the Improvement of Acousticks’(1684), Fran-
cis Robartes’s comparison of the trumpetand trombamarina and their overtones
(1692),and Wallis’s essays on canonic composition, the problems of organ tun-
ing, and a comparison of the effects of ancient and modern music (1698).

Joseph Sauveur: a reassessment

By way of a coda on music and sciences in the seventeenth century, let me turn
finally to the mathematician Joseph Sauveur (1653-1716), who in 1701 claimed
to have founded a new science that would be ‘superior’ to that of music, and for
which he coined the term ‘acoustique’, in the mistaken belief that he was the
first to do so. Although not as original as he thought, Sauveur’s contribution
to this field was extraordinarily influential, first because it appeared in a highly
respected scientific publication,and secondly because of its perceived relevance
as a foundation for practical music.>* In a series of five papers published in the
Mémoires de PAcadémie Royale des Sciences between 1701 and 1713, Sauveur
sketched out a five-stage process necessary for the comprehension of sound,
one which still appears appropriate today - i.e., its production, transmission,
reception by the ear, interpretation by the brain, and psychological effect on
the soul or mind (’dme). He also presented findings from his own experimental
investigations.

Writing after Sauveur’s death in 1716, Bernard le Bovier de Fontenelle
claimed he was the first person to determine the absolute frequency of pitch
(son_fixé) using the phenomenon of beats, and to develop a logarithmic divi-
sion of the octave for classifying temperaments and comparing pitches, plus a
practical scale based on logarithmic division for measuring the sizes of inter-
vals and the duration of sounds. Sauveur clearly understood the phenomenon
of overtones, including the nature of partials, and introduced a terminology
to describe them that is still current today (son_fondamental, sons harmoniques,
neeuds, ventres). He explicitly stated that harmonics are components of all musi-
cal sounds, and suggested that the relative consonance or dissonance of a given
interval may be partly due to the nature and number of beats it produces. He

51 A. Cohen, Music in the French Royal Academy of Sciences, pp. 24-9. See also Dostrovsky, “Early Vibration
Theory’; Cannon and Dostrovsky, The Evolution of Dynamics.
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also attempted to calculate the auditory limits of the human ear and to develop
precise mathematical formulas for expressing a string’s frequency. In 1713 he
succeeded in deriving the absolute frequency of a string by treating it as a
compound pendulum. From a practical point of view, Sauveur recommended
a new system of solmization that corresponded to his logarithmic scale of 43
merides to an octave, explained the relevance of his knowledge of overtones for
the construction of organ pipes, and also designed a series of monochords that
would be useful to musicians for tuning their instruments.

Itwill be clear from this chapter that Sauveur’s work had been anticipated in
almost every respect, not least by Mersenne in terms of the scope and extent of
hisacoustical programme. There are also other claims for priority: Newton had
developed a logarithmic measure for the scale as early as 1666, and he was the
first to analyse the propagation of sound mathematically in 1687; both Hooke
and Huygens developed methods for calculating absolute frequency; Wallis
and Robartes had already described nodes in 1677 and 1694; and Brook Taylor
discovered another method for deriving absolute frequency in exactly the same
year that Sauveur reached his solution (1713).

This chapter has also shown that speculative music, that aspect of
seventeenth-century music theory often considered least interesting today,
served natural philosophers as one major point of departure in constructing a
new approach to what is now called ‘science’. With the new tools of the Scien-
tific Revolution, Sauveur pulled his work together into the unified theory of
acoustics that Rameau adopted as a scientific foundation for his theory of har-
mony.’* Rameau saw himself reconnecting practical music theory to science by
demonstrating that the ‘nature’ of music was grounded in physics. What neither
he nor Sauveur realised was that the harmonic laws they took as natural had first
been discovered as a result of philosophers using musical instruments and tech-
niques for the purpose of discovering hidden truths about nature. On the one
hand, ‘science’ at the end of the seventeenth century was understood quite dif-
ferently from how it had been understood at the beginning, due in substantial
partto inspiration drawn from practical and theoretical music. Buton the other,
in consequence of the rise of ‘modern science’, the foundation of music theory
was no longer an abstract theory of number but a concrete theory of physics.
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. 7 .
The search for musical meaning

TIM CARTER

In 1488 or thereabouts, the renowned poet and Humanist Angelo Poliziano
attended abanquet held by Paolo Orsini in Rome. The occasion included music,
which Poliziano described enthusiastically to Pico della Mirandola, noting in
particular the performance of the host’s son, the eleven-year-old Fabio:

No soonerwere we seated at the table than [Fabio] was ordered to sing, together
with some other experts, certain of those songs which are put into writing with
those little signs of music, and immediately he filled our ears, or rather our
hearts, with a voice so sweet that . . . as for myself, I was almost transported
out of my senses, and was touched beyond doubt by the unspoken feeling of
an altogether divine pleasure. He then performed a heroic song which he had
himself recently composed in praise of our own Piero dei Medici . . . His voice
was not entirely that of someone reading, nor entirely that of someone singing:
both could be heard, and yet neither separated one from the other; it was, in
any case, even or modulated, and changed as required by the passage. Now it
was varied, now sustained, now exalted and now restrained, now calm and now
vehement, now slowing down and now quickening its pace, but always it was
precise, always clear and always pleasant; and his gestures were not indifferent
or sluggish, but not posturing or affected either. You might have thought that
an adolescent Roscius was acting on the stage.*

In discussing Fabio’s performance ‘with some other experts® of what one
assumes were notated polyphonic songs, Poliziano notes the sensuous qual-
ities of the music transporting the listener by a pleasure akin to the divine. But
in the case of the song in praise of Piero de’ Medici, he focusses on a different set
of issues: here was a declamatory style, not quite singing or speaking, respond-
ing flexibly to the demands of the words and displaying significant rhetorical
power.

As Nino Pirrotta has noted, Poliziano’s account is important for a number
of reasons. It provides early evidence of an alternative style to the one now
considered typical of ‘Renaissance’ music - Franco-Flemish polyphony (‘those
songs which are put into writing with those little signs of music’) - and one

1 Pirrotta, Music and Theatre from Poliziano to Monteverdi, p. 36.
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with impeccable Humanist credentials: the link between Fabio’s ‘heroic song’
and the reputed power of the music of antiquity is cemented by Poliziano’s
reference to Roscius, the Roman actor praised by Cicero for his rhetorical
powers. This style was also one that depended on a solo voice delivering a text
clearly and effectively. Poliziano’s account offers a striking anticipation of the
Florentine recitative and monody that emerged a century later, which in turn
drew their roots from a Humanist-inspired tradition (so the likes of Jacopo Peri
and Giulio Caccini claimed), formalising in the early Baroque period various
improvisatory techniques that had lain underground during the Renaissance
as a powerful, if unwritten, tradition.

More significant for present purposes, however, is Poliziano’s implied dis-
tinction not just between different musical styles and performance practices
butalso between modes of listening. His reference to “an altogether divine plea-
sure’ invokes the well-worn trope of musica divina, the harmony of the spheres
of which musica instrumentalis (vocal and instrumental music) was but a pale
echo. By listening to earthly music, we catch a glimpse of something denied
us since the Fall, the sounds of paradise. As St Augustine pointed out in his
Confessions, however, the danger was that such divine musical pleasure could
also become a distraction, seducing the mind from the demands of worship.
Fabio’s ‘heroic song’, in contrast, engaged the human faculty of reason, and
notjust the senses, to persuade and move by virtue of the effective and affective
delivery of the text. Such song would notjustdelight butalso profit the listener,
thus supporting Horace’s classic precept that the poet ‘who has managed to
blend profit with delight [qui miscuit utile dulci] wins everyone’s approbation,
for he gives his reader pleasure at the same time as he instructs him’.> However
pleasurable the Humanist style might be, it could also convey other messages
of import to the listener, be they the heroic attributes of a Florentine prince or
the spiritual truths of the Word of God.

The two elements of the Horatian precept - instruction and pleasure - might
or might not be able to co-exist: the potential conflict between them animated
the arguments in the sixteenth century over the place of music within the
Church on the one hand, and on the other, over the power of polyphony, rather
than solo song, to move the mind to higher things. At the heart of the matter lay
two simple questions: what might music mean, and how might such meaning
be achieved? The answers to those questions were complex, however, and were
predicated upon philosophical presumptions that might or (more often) might
notreceive articulation. They were also subject to challenge by new discoveries

2 Ars poetica, 11. 343-4. Compare also 1l. 333-4: ‘Poets aim at giving either profit [prodesse] or delight
[delectare], or at combining the giving of pleasure with some useful precepts for life>. These passages were
regurgitated regularly in Renaissance poetics.
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concerning the science of music, and by new (or newly discovered old) aesthetic
principles.

For example, the claim that music reflected divine harmony by virtue of
its containing rational proportions (‘sounding number’, as Zarlino called it in
1558) - 2:1 for the octave, 3:2 for the fifth, etc. - might or might not be
theoretically sound, but as Vincenzo Galilei and others pointed out, it did not
reflect the pragmatics of current tuning systems where pure intervals were
rendered impure so as to extend the gamut of earthly harmony, even at the
expenseof ‘divine’ratios. Galileialsoargued thatwhile a mixing ofhighand low
pitches, and slow and fast rhythms, was typical of polyphony, Plato’s claim that
different pitch-levels and rates of movement invoked different emotional and
other states therefore meant that counterpoint was de facto unable to represent
such states, the ear constantly being confused by the tussle of opposites. Zarlino
would no doubt have countered that the impurity of modern tuning was a
practical incidental rather than a theoretical fundamental; he would also have
said that earthly imperfection should not cast doubt on divine perfection. As
for defending counterpoint, he would have claimed that to limit music to just
high or low notes, or to just a single voice, denied music’s historical progress
towards the sonic richness of an ars perfecta: surely the angels sing in polyphony,
just as the celestial spheres move at different speeds around the earth.3

It is relatively easy to discern in these types of debates the emergence of a
polarisation of apparent opposites - soul versus body, reason versus sense, the-
ory versus practice, form versus content - the relative configuration of which
might, in turn, help distinguish ‘Baroque’ from ‘Renaissance’ views on music
and the other arts. More striking, however, is the fact that such debates - and
there were many - emerged so strongly towards the end of the sixteenth century
and into the seventeenth; these binary oppositions somehow became essential
to the thought of the day. Of course, theorists had long had their controver-
sies, and even in the Middle Ages and Renaissance, musica speculativa was not
always so rarefied, and thus impractical, as has sometimes been assumed. Yet
the theoretical ground was now shifting away from music’s substance to its
effect. Whether one views this as a consequence of emerging notions of the
composer as artist rather than artisan, or of new demands being made upon
theory by the broadening market for music (aided not least by various aspects
of “print culture’), the ramifications are clear. Musical meaning became less a
matter of universals than something contingent upon time and place; music
was to be justified not by what it is, but by what it does as a particular event in

3 For these and other issues placed in broader scientific and philosophical contexts, see Palisca,
Humanism in Italian Renaissance Musical Thought.
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time. Musical science was never forgotten, but the study of the art and craft of
music also expanded into a different area, that of musical poetics.

There is one caveat worth making in any preface to a historical discussion
of musical meaning, where one might reasonably ask the question, “Whose
meaning?+ On the one hand, this invokes the standard debate of historicism
versus transcendentalism, and therefore of different notions of authenticity:
how might a 21st-century reader most plausibly, and responsibly, approach
issues of meaning in the music of historically distant times and places? On
the other, it is clear that even seventeenth-century readers would have con-
strued musical meanings in multiple ways and on various levels. Some of the
more arcane structural and stylistic issues to be discussed below were mat-
ters purely of professional interest, if that, for those concerned with musical
practice (whether composers or performers): a singer or instrumentalist might
(or might not) understand, and even take pleasure in or be intrigued by, some
clever compositional device or performance problem, but it has no bearing on
the listening experience. At the other extreme, no doubt for many seventeenth-
century listeners music’s meaning lay more in its decorative immediacy than
in any depths hidden or otherwise: so long as this music was, say, ‘beautiful’,
‘sweet’, ‘regal’ or ‘loud’ according to circumstance, it fulfilled its ritual and
other purposes. Musicologists normally direct their findings to ‘competent’
readers well enough informed, able and willing to acknowledge the import of
the various issues under discussion. Whether such competence is a historical
given, rather than just a self-projecting fantasy, is another matter altogether.

Poetics and taxonomies

While my discussion thus far has concerned the responsibilities of the modern
historian, there is also a question of the extent to which historical awareness
made its impact upon seventeenth-century musicians, and what any conse-
quences might have been. There is no doubt that the powerful preserving force
of print expanded the chronological frame of musical knowledge to a signifi-
cantdegree: Monteverdiwrote a parody mass — the Missa ‘Inillo tempore’ (1610) -
ona motet by Nicolas Gombert first published in 1538, and in 1627 he oversaw
anew edition of Arcadelt’s Il primo libro de madrigali a quattro voci written almost
acentury before. Composers could be classified as antichi, vecchi and moderni - as
became common in contemporary treatises’ — and the moderni could see them-
selves within, and therefore potentially outside, the context of one or more

4 My arguments here build on Murata, ‘Scylla and Charybdis’.
5 Owens, ‘Music Historiography and the Definition of “Renaissance™ and ‘How Josquin Became
Josquin’.
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musical traditions. Reifying the art-work on the printed page also prompted
a shift on the part of contemporary theory away from arcane mathematics in
favour of a more humane criticism, catering for the musically sophisticated
audiences that printing itself had done so much to create.® A shift from the
whats and hows of musical creation to the whys and wherefores of musical per-
ception exposed the need for a poetics of music, of the art and craft of modern
musical expression, and thus for a critical language to explore notions of value
in contemporary musical art.

The emerging focus in the sixteenth century on the poetics of music fostered
arange of new analytical and critical tools for approaching musical works of art.
Itresponded to various needs felt, for example, by composers left unsure of the
place of music in changing political, religious and social worlds, or by musical
consumers (performers or, increasingly, listeners) seeking to systematize, and
therefore validate, their aesthetic and other perceptions of an ever-widening
range of musical activity. It also drew on broader trends in later sixteenth-
century thought - and in the ‘new science’ of the early seventeenth century -
where apparent disorder was reduced to order by classifying and categorizing
all areas of artistic and other endeavour. This emphasis on taxonomies might
serve various agendas, be they Humanist, philosophical, scientific or religious;
it could also be oppressive, establishing rigid categories with hard-and-fast
boundaries, or liberating, analysing pastachievements so as to provide an impe-
tus for the present and the future. In either case, however, such taxonomies
needed to be based on both reason and principle, if only for the sake of appear-
ances. In perhaps the most emblematic literary controversy of the late sixteenth
and early seventeenth centuries, over Battista Guarini’s controversial pastoral
play I/ pastor fido, Guarini worked harder than he might have needed to justify
his invention of the hybrid ‘tragicomedy’ by way of Classical precedent and of
an approach to theories of genre that was reasoned, if not always (depending
on one’s point of view) reasonable. Similarly, in a musical controversy with
some important parallels to the one over I/ pastor fido, the composer Claudio
Monteverdi sought to persuade his opponent, the Bolognese theorist Giovanni
Maria Artusi, that he could defend the seconda pratica ‘with satisfaction to the
reason’and notjust ‘to thesenses’.” Artusi’s objections to the modern style were
based on an appeal to the time-honoured rules of counterpoint, which he had

6 Haar, ‘A Sixteenth-Century Attempt at Music Criticism’; Carter, ‘Artusi, Monteverdi, and the Poetics
of Modern Music’.

7 Monteverdi’s comment is made in the statement on the seconda pratica in his Fifth Book of madrigals
(1605) that was then glossed by his brother, Giulio Cesare, in the ‘Dichiaratione’ in Monteverdi’s Scherzi
musicali . . . a tre voci (Venice, 1607); for the materials, see Strunk, Source Readings in Music History, Revised
Edition, iv: The Baroque Era, pp. 18-36. The similarities between controversies over I/ pastor fido and the

seconda pratica (and also the Galilean revolution) are explored in Tomlinson, Monteverdi and the End of the
Renaissance, chap. 1.
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already ‘reduced’ into schematic tables in his primer L arte del contraponto ridotta
in tavole (1586); Monteverdi, on the other hand, soughtjustification both in the
Classics (Plato explicitly,and Aristotle implicitly) and in the musical imperative
to represent a text and arouse the emotions. One might argue over the extent
of Monteverdi’s knowledge of, and adherence to, Classical thought, but what-
ever the case, he over-trumped Artusi in his recourse to the authority of the
past.

The Bolognese theorist Adriano Banchieri sought to reconcile the extreme
positions adopted by Artusi and Monteverdi, and also to establish new crite-
ria for assessing musical achievement. In his Conclusioni nel suono dell’organo
(“Conclusions on playing the organ’, 1609), Banchieri distinguishes between
the ‘osservanza’ and the ‘inosservanza’ of the traditional rules of counterpoint,
claiming that observance is appropriate in works without words (instrumental
toccatas, ricercars) and in pieces where the text does not require ‘unobser-
vance’, whereas to ‘express’ a madrigal, motet, sonnet or other kind of poetry,
the musician must be free to exploit unobservance so as to proceed by ‘imi-
tating the affections with the harmony’. These incipient notions of genre- and
function-specific styles are taken further in the preface to Monteverdi’s Eighth
Book of madrigals, the Madrigali guerrieri, et amorosi (1638), which elaborates
a schematic taxonomy of two- and three-fold categories based on genre and
function (nusica da camera, da teatro and da ballo), genre and style (canti senza
gesto and opuscoli in genere rappresentativo; madrigali guerrieri and amorosi), and
style and expression (the three generi - concitato, temperato and molle — which in
turn match the ranges of the voice and the “passions or affections of the soul’).?
His analysis of modern music has also revealed a potential for new invention:
‘In all the works of the former composers I have indeed found examples of
the “soft” [molle] and the “moderate” [temperato], but never of the “agitated
[concitato], a genus nevertheless described by Plato’.® Monteverdi then pro-
ceeds to describe his discovery of the concitato genere and its present popularity
in music for church and chamber.

A still more complete musical taxonomy was offered by the Italian composer
and theorist Marco Scacchi, maestro di cappella at the Polish court from 1628 to
1649."° Scacchi distinguishes between three classes of music: church (ecclesia-
sticus), chamber (cubicularis), and scenic or theatrical (scenicus seu theatralis). The
church style divides into Masses, motets etc. without organ for four to eight
voices - i.e., the a cappella ‘Palestrina’ style that still remained a required norm

8 Hanning, ‘Monteverdi’s Three Genera’.

9 From the preface to the Madrigali guerrieri, et amorosi, given in Strunk, Source Readings in Music History,
Revised Edition, iv: The Barogque Era, pp. 157-9.

10 Scacchi’s Breve discorso sopra la musica moderna (Warsaw, 1649) is translated in Palisca, “Marco Scacchi’s
Defense of Modern Music (1649)’.
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for certain liturgical and ritual environments - plus motets with organ or for
several choirs, and vocal music iz concerto (with instruments and in the modern
style). The chamber style is made up of (unaccompanied) madrigals sung round
a table (da tavolino), vocal pieces with continuo, and those with instruments.
The theatrical style consists of ‘speech perfected by song, or song by speech’.
Scacchi’s divisions established important precedents for later theorists such
as Christoph Bernhard and Angelo Berardi. They also supported his powerful
plea (in the Breve discorso sopra la musica of 1649) for tolerance in accepting the
multiplicity of styles available to the modern composer. Like Monteverdi and
Banchieri, Scacchi had learnt perhaps the most important lesson of the early
seventeenth century: that different groups of composers, regardless of their
orientation, were already coexisting in relative equanimity within a pluralist
musical context.

Such taxonomic endeavours had further ramifications to be discussed below
(for example, the fixing of musico-rhetorical ‘figures’). But in essence, they
facilitated (at least for ‘competent’ listeners) some notion of decorum - that
specific things were to be expected in specific contexts — enabling seventeenth-
century musicians and their audiences to chart their paths through the varied
terrain of modern music. Such a notion hinged on an awareness of the con-
textual contingency of musical genre, style, function, and even, as the period
developed, national identity. It also set constraints upon notions of composi-
tional invention, wherein ‘originality’ was not necessarily a desideratum in the
context of composing out particular genres, styles and structures.

Words and music

The influence of Classical poetics on the emergence of musical poetics was
guaranteed in part by Humanist precedent: not for nothing were Galilei’s argu-
ments presented in the context of a ‘dialogue’ on ancient and modern music
(the Dialogo della musica antica, et della moderna of 1581). It was also a result of
the fact that musical thinkers, finding scant help for their task in conventional
music theory, looked for other models in closely related fields. The common
purpose of the arts easily permitted such transfers, while music’s evident links
to poetry urged them in specific directions. Just as Horace’s equating of poetry
and painting in the dictum ut pictura poesis could become a catchphrase of art
criticism in the sixteenth century, so might ut musica poesis have found similar
favour.

The primacy of poetry as a model for all the arts was encouraged by Classical
texts (not least, Aristotle’s Poetics), but it was also a result of the role of the
word as a rational means of communication that distinguished man from beast.
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Poetry might ‘paint’ a picture, but the best pictures would also ‘tell’ a story.
Similarly, poetry might be ‘musical’ (by virtue of thyme, metre and assonance),
but music could gain its perfection only by virtue of its association with a text.
Here Zarlino and Galilei would have broadly agreed: through the word (or in
sacred music, the Word), music could engage the faculty of reason in ways more
tangible than some abstract perception of mathematical order. In this sense,
textless music was essentially meaningless, and here Galilei was happy to give
counterpoint its due, to be appreciated for its artful craft but appealing only to
older beliefs about musical harmony as reflecting hidden cosmic order.

The issue was just how music might best reflect, represent and convey the
word. Galilei objected to the literal word-painting typical of the sixteenth
century (for example, in settings of the Credo of the Mass a falling line for
‘descendit de caelis’, a rising one for ‘et ascendit in caelum’, etc.) and similar
so-called madrigalisms. He also (and perhaps surprisingly, given the modernist
role in which he is often cast) complained about harsh dissonances and other
‘outlandish’ devices used to express words denoting, say, the pains or suffering
of love.** His point - and here, too, Zarlino might have agreed - seems to
be that such word-‘painting’ is supererogatory: if a text already presents its
meaning, then music does not need to re-present it. Rather, music’s role is
more supportive, making the listener’s mind receptive to the message of'a text
that was best delivered clearly. But the medium was not itself the message.
Here we have perhaps the first genuine definition of music as a rhetorical art,
something used to deliver,embellish or subvert meaning, but not to be confused
with the semantic function of verbal discourse.

In thearguments over the seconda pratica, Monteverdi (and his brother, Giulio
Cesare) granted more force to inherently musical devices in support of text
expression. As Banchieri put it (see above), ‘unobservance’ of the rules of coun-
terpoint was justified in the service of text expression: thus harsh, even irreg-
ular, dissonances were appropriate for ‘harsh’ texts. Monteverdi also contra-
dicted Galileion the role of madrigalisms: even in hislate works, we find obvious
instances of word-painting, where the musical sign directly imitates concepts
within the text. In part, this is just an extension of the notion of mimesis,
that art should somehow ‘imitate’ nature. In part, however, it also reflects
mechanistic theories of emotional stimulation: if our emotions are ‘moved’
quite literally by way of the movement of the bodily humours (blood, phlegm,
choler, melancholy), then the direct physicality of specific musical gestures
could assist in generating such motion. The concitato genere is one of several

11 For Galilei’s remarks on madrigalisms and on dissonance, see the passage from his Dialogo della musica
antica, et della moderna (1581) in Strunk, Source Readings in Music History, Revised Edition, iii: The Renaissance,

pp. 186-7.



166 TIM CARTER

examples fulfilling both mimetic and humoral requirements: this ‘aroused’
style not only reflects the arousal of battle, but it also arouses in us an appro-
priate physical response. In Monteverdi’s Combattimento di Tancredi e Clorinda
(1624), later published in the Madrigali guerrieri, et amorosi, we do not just hear
the sounds of war, but our bodies are also made to feel as though we are right
in the thick of things.

Effective text delivery, on the one hand, and emotional arousal, on the other,
were central to the art of rhetoric. The theoretical and practical exploration of
music’s potential links with rhetoric (and therefore its shift from the guadrivium
to the trivium) by way of word-tone relationships had been noticeable at least
from the second quarter of the sixteenth century on: indeed, some would see
it as a defining feature of ‘Renaissance’ music. Increasingly, however, these
links became formalised into various systems. Countless manuals in the period
drew on the great Classical rhetoricians - Aristotle, Cicero and Quintilian - to
demonstrate how the perfect orator mightinvent, organise and deliver an argu-
ment so as to persuade an audience and arouse it to some kind of action. Once
more, music drew on a sister art, borrowing both the ideals and at times the
actual principles of oratory to fulfil its musico-rhetorical mission. In his Musica
poetica (1606), the German theorist Joachim Burmeister established a theory
of music predicated directly upon rhetoric and its associated system of tropes
and figures: the lesson is emphasised by a ‘rhetorical’ analysis of a motet by
Orlande de Lassus, ‘In me transierunt’.** Similarly, another German, Athana-
sius Kircher, in his Musurgia universalis (1650), spoke of ‘musurgia rhetorica’
and identified Giacomo Carissimi as the composer who ‘surpasses all others
in moving the minds of listeners to whatever affection he wishes”.'3 Kircher
discusses part of Carissimi’s oratorio Jephte, also finding within the works of
Carissimiand othersaseries of musical devices comparable to rhetorical figures:
sequential repetition as anaphora,astark dissonance or false relation as parrhesia,
a rising line painting words denoting ascent as anabasis, etc. But rhetoric
had more influence than just by way of figures used according to principles
that early twentieth-century (German) musicologists - heavily influenced by
Wagnerian leitmotiv theory — would categorize as ‘Figurenlehre’ (the doctrine
of musical figures) or ‘Affektenlehre’ (the doctrine of the affections). Rhetorical
thinking rationalised the processes involved in bringing an oration to fruition,
fixing the structures by which it might be organised. It also defined the styles
(plain, middle, grand) appropriate to specific types of oration, and thereby once

12 Palisca, ‘Ut oratoria musica’.

13 Musurgia universalis (Rome, 1650), i: 603, cited in Palisca, Baroque Music, p. 126. See also Smither, A
History of the Oratorio, i: The Oratorio in the Baroque Era, pp. 215-46, illustrating the application of rhetorical
figures in Carissimi’s oratorios. For definitions, see Buelow, ‘Rhetoric and Music’; Bartel, Musica poetica.
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more generated intersecting taxonomies that linked genre, style and function.
Finally, rhetoric recognised the utility of its apparent rigidities - once rules
were fixed, they could be broken for special effect - and acknowledged its
own transience (formerly novel figures could become commonplaces, there-
fore demanding still more novelty). For all its appeal to systems, rhetoric was
inherently transgressive. The lessons for music were obvious.

The ideal composer - and for that matter, performer - became some manner
of orator, delivering a text effectively and invoking a response in the listener
that involved both reason and the emotions. Thus composition, performance
and listening were all enfolded within the creative act. Accordingly, one can
reasonably take a piece of seventeenth-century music and analyse its presenta-
tion, elaboration and generation of meaning by way of such musical oratory.
The seven-part Gloria in excelsis Deo published in Monteverdi’s Selva morale e
spirituale (1640-41) — perhaps intended for performance in 1631 at the celebra-
tions for the cessation of the plague in Venice'4 - might seem to be a straightfor-
ward example (see Table 7.1). It is in an avowedly modern style, for voices, two
violinsand continuo (although the solo tenor of the opening seemingly invokes
the plainchant intonation found in old-style polyphonic Masses). Monteverdi
breaks the text down (very conventionally) into syntactic units variously artic-
ulated in the music as sections or subsections by way of cadential markers, the
introduction of new musical ideas, contrasts of pace and scoring, etc. Some
of the text-setting involves quite literal word-painting: the ‘high’ scoring for
‘in excelsis Deo’ or the ‘low’ homophony for ‘et in terra pax’. Other aspects
are more generally evocative, as with the repetitive paeans of ‘Gloria’ or the
homophonic declaration ‘Gratias agimus tibi’. Elsewhere, Monteverdi’s con-
cerns seem more purely musical: once he has begun a new section at ‘Laudamus
te’ (by way of a new motive in the violins) - quite appropriately in syntactical
terms - he then moves into a long section based on an ostinato bass pattern (a
cadential figure stated on different degrees of the scale) that serves to link the
short invocations ‘Laudamus te. Benedicimus te. Adoramus te’, and therefore
to maintain the musical flow. In general, the approach seems quite sectional -
which is not at all unusual for Gloria and Credo settings (and later in the
century, the sections would start to become separate movements) — although
Monteverdi takes advantage of textual parallelisms to prompt musical repeti-
tion that might be viewed as contributing to an architectonic whole, as with
the repetition of the opening ‘Gloria’ roulades at ‘[propter magnam] gloriam
tuam’. The whole opening is also repeated at the end of the movement, at [Cum

14 Moore, ‘Venezia favorita da Maria’; but compare Kurtzman and Koldau, “Trombe, Trombe d’argento,
Trombe squarciate, Tromboni, and Pifferi in Venetian Processions and Ceremonies of the Sixteenth and
Seventeenth Centuries’, para. 43.



Table 7.1 The opening of Monteverd:’s Gloria in excelsis Deo (1640-41)

Section  Text Translation Musical setting
1a Gloria in excelsis Deo. Glory be to God on high, C: tenor begins with quasi-intonation; rising
scales and then roulades with voices in thirds
suggest angelic choirs; text is set emphatically.
1b Etin terra pax hominibus bonae  and in earth, peace, good will C: slower pace, low textures and homophony
voluntatis. towards men. paint ‘earth’ and ‘peace’.
2a Laudamus te. Benedicimus te. We praise Thee, we bless Thee,we  C: two violins mark start of new section and then
Adoramus te. worship Thee, provide interjections; voices move
predominantly in duets; bass line consists of
repeating cadential patterns.
2b Glorificamus te. we glorify Thee, C3/2: shift to triple time; duets and repetitive bass
continue.
3a Gratias agimus tibi we give thanks to Thee C: slower pace and low homophonic chords. . .
3b propter magnam gloriam tuam. for Thy great glory . .. ... picking up speed at ‘propter magnam’;

etc.

‘gloriam’ prompts repetition of initial roulades
(on ‘Gloria®); voices in groups juxtaposed in
blocks.
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sancto spiritu, in] gloria dei patris. Amen’ (‘with the Holy Ghost, in the glory
of God the Father. Amen’). The location of this last repetition quite signifi-
cantly disrupts the syntax of the text for the purpose, it seems, of providing
a strong musical conclusion. As for the opening sections, however, the only
apparent oddity is the shift to triple time at ‘Glorificamus te’, which might
be explained by the accentuation of the word (Glo-ri-fi-ca-mus) had not Mon-
teverdi in fact misaccentuated it by starting on an up-beat (Glo-ri-fi-ca-mus).
In another era, the triple time might be read as a reference to the Holy Trinity;
here, however, it appears to invoke glorification through some kind of ‘song’
ordance, which is what triple time most often seems to represent in this period.

Monteverdi’s manipulations of the text, and also his focus on musical devel-
opment, is not perhaps what one might expect from his claims for the seconda
pratica (where the words should be the ‘mistress’ of the music). This might be
explained by way of this being a piece of sacred music and notsecular, for public
ceremonial and not for a private chamber, and setting words well known to all.
Butitis not, in fact, untypical of the composer even in his most obvious seconda
pratica mode, where the treatment, and supremacy, of the text is often not quite
what modern scholars of this period would have it. However, this does raise an
important question: for all the emphasis on the word in this period, just how
‘musical’ is any setting of a text allowed to be? Inevitably, the answer would
seem to vary. Operatic recitative, for example, may not seem very musical at
all, given its intended proximity to some kind of speech. Arias, on the other
hand, may seem very musical indeed, whether or not they serve some kind of
expressive purpose. I shall return to this point below.

Modal types and tonal categories

The focus on text setting at least in the early part of this period did not
only reflect apparent priorities on the part of composers; it also allowed non-
musicians to participate in musical discourse. Even if one was not aware of
music’s technicalities, one could still appreciate the refinement of a poem and
of a musician’s response to it within a literary world that we should try to
understand.’> One can detect a similar strategy in many modern accounts of
this music, where the treatment of the text comes high on the agenda, no
doubt because it is the easiest matter to broach, and because it allows us to
escape Romantic ideologies of “absolute’ music. Such accounts often make one
wonder whether, in fact, one needs to delve into other music-theoretical issues
atall, be they couched in seventeenth-century terms or modern ones. But that

15 Freitas, ‘Singing and Playing’.
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does an injustice to musical works that are often highly sophisticated in design
and construction. Italso avoids some difficult questions, in particular concern-
ing whether we are not, in fact, selectively blind or deaf to other important
aspects of this music.

Monteverdi’s Gloria discussed above is in what to all intents and purposes
mightbe called ‘G major’,a key that elsewhere in the composer’s outputis asso-
ciated with the concitato genere (as in the Combattimento di Tancredi e Clorinda)
and also with love-songs (in, say, L’incoronazione di Poppea of 1643). Although
these different associations might be grounded by way of some kind of prox-
imity (the ‘martial’ fanfares of the angelic hosts praising God; love as a ‘battle’
between two hearts and minds), it is clear that ‘key’ is not yet so precise an
extra-musical signifier as it could be in, say, Handel’s da-capo arias, Bach’s
cantatas, or even Mozart’s operas. Eric Chafe, however, is quite prepared to
transfer meanings from one context to another on the basis of common keys:
the final piece in L’incoronazione di Poppea (‘Pur ti miro, pur ti godo’, for Nerone
and Poppea) is not quite the simple love-duet most would assume, given that
itis in a key (G) associated with ‘the victory of Love over Virtue and Fortune>,
with Love as ‘a force allied to the predominant key of the Book Eight guerriero
style>.1

For seventeenth-century music, issues of tonal structure are complex and
have yet to be fully resolved.'” The traditional view has the period marking
a transition from Renaissance modes (Dorian, Phrygian, Lydian, Mixolydian,
Aeolian, Ionian) to the major-minor tonalities of the Classical period (C major
or minor, C sharp major or minor, etc.). Each mode comprises a species of fifth,
from the final up to the ‘dominant’, and a species of fourth, from the dominant
to the upper final: the fifth-plus-fourth division explains the alterations associ-
ated with ‘tonal’ answers in contrapuntal expositions long after the demise of
the modal system. In ‘authentic’ modes, the fifth is beneath the fourth, whereas
in ‘plagal’ modes (Hypodorian, Hypophrygian etc.), the position is reversed;
therefore in authentic modes, the final is the lowest note of the scale, whereas
in plagal modes, it is in the middle. Although the Renaissance modes are con-
ventionally construed by way of the keyboard (as ‘white-note’ scales starting on
D, E, F, G, A and C), they are not pitch-specific: rather, they are made up of the
distinct sequences of tones (T) and semitones (S) that also distinguish the dif-
ferent species of fifth and fourth: so, for the authentic Dorian mode on ‘D’ the

16 Chafe, Monteverdi’s Tonal Language, p. 324. For this, and also the question of whether the duet is in
fact by Monteverdi, see Carter, Monteverdi’s Musical Theatre, p. 233.

17 Thefollowing draws on Dahlhaus, Untersuchungen iiber die Entstehung der harmonischen Tonalitiit; Allaire,
The Theories of Hexachords, Solmization and the Modal System; Meier, Die Tonarten der klassischen Vokalpolyphonie;
Powers, “Tonal Types and Modal Categories in Renaissance Polyphony’; Chafe, Monteverdi’s Tonal Language;
Collins Judd, “Modal Types and Ut, re, mi Tonalities’.
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fifth-plus-fourth is TSTT/TST, and for the Phrygian on ‘E’, STTT/STT, etc.'8
In terms of their notated representation, modes can be transposed down a fifth
by turning B-mi (By) into B-fa (B») and therefore adopting a one-flat signature:
thus G-Dorian preserves the tone-semitone sequence of D-Dorian by virtue of
its Bb. Further transpositions downward by a fifth (adding one flat each time)
are possible, as (later in the seventeenth century) are upward transpositions
by a fifth (adding one sharp each time). But even if each mode began on the
same sounding pitch (say, C), it would reach its upper octave by a different
route. Therefore the six modes (twelve if one counts both authentic and pla-
gal versions) sound very different one from the other, and cultivating an aural
sensitivity to such difference is an important aspect of coming to understand
Renaissance music.

In Classical tonality, there are only two ‘modes’ distinguished by their
sequence of tonesand semitones: the ‘major’scale has TTST/TTS (the sequence
of the Ionian mode), and the ‘minor’, TSTT/STT (the Aecolian).*® These two
modes can each occur on every degree of the chromatic scale, but they will be
transpositionally equivalent (so, C major contains the same sequence of tones
and semitones as C sharp major, D major, E flat major, etc.), at least within an
equal-tempered system where the octave isdivided into twelve equal semitones.
Thus C major should not sound any different from C sharp major (although
we shall see that it does), and in terms of scale-type, tonality is in principle less
rich than modality. However, this limitation makes it easier to move through
tonal space defined by pitch centre. Renaissance modes have their finals and
dominants, and pieces based on such modes will normally start and end on
their final (the Phrygian mode is always a special case because of the difficulty
of creating a ‘perfect’ cadence given the diminished triad on the dominant).
But the different degrees of the scale are not so much distinguished by prior-
ity; nor do they exist in a strong hierarchical relationship. Notions of modal
propriety also militate against changing modes within a given piece (shifting
from, say, Dorian to Lydian), and when this occurs (e.g., in cases of modal ‘mix-
ture’), it is often a matter of introducing new patterns of tones and semitones
rather than changing the final. In the tonal system, however, certain notes

18 There are four species of the fifth (STTT, TSTT, TTST, TTTS) and three of the fourth (STT, TST,
TTS). Thusinan eight-mode system, the four authentic modes (Dorian, Phrygian, Lydian, Mixolydian) each
have a different species of fifth. The twelve-mode system does not preserve this distinction (the Aeolian
mode contains the ‘Dorian’ fifth, and the Ionian mode the ‘Mixolydian’ one), which is one reason why the
twelve-mode system did not always find acceptance in contemporary theory.

19 This is the so-called ‘natural® minor, as distinct from the ‘melodic’ and ‘harmonic’ minors. But one
should also be wary of assuming that the Ionian mode was the direct progenitor of the major scale, and the
Acolian the minor: these two modes do not exist within an eight-mode system, and shifting to a twelve-
mode system was notan essential precursor for tonality. Indeed, as we shall see, major and minor scale-types
tend to get inflected by way of various associations with a number of former modes.
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of the scale and the chords built upon them (tonic, subdominant, dominant
etc.) have priority over others and have a hierarchical relationship between
themselves. Similarly, major and minor modes that involve the same altered
pitches (relative to a white-note scale) are construed as related: thus C minor
is the ‘relative minor’ of E flat major because they both require Bb, Eb and Ab
and therefore have the same key signature. This creates a field of pitch-centres
relative to the tonic to which one can ‘modulate’. Such modulation need not
involve a change of mode (C major and G major are both major) - although it
will when modulating from major to minor or the reverse - but, rather, will
depend upon tonicization so that what was once, say, a dominant now becomes
a temporary tonic, even if it remains somehow perceived as not the ‘real’
tonic.

Even so detailed a summary as in the previous two paragraphs does not do
justice to the issues. And if it is so hard to define ‘pure’ modality and ‘pure’
tonality, any transition between the two, if such there be, is doubly difficult
to explain. One problem is caused by the fact that theories of mode in the
Renaissance sought to apply to polyphony models designed essentially for
monophonic repertories (plainchant). While this might be importantas a post-
compositional classificatory tool - for example, to enable a psalm delivered in
chant in a given tone to be matched with a polyphonic antiphon-setting in an
appropriate mode - modal theory, at least in one view, did not always under-
pin compositional praxis save in the most basic terms. It also interacted with
other means of perceiving pitches and their relationships which were of more
immediate impact at least for (vocal) performers. From Guido of Arezzo on,
the gamut (the full range of possible pitches) had been structured by way of
the hexachord, the six-note scale solmized as ut-re-mi-fa-sol-la, comprising a
sequence of two tones (ut-re, re-mi), one semitone (mi—fa) and two tones (fa—sol,
sol-la); it is the location of the mi—fa semitone that is most important (given
that everything else follows from it). In order to progress from the bottom
to the top of the gamut, one had to change hexachords, in the first instance
on fa. Thus if one starts on Guido’s lowest note, gamma-ut (say G, for present
purposes, although the system is, again, relational and not pitch-specific), one
can commence a new hexachord on fa-ut (c), and then another new hexachord
on the fa created by this second ut (). The re of this third hexachord (g) can
itself become an ut (it is an octave above gamma-ut), and so on and so forth.
The second hexachord (beginning on ¢) interlocks with the first as C-fa-ut, D-
sol-re, B-la-mi, and with the third hexachord (on f) as F-fa-ut, and then with
the fourth (on g) as G-sol-re-ut, A-la-mi-re. However, the interlocking of the
third and fourth hexachords involves a problem: in the hexachord on £, A-
mi leads to B-fa, a semitone above mi; continuing the hexachord on g, A-re
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leads to B-mi, a semitone below C-fa. This enables the system to include both
Bb and Bg; the distinction between B-fa and B-mi also explains the use in some
languages of different letter-names for Bb and B3 (in German, B and H respec-
tively). Other ‘black’ notes (to follow the keyboard) must be generated by
‘feigned’ hexachords (thus, F# as mi in a ‘feigned’ hexachord on D), or by way
of ‘accidental’ alteration according to the principles of musica ficta, e.g., to raise
leading-notes at most cadences, to avoid tritones, or to flatten a neighbour-note
above la.

Solmization is primarily concerned with intervallic relationships and not
notated pitches. Its relationship to such pitches is defined by a (normally) five-
line stave where a clef indicates the position of what can be a hexachordal u¢
(hence, the G-clef, C-clef, and F-clef, each of which can be placed on more
than one line of the stave), and if necessary, a flat-signature marks the use
(and location) of B-fa. In the case of purely vocal music, these notated pitches
have no necessary relationship with sounding pitches: a notated G need not
sound as the G on the keyboard but, rather, can be pitched at any convenient
level so long as all the notes related intervallically to that G within the piece
fall within a range that can be embraced by the vocal ensemble. Problems
only arise when singers (who read staff notation primarily by way of intervals)
are joined with instrumentalists, who read staff notation by way of a direct
correlation between a pitch, a position on the instrument, and, according to the
tuning, a fixed sound. Combining voices and instruments therefore required
that the instruments conform to a standard pitch (so that when the players
saw a notated 4, they each produced the same sounding note), and it defined
where the singer should locate specific notes (the notated pitch that the singer
read as an A-la-mi-re must sound as an A in the correct octave). Given that
using voices with instruments was a prominent feature of the new styles of the
early seventeenth century (not that it was unheard of before), one can see why
theory needed to change to accommodate practice. But solmization continued
to be discussed through the late sixteenth and seventeenth centuries, even if
it was acknowledged that the system needed simplification (as with Thomas
Morley’s insistence that everything can be solmized with fa, so/ and la) and/or
expansion (Adriano Banchieri’s addition of a seventh syllable for the seventh
degree of the scale). Solmization’s currency is also apparent in the continuing
use of solmization ‘puns’ - where text syllables equivalent to, or sounding
like, solmization syllables prompt a given musical setting (‘Amor i fa morire’,
‘Love makes me die’, is a classic example) - and also techniques in learned
instrumental ricercars etc. such as pieces built around a solmization-based
cantus firmus, or the so-called ‘inganno’, where a theme can be manipulated
by retaining its solmization syllables but variously changing the hexachords in
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which those syllables are situated, thus altering the theme’s actual intervallic
content.>®

The three hexachords on C (the ‘natural’), G (‘hard’) and F (‘soft’) operate
within the systems of cantus durus (with B-mi) and cantus mollis (B-fa). By way
of “feigned” hexachords, these two systems can also be transposed: cantus durus
sharpwards with the successive addition of sharps by fifths, and similarly cantus
mollis flatwards (leading to two-flat, three-flat etc. systems). The hexachords
also intersect with the modes, which, as we have seen, are defined by their
combinations of distinct species of fifth and fourth each distinguished by the
position of the semitone (in hexachordal terms, mi—fa). However, hexachord,
system and mode are three different things serving three different purposes:
mixing them without due caution can all too easily produce analytical accounts
of this music that may claim some kind of historical authenticity (by virtue of
using contemporary, rather than modern, theory) but are in fact both spurious
and flawed.

Given that hexachords are six-note scales, and modes seven-note ones,
singing up a modal scale requires hexachordal mutation to complete the octave.
And given that it is the position of the mi—fa semitones that distinguish one
mode from another, this position will also fix the point in the hexachord where
at least the species of fifth of a given mode will start (the species of fourth also
has its mi—fa fixed, but the mi may be reached by different mutations). Thus as
Cristle Collins Judd has noted, one might equally well speak of ut-, re- and mi-
modes - beginning TTS, TST and STT respectively - as of Ionian/Mixolydian,
Dorian/Aeolian, and Phrygian ones.>* In this way, the modes start to boil down
to three, and thence, one assumes, to two: u-modes starting with a major third
between utand mi,and re-modes with a minor third between re and fa (although
this is, again, an oversimplification). The mi-mode (formerly Phrygian) remains
problematic-its chiefvestige is the so-called, if misnamed, ‘Phrygian’cadence -
and it has to be represented in different ways, whether by scales starting on mi
butnot preserving the STT opening (e.g., E minorand its upward-fifth transpo-
sitions, B minor and F sharp minor), and/or (by the late seventeenth century) an
emphasis on the flat supertonic (the ‘Neapolitan’) to replicate the Phrygian’s
initial mi—fa; prominent Neapolitan tendencies remain common in F sharp
minor pieces through to the nineteenth century. But these pseudo-Phrygian
keys are not the only example of seventeenth- (and eighteenth-)century tonal-
ity retaining some modal characteristics. For example, the tendency to notate

20 Jackson, “The Inganni and the Keyboard Music of Trabaci’; Harper, ‘Frescobaldi’s Early Inganni and
Their Background’.

21 The Lydian, a potential fa-mode, becomes problematic because of the tritone F-Bg, i.e., fa-mi, and
thus it often tends to get treated as an ut-mode, with Bb, or in modal terms, as transposed Ionian.
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minor keys with a signature containing one flat fewer than the modern norm,
and major keys with one sharp fewer, relates to their modal ancestry: ‘D minor’
is associated with D-Dorian with a no-flat signature (its Bb is therefore inci-
dental),** and ‘G minor’ with transposed (downward) D-Dorian with a one-flat
signature, etc.; ‘G major’ is associated with G-Mixolydian with a no-sharp sig-
nature (its F4 is therefore incidental),?3 and ‘D major’ with transposed (upward)
G-Mixolydian with a one-sharp signature. It also relates to the pairings asso-
ciated with ut- and re-modes: Ionian/C major and Mixolydian/G major are
both ut-tonalities and therefore have the same signature (none), and similarly
Dorian/D minor and Aeolian/A minor as re-tonalities.

Although hexachords might be viewed as a matter of a musical mechanics
that became more and more outdated, system (cantus durus with no, one, two or
three sharps; cantus mollis with one, two or three flats), mode and pitch-centre
may contribute to musical meaning, not always in entirely consistent ways. In
the Renaissance, the modes were given generic (and not always uniform) affec-
tive characteristics drawing upon comments by writers from Classical Anti-
quity on the very different ancient Greek modes.>4 These characteristics did
not always square with emerging notions of the difference between the major
and the minor third (recognised by Zarlino), and hence the sense that modes
with their species of fifth divided into a major third plus minor third (ut-
modes) are somehow happy, and those with their species of fifth divided into a
minor third plus major third (re-modes) are somehow serious orsad.?’ Similarly,
any gradual association of cantus durus with the major (‘Dur’ in German) and
cantus mollis with the minor (‘Moll’) conflates system and mode in ways that are
inappropriate, given that mode is not system-dependent. Monteverdi’s seem-
ingly different G majors in his Gloria, the Combattimento di Tancredi e Clorinda and
L’incoronazionedi Poppeareveal something of the problem. For Artusi (1600), the
Mixolydian mode was ‘lascivious’ and suited to words which suggest threats,
anger and upsets: this may reconcile the G major of the concitato genere (threats,
anger and upsets) with that of a ‘lascivious” love-duet. For Scipione Cerreto

22 As it is often found in D-Dorian pieces where the flattened submediant (B»> rather than Bp) often
derives from the rule of ‘fa supra la’ (one note above /a - A in the Dorian mode - is to be sung as fa rather
than mi in specific circumstances) or else from the need to avoid the F-Bf tritone.

23 Although again, it is not uncommon in G-Mixolydian, where the raised leading-note provides for a
‘perfect’ cadence.

24 Carter, Music in Late Renaissance and Early Baroque Italy, pp. 53-6.

25 See, for example, Salomon de Caus’s Institution harmonique (1615) cited in Steblin, A History of Key
Characteristics in the Eighteenth and Early Nineteenth Centuries, p. 28: ‘Let some notes be placed in the diapason
[= octave] of C sol, fa, ut, and then let similar intervals of notes be placed [in] the diapason of D la, sol, re:
it is evident that the first example will be an entirely different kind of melody than the second, as a result
of the major third being in the lower part of the fifth in the first example; and in the second example, the
minor third is at the bottom of the fifth . . . This different movement carries with it a change of character in
the music. For it can be easily grasped that the nature of the first example is much gayer than the second,
which is grave.
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(1601), however, the Mixolydian was ‘much prouder than the other modes,
and even most cheerful’, which is appropriate for the text of a Gloria. The G
major of the concitato genere may owe something to its association with a ‘hard’
cantus durus, while a love-duet and a Gloria might just prompt a ‘happy’ major
rather than a ‘sad’ minor. Of course, given the presence of violins in the Gloria,
Monteverdi may just have chosen a key to suit that instrument.

In his discussion of Carissimi’s Jephte, Kircher pointed to ‘mutation of mode’
as a crucial technique through which Carissimi achieves contrast between dif-
ferent emotional effects: the reference is to Carissimi’s use of G major and C
major for the festive, joyful opening of the oratorio, then shifting to A minor
for its sad, lamenting conclusion.?® Even if modes or keys per se may or may not
be significant in this period, composers have to start and finish somewhere,
and how one gets from beginning to end, exploiting modal or tonal contrasts
along the way, can still be significant. We might reasonably assume that if a
seventeenth-century composer moves strongly sharpwards or flatwards - e.g.,
through multiple transpositions of cantus durus, with Cis, Ggs and Dis, or of
cantus mollis, with Ebs, Abs and Dbs - then those regions are intended to
express some kind of emotional extreme, even if cantus durus may not always
be ‘hard’, especially if combined with the ‘soft’ minor (F sharp minor is again a
case in point). Such extremes are particularly striking in the case of non-equal-
temperaments, where moves to three sharps or three flats and beyond will start
to sound very exotic, if not ‘out of tune’. Yet one still needs to be careful over
granting affective significance to gestures (and to modulations) that might sim-
ply derive from standard syntactical procedures. For example, Purcell will often
juxtapose majorand minor versions of the same ‘key’ on the basis of tonic equiv-
alence (F majorand F minor, say, are both colourings of F); the transition isaided
by the preference for the tierce de picardie in minor-key cadences. In such cases,
itis difficult to determine whether the minor has specific affective significance.

The problem of when we are dealing with syntax versus when with seman-
tics is always hard to resolve, especially in the context of a (modern) aesthetic
value-system that tends to demand semantic richness even from the most nor-
mative syntactical process. For example, given that Renaissance modes and
their seventeenth-century counterparts are strongly determined by the inter-
vallic content of their species of fifth, projections of a descent through this
fifth (and ancillary descents through the corresponding fourth) often serve to
generate larger-scale structures in this period. Middleground (and even back-
ground) melodic 5-4-3-2-1 descents are very common, and each note within
such descents can itself be prolonged by subsidiary fifth descents (in effect,

26 Palisca, Baroque Music, pp. 126-7; see also Stein, ‘Between Key and Mode’.
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creating temporary modal mixture).?” The 5 tends to be harmonised as the
fifth, or sometimes the third, of a triad; and the 2 and 1 tend to be treated as
a fifth and a root respectively (producing a V-I cadence) save where a cadence
is avoided. Degrees 4 and 3, however, can be treated in various ways: some of
the possibilities are apparent in such stock melodic-harmonic formulas as the
Romanesca and Passamezzo. If'5, 4, 3 and 2 are each the fifth of a triad, this pro-
duces consecutive fifths that might or might not be mitigated by foreground
elaboration: this explains the consecutives typical of canzonetta and related
styles in the early part of the period. Degree 4 is also interesting in other ways:
its possible consonant supports are the triads on the supertonic, subdominant
and flattened leading-note; its potential treatment as the seventh of adominant
seventh does occur (most famously, in Monteverdi’s ‘Cruda Amarilli, che col
nome ancora’ in his Fifth Book, at “ahi /as-so’,; i.e., “alas®) but only in contraven-
tion of the standard rules of dissonance treatment. This explains why pieces in,
say, G major, can often move quite quickly to a local A minor (supporting 4),
and thence back to G major, or perhaps to E minor (supporting 3): such local
shifts are probably not affective or significant in any way other than revealing
a conventional procedure.

This use of the supertonic and submediant (compare Kircher’s comments
on G and C major versus A minor in Jephte) stands in contrast to the later
tendency to favour the dominant both as a chord and as a tonal region; it also
is one reason why much seventeenth-century music can seem somewhat fluid
and directionless when analysed in fully tonal terms. And it is probably true to
say that in the course of the seventeenth and early eighteenth centuries, keys,
and the practices associated with them, tended to become stabilised. What is
most intriguing, however, is that the system managed to recuperate some of its
losses arising from the reduction essentially to two modes (major and minor).
As we have seen, within equal temperament, C major and C sharp major should
‘sound’the same, yetasany instrumentalistknows, they certainly ‘feel’ different
by virtue of their different technical demands (e.g., in terms of fingering); they
also ‘sound’ different depending on the acoustical properties of the instrument.
Most non-keyboard instruments tend to favour keys in different ways by way
of their ‘open’ notes (for example, G major and D major work well on the violin
because of its ‘open’ strings, g, ', @', €’; the treble recorder is pitched in F and
therefore works best in that key). In the case of brass instruments unable to
modify the sounding length of the pipe, the available pitches will be limited to
the harmonic series above the pipe’s fundamental: a natural trumpet (without

27 McClary, “The Transition from Modal to Tonal Organization in the Works of Monteverdi’; Chew,
“The Perfections of Modern Music’; Carter, ““An air new and grateful to the ear>.
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finger holes or valves) cannot play a full diatonic scale in tune save in its upper
register (and then only by ‘lipping’), and is extremely limited in its range of
chromatic movement;a natural horn in D is similarly limited, and it cannot play
in, say, E flat major without changing the length of the pipe (e.g., by way of a
crook). Before the invention of valves in the nineteenth century, the trombone
was the only fully chromatic brass instrument (given that the length of'its pipe
is changed by way of the slide). This is one reason why the standard ‘brass’
ensemble of the sixteenth and seventeenth centuries comprised sackbuts (the
early version of the trombone) and cornetts, the latter in fact, an instrument
made of wood (but with a cup mouthpiece like a brass instrument) and with
finger holes to enable a diatonic and chromatic range similar to a recorder.
Thus keys that in principle sound the same were treated differently because
of how they work on different instruments. But similar differences can be
discerned even on equal-tempered keyboards. In part, this is by virtue of asso-
ciation with non-keyboard instrumental gestures; in part, it reflects the contin-
uing, if increasingly tenuous, association of pitch-specific scales with former
modes (discussed above). The two books of Bach’s Well-Tempered Clavier (the
‘48’ preludes and fugues) offer a lexicon of musical styles and gestures that are
in some way key-specific, and therefore serve to give a D major piece a very dif-
ferent character from, say, an E flat major one. These differences, and the tropes
that ensue, had already been acknowledged towards the end of our period, and
they recur throughout the eighteenth century and into the nineteenth. For
example, the Méthode claire (1691) by the virtuoso viola da gamba player and
singing teacher Jean Rousseau seeks to articulate them even while he strug-
gles with the systemic and terminological confusions that have bedevilled my
foregoing discussion. Rousseau asks the question why keys are transposed:*3

The second reason is to find the keys [Tons] suited to express the different pas-
sions which one meets according to the different subjects treated. For although
the manner of sounding the music is the same in the transposed keys as in the
natural ones, the modulation is nevertheless quite different.>® There are keys
suited to serious subjects, as are D la re minor and A mi la minor, which are
natural keys. There are those for gay things and for denoting grandeur, asare C
sol ut major which is natural, and D la re major which is transposed. There are
those for sadness, like G re so/ minor which is natural, and there are those for
tenderness, as are E si mi minor and G re sol major, which are transposed. For
complaints and all subjects of lamentation, there are no keys more suitable
than C so/ ut minor and F ut¢ fa minor, which are transposed, and for devotional
pieces or church songs, F ut fa major which is natural, and A mi la major, which
is transposed, are very suitable.

28 Steblin, A History of Key Characteristics in the Eighteenth and Early Nineteenth Centuries, pp. 31-2.
29 By ‘modulation’, Rousseau means ‘character’ or ‘way of proceeding’, using the term in a sense rather
similar to earlier and contemporary notions of ‘air’.
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It seems clear that late seventeenth-century instrumental composers (Corelli,
for example) sought to mix sets of pieces in different keys in their individual
collections - usually ranging from three sharps to three flats, and combining
major and minor - not just for the sake of technical variety, but also to allow
the exploration of the different affects increasingly associated with each key.

Signs and symbols

The would-be ‘reader’ of seventeenth-century music is in not so different a
position from the reader of], say, seventeenth-century poetry. Shakespeare or
Racine can make relative sense to their modern English and French counter-
parts, but the syntax often seems quaint or unclear, and one must be wary of
words that do not always mean what one assumes. Such issues of grammar and
vocabulary need not always have a significant impact on modern perceptions
of meaning, at least on the broadest scale, but, rather, may be more a matter
for philologists and linguisticians. One might say something similar for the
foregoing discussion of modality and tonality, which will impinge directly on
the listener only when there is an apparent mismatch between what a piece
does and (anachronistic) modern expectations thereof, as with, for example, a
funeral march in a ‘happy’ - recte ‘grand’ — major key (as in Handel’s Sau/) rather
than a ‘sad’ minor one. However, the subtleties may need further considera-
tion. It would no doubt be impish to argue that the last piece that Dido sings in
Purcell’s Dido and Aeneas, “When I am laid in earth’, is not, strictly speaking, a
‘lament’, given thatwhile itis certainly ina ‘sad’ (to cite Rousseau) G minor, itis
not in one of the keys suitable for ‘complaints and all subjects of lamentation’,
e.g., C minor (the key of Dido’s ‘Ah Belinda, I am prest’ in Act I of Purcell’s
opera). It also raises the question of just which theory might be matched with
which music. Yet the point does provide an incentive for some exploration of
the composer’s tonal practices and their possible (or not) affective associations.

Objectors might reasonably argue that while Dido’s “‘When I'am laid in earth’
may or may not be in the ‘right’ key, there are enough other textual and musi-
cal signs in the piece to mark it as a ‘lament’. This is in effect to argue that
tonal allegory, if there be any such thing, is but one of a range of possible sig-
nifiers in this music working (ideally, at least) in tandem. Or to put the point
another way, seventeenth-century music (like much other music) tends to be
information-rich to the point of redundancy: such redundant overload was no
doubt useful to ensure the apprehension of meaning on the part of as wide
a range of listeners as possible. Thus musical meaning might be more trans-
parent than an obscure discussion of hexachord, system, mode and key would
suggest. There is nothing particularly subtle about most word-painting, or
for that matter, about the concitato genere and other such instrumental mimesis
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Table 7.2 The intermedia of Schiitz’s Historia der freuden- und gnadenreichen
Geburth Gottes und Marien Sohnes, Jesu Christi (1664)

Intermedium Subject Voice(s) Obbligato instruments

I The angel speaking to the S 2 ‘violette’
shepherds in the field

II The chorus of angels in SSATTB 2 violins, 1 bassoon
heaven praising God

111 The shepherds resolving AAA (or AAT) 2 “flauti’ (recorders),
to go to Bethlehem 1 bassoon

v The Three Wise Men TTT 2 violins, 1 bassoon
coming from the East

\% The High Priests and BBBB 2 trombones

Scribes telling Herod
where it is prophesied
that Christ will be born
VI Herod ordering the Three B 2 ‘clarini’ (trumpets)
Wise Men to go to
Bethlehem
VII, VIII The angel twice telling S 2 ‘violette’
Joseph to flee

(as in the ‘Frost’ scene in Purcell’s King Arthur). Keyboard works called “The
Cuckoo’ will invariably include a musical representation of that bird-call, and
vocal pieces about the pains of love will usually pile on the dissonances to add
spice to the experience. Here, at least, the signs are clear, almost to the extent
that we take them for granted as conventional gestures not directly confined
to the seventeenth century (the musical means for representing the sound of
the cuckoo scarcely changed from Janequin to Delius), and so we are more
surprised by their absence than by their presence.

Even if the principles cannot be intuited, they are easily learnt. For example,
Heinrich Schiitz’s Historia der freuden- und gnadenreichen Geburth Gottes und
Marien Sohnes, Jesu Christi (partly published in 1664) tells the story of Christmas
by way of'a narrating Evangelist (in recitative) and eight episodes (each labelled
‘intermedium’) for different voices to represent the various actors; the whole
is also framed by two choruses as an introduction and conclusion. The vocal
scorings are clear (a soprano for the angel, a bass for King Herod, etc.), and are
reinforced by instruments used with conventional associations (see Table 7.2).
Angelsarerepresented by strings (violins or ‘violette’, the latteran obscure term
that may mean small violas), the shepherds by recorders (a pastoral instrument
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by virtue of the association with pan-pipes), the High Priests and Scribes by
pompous trombones, and King Herod by typically ‘regal’ trumpets. The only
slight oddity is the instrumental scoring for the Three Wise Men - two violins
and bassoon - but then, in this period there is hardly any conventional musical
sign for exotic Others, and Schiitz may have been constrained by his available
instruments.

These kinds of instrumental associations hark back to the sixteenth-century
theatrical intermedi (the Florentine set of 1589 is the classic example) and con-
tinue through seventeenth-century opera and beyond. One can say much the
same of voice types and particular styles of vocal writing. Although the design
and casting of an opera would depend on the singers available, as a general rule
of thumb (to which one will always find exceptions), female sopranos repre-
sent goddesses, nymphs, or lovers; male soprano-castratos are heroic lovers,
villainous tyrants, or noble youths; female mezzo-sopranos represent tragic
queens; female (or transvestite male) altos can be comic characters (nurses and
the like); male altos and tenors are shepherds (although there are some exam-
ples of ‘heroic’ tenor roles, as in Monteverdi’s rather oddly scored I/ ritorno
d’Ulisse in patria), basses are gods, wise old men, or comic figures. Gods and
other supernatural beings can have elaborately ornate vocal writing to denote
‘magical’ powers; shepherds and other low-class characters can sing songs, as
can noblelovers provided it does not offer too much ofa threat to verisimilitude
(an issue to which I shall return, below).

Within seventeenth-century opera, there also emerge topical scene-types
thatbecome conventional on the stage: the love-duet, the sleep scene (including
a lullaby), the incantation scene, the lament.3° Such scenes are often linked
to particular types of poetic and musical signifiers. For example, incantation
scenes in Italian opera (appeals to the gods; representations of white or black
magic) often use versi sdruccioli (lines with the accent on the antepenultimate
syllable rather than the more normal penultimate). In Act 111 scene g of Cavalli’s
Giasone (1649; libretto by Giacinto Andrea Cicognini), the vengeful Medea
appeals to the Furies (italic indicates the position of the main stress in each
line):

L’armi apprestatemi,
gelosi furie,

infuriatemi,
gelidi spiriti,
[Give me weapons, jealous furies, inspire me to rage, cold spirits . . .]

30 Rosand, Opera in Seventeenth-Century Venice, chap. 1.
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The strong-weak-weak line endings of these quinari sdruccioli have an obvious
effect on the musical setting. So conventional do such scenes become that they
are also open to parody as opera gained the maturity to make fun of itself.
Musical signifiers range from the literal (as in word-painting) to the conven-
tional, where the musical sign stands asan emblem representing the thing being
imitated without bearing any obvious resemblance to it. This latter category
of signs is the most interesting, because it suggests the emergence of musical
codes that need to be ‘learnt’ by an audience, rather than merely apprehended
on the basis of similarity.3* Such signs will also tend to become culture-specific,
and hence can cause misunderstanding ifassumed to apply too widely. One clas-
sic case of the conventional signifier has been identified by Ellen Rosand: the
descending tetrachord (a four-note descent from tonic to dominant) appears
as an ‘emblem of lament’; whether used melodically (as at the opening of John
Dowland’s ‘Flow, my tears’ and of his Lachrimae pavan) or in a bass line.3* Early
in the seventeenth century, lament scenes were usually set in a dramatic recita-
tive: Monteverdi’s Lamento d’Arianna from his now-lost opera Arianna of 1608
is a totemic example.33 However, Monteverdi’s Lamento della ninfa (included
in his Eighth Book of madrigals of 1638) is very different in style (see also the
discussion in chapter 5): in its central section, the abandoned nymph laments
her fate in a free-flowing aria-style (some might prefer to call it arioso) over a
repeating ground-bass consisting of the four-note descent, a-g—f-¢. The piece
seems to have established, or at least confirmed, a pattern: such ground-bass
laments start to appear frequently in Italian opera (there are many in the works
of Cavalli) and even in their French and English counterparts. This emblematic
tetrachord may be presented diatonically (as in the Lamento della ninfa) or chro-
matically (a-gt-g-ft-f-e), and with or without a cadential completion. This
is, of course, the chief reason why Dido’s “‘When I am laid in earth’ is conven-
tionally construed as a lament, given that Purcell uses just such a chromatic
ground-bass (in G minor). There is nothing particularly verisimilar about a
lamenting queen singing in triple time over a repeating bass pattern, yet few
would deny this music its power. Not only do we suspend disbelief (as conven-
tionally occurs in the theatre), but we also engage a different belief, that this
music can somehow stand as a representation of deep emotional expression.34
Again, however, some caution may be in order. Bass lines formed of such
descending tetrachords (whether or not as a ground) are also found in what

31 Tomlinson, Music in Renaissance Magic, chap. 7; Carter, ‘Resemblance and Representation’. The ten-
dency has been to associate these different types of signs with Foucault’s ‘Renaissance’ and ‘Baroque’
epistemes, although the enterprise is trounced in Karol Berger’s review-essay on Tomlinson’s book in
Journal of Musicology, 13 (1995), 404-23.

32 Rosand, “The Descending Tetrachord’. 33 Porter, ‘Lamenti recitativi da camera’.

34 Tomlinson, Music in Renaissance Magic, p. 243.



The search for musical meaning 183

are, strictly speaking, non-lamenting contexts: Monteverdi uses them (with
the diatonic tetrachord in D minor) to represent love’s ‘sweet delights and
sighed-for kisses’ (‘i dolci vezzi, e sospirati baci’) in his madrigal ‘Altri canti
d’Amor, tenero arciero’ at the head of his Eighth Book; the major descending
tetrachord appears in the bass lines of love-duets in L’incoronazione di Poppea;,
and the minor descending tetrachord underpins the final love-duet in Cavalli’s
Calisto (1651). Similarly, Purcell’s G minor version of the trope is anticipated
by Hecuba’s despairing invocation of the Underworld spirits in Act 1 scene 8
of Cavalli’s Didone (1641). It may be but a short step from love, or invocation,
to lament, but the comparisons suggest that, like most conventional signs, this
one can be somewhat slippery, with its meaning needing to be fixed by way of
contextual determinants.

Such contextual determinacy also raises another question. Few would deny
the passion of Dido’s lament, and most would probably feel that Monteverdi’s
lamenting nymph has some kind of a serious message to convey. In general, we
tend to trust our immediate responses to music of this period, however much
we might accept the need for caution in reading unfamiliar codes. If the music
sounds, say, tragic, then all other things being equal, we are inclined to take
it thus. Of course, all other things are not always equal: when a comic nurse
or servant sings a ground-bass lament, we will suspect some kind of humorous
parody given the mismatch between the character and the musico-rhetorical
register. But even when the case seems clear, things might not be what they
appear. What for one reader is the passionate outpouring of a lamenting nymph
could, foranother, be ironic exaggeration for comic effect. The problem is clear
in Monteverdi’s L’incoronazione di Poppea, Act 11 scene 3, where Seneca prepares
to commit suicide on command of the emperor. Three ‘famigliari’ (members
of his household) implore him not to carry out the deed in a trio based (at its
opening) on the intense contrapuntal working out of an ascending chromatic
theme. Monteverdi had already used this passage in a six-voice motet pub-
lished in 1620, ‘Christe, adoramus te’ (linking it with the Crucifixion), and ina
strophic canzonetta in his Eighth Book of 1638, the trio ‘Non partir, ritrosetta’.
Clearly the motet is serious; equally clearly, the canzonetta is parodic (and also
very funny). So which reading is appropriate in the case of Seneca? The obvious
answer, ‘serious’ (according to the subject matter), might in fact be subverted
in the light of contemporary Venetian views on the historical Seneca, and also
by the cultural values seemingly embraced by Monteverdi’s opera as a whole.35

As we shall see below, one might reasonably argue that these potential and
actual readings rest not so much within the musical text (as fixed in the score)

35 Carter, Monteverdi’s Musical Theatre, pp. 282-6.
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as in its performance on the one hand, and in the way we choose to read that
performance on the other. Butthereisanother point. Meaning may be conveyed
by signs and symbols, but those signs and symbols also play with meaning
according toaludic impulse that may itself be one chief ‘meaning’ of the semio-
ticgame. The seventeenth century would have identified thisludicimpulse with
‘wit’; and it offers the possibility of a different interface between reason and
the senses, between thinking on the one hand, and feeling on the other.

Wordless rhetoric

Whatever the nature of seventeenth-century musical signs and their potential
meanings, they become conventionalised to the extent that they can operate
without any verbal text with which they might originally have been associated.
The Renaissance would have denied instrumental music the power to convey
any significant meaning above and beyond its functional or aesthetic self pre-
cisely because itlacked words and thus could notappeal to the faculty of reason.
Instrumentalists were also relatively low down the pecking order of the musical
profession. Thus the organist Girolamo Frescobaldi was the butt of theorist
Giovanni Battista Doni’s typical disdain: ‘he is a very coarse man, although he
plays the organ perfectly and may be excellent for composing fantasies, dance
music and similar things; but for setting the words, he is extremely ignorant
and devoid of discrimination, so that one can say he has all his knowledge at
the ends of his fingers’.3¢ During Frescobaldi’s lifetime, however, instrumental
music was acquiring a new status and even some notion of eloquence, such that
aviolin, say, could move the listener on a par with the voice.

Instrumental music continued both to draw on vocal models and to rely on
sixteenth-century styles and genres. Broadly speaking, the repertory divides
into imitative pieces (ricercars, canzonas), dance movements, and quasi-
improvised works (toccatas, preludes) that, in turn, may be less or more pre-
cisely notated. But these broad categories are not mutually exclusive, and they
can be combined both within pieces - as in a toccata that contains dance-like
and/or imitative episodes — and by movements in sequence (in nascent forms
of the suite). This fluidity also prompts a flexible approach to generic labels
which may or may not have precise meanings: a ‘sonata’, for example, is a
work that involves instrumental sounds (from the Italian verb ‘suonare’; com-
pare the Greek-derived ‘symphony’) rather than having a specific form; and at
least for the early part of the period, a “‘concerto’ (‘sounding together’, from

36 For Doni’s remark on Frescobaldi (made in a letter to Marin Mersenne, 22 July 1640), see Hammond,
Girolamo Frescobaldi, p. 85.
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‘concertare’) need not play off a solo instrumentalist (in a solo concerto) or a
group thereof (in the concerto grosso) against a larger body in some kind of com-
petition (as in the Italian ‘consertare’, meaning to intertwine or to vie). Indeed,
‘concerto’ can also be used in its sense of ‘sounding together’ for pieces that
combine voices and instruments (hence, ‘in concerto’ or the somewhat later
coinage, concertato).

The sixteenth-century canzona and imitative ricercar have been variously
linked to vocal models (respectively, the French chanson and the contrapun-
tal working out typical of sacred polyphony). By the early seventeenth cen-
tury, if not before, the ricercar embraced, and also signified, a ‘learned’ style
that was also identified with the stile antico, the canonised Palestrina-style that
now stood in opposition to the stile moderno. Such pieces allowed instrumen-
tal composers to display their artifice by way of the complex working out of
contrapuntal ideas. Canzonas had long lost their direct associations with the
chanson (although the long-short-short opening typical of chansons remained
conventional within, and a marker of| the genre). In both cases, contrapun-
tal techniques, or the juxtaposition of contrapuntal and homophonic blocks,
solved the chief problem facing instrumental music: how to provide structure
in the absence of the structural force of a text. A similar impulse is apparent in
the adoption of ground-bass techniques in the early seventeenth century, with
pieces over stock bass patterns (also used in vocal music) - the Romanesca,
passamezzo (antico and moderno), aria di ruggiero, passacaglia and ciaccona — or
popular tunes (La monica, La folia), and also in the emergence of variation sets.
Failing such form-giving techniques, instrumental composers tended to let
their music fall into short, contrasted sections defined by cadential articula-
tions, only gradually solving the problem of how to work on a larger scale
through sequences and ‘modulation’.

Although instrumental music began to claim an affective power akin to vocal
music, it is not always clear how this might be achieved save by a generic appeal
to contrasts of pacing and texture, or to particular types of writing (virtuosic
flamboyance, chromaticism, dissonance etc.). When musical signs fixed in vocal
musicare transferred to instrumental music, the conventional meaning of those
signs might or might not pass with them: the sixth (G minor) sonata in Purcell’s
Ten Sonata’s in Four Parts (1697) involves a mammoth ground-bass movement
based on the descending minor tetrachord that hardly seems an emblem of
‘lament’ in this context. Even where a piece bears an emblematic title, the issue
is not always clear. Heinrich von Biber’s Rosary Sonatas (or Mystery Sonatas)
are for violin and continuo, with the violin often using non-standard tunings
(scordatura) so as to enable unusual timbres and multiple-stopped sonorities.
Each of these highly virtuosic sonatas - all but the last divided into movements
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(variously including dance-types such as the ‘Allamanda’; ‘Sarabanda’,
‘Courente’ and ‘Guigue’) - is associated with one of the fifteen mysteries of
the rosary, providing a set of meditations on events in the life of the Blessed
Virgin and hence of Christ (the Annunciation, the Visitation, the Nativity etc.);
there is also a concluding ‘Passagalia’. Some of the instrumental gestures are
directly mimetic, such as the sounds of whipping in Sonata 7 (‘The Scourging
[of Christ] at the Pillar’) or the hammering of the nails and the earthquake
in Sonata 10 (“The Crucifixion®). Elsewhere, Biber relies on indirect textual
associations, as when he quotes the plainsong hymn ‘Surrexit Christus hodie’
(‘Christ was risen today’) in the second movement of Sonata 11 (“The
Resurrection®). For the most part, however, the music is evocative rather than
descriptive: it usually relates (or at least, can be related) to the atmosphere or
mood of the event described by the title, but in the absence of the title, one
would be hard-pressed to identify this event.

This lack of specificity is not surprising: even the most directly program-
matic nineteenth-century instrumental music has relatively limited semiotic
power. The question, however, is whether this is a weakness or a strength.
Kircher described (in his Musurgia universalis of 1650) a “stylus phantasticus’
that gradually became associated directly with freer instrumental music. Such
music draws upon the mind’s fantasy and thus embodies the essence of what it
is to be a creative, even inspired, musical artist. According to a Platonic model,
fantasy is placed above both reason and the senses, coming close to the poetic
furorthatallows those who have climbed the ladder of self-awareness and know-
ledge to enter a supra-rational state where one can touch upon the Divine.3”
By this reading, Biber’s meditations on the rosary allow a more, not less, direct
apprehension of divine mystery than, say, a set of motets on rosary-based texts
precisely because we can feel the import of these mysteries without the inter-
ference of rational thought.

Such a mystical view also had the benefit of being self-serving propaganda,
and certainly, had Frescobaldiarticulated it, it would have put Doni in his place.
Yet the problem remained of granting some kind of structure to these fantas-
tic musical visions. Again, rhetoric offered a solution. The standard modes of
organising a speech (in one scheme: exordiuwm, narratio, propositio, confirmatio,
confutatio, peroratio) could reasonably be transferred to non-verbal orations,
where one or more musical ideas are proposed and affirmed, then rebutted
(e.g., by contrasting musical ideas), and finally confirmed. The analogies may be
metaphorical, but they do seem to have some bearing particularly on the multi-
section movements that are quite characteristic of this period. For example, in

37 For the broader context, see Butler, “The Fantasia as Musical Image’.
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Table 7.3 The six parts of Ciceronian rhetoric applied to the first movement of
Arcangelo Corelli’s Concerto grosso, op. 6 no. 2 (1714)

Exordium (introduction) Vivace: a call to attention.

Narratio (statement of facts) Allegro: imitative opening leads to passagework;
pauses abruptly.

Propositio (forecast of main points  Adagio: intensely chromatic and dissonant; moves

in speaker’s favour) far flatwards.

Confirmatio (affirmative proof) Vivace: reprise of opening in the dominant.

Confutatio (refutation or rebuttal)  Allegro: as first Allegro, but in the dominant and
changes towards end.

Peroratio (conclusion) Adagio-Largo andante: slow and expressive; two
sequences each leading to a firm cadence in the
tonic.

the case of the first movement of Arcangelo Corelli’s Concerto grosso in F major,
op. 6 no. 2 (published posthumously in 1714; see Table 7.3), there seems to be
a set of musical ‘arguments’ within and between disparate musical elements
distinguished by tempo, texture and chromatic complexity that is somehow
resolved by the final peroration. One can quite easily perform a similar exercise
on a Buxtehude prelude,3® a Purcell sonata or a Couperin suite. The subject-
matter of this discourse is chiefly musical, with little if any extra-musical ref-
erence. That does not make it any less interesting.

Text and performance

Biber’s Mystery Sonatas remained in manuscript, and Schiitz’s setting of the
Christmas story was only half published: the recitatives for the Evangelist were
printed in 1664 but the intermedia remained in manuscript parts available from
the composer’s agents because they ‘would notattain their proper effect except
in princely chapels’. In part this may have been for reasons of economy - such
music was unlikely to sell in great quantities - and we have already seen in chap-
ter 4 the problems facing music printing in the seventeenth century. Yet there
is also a strong sense in the period of some composers being reluctant to pub-
lish music that would thus become devalued by wide circulation. Composer-
performerssettinga high price onvirtuosity could alsoappearambivalentabout
committing themselves to print: they sought the kudos to be gained through

38 As John Butt treats the praeludium in F sharp minor, BuxWV 146, in his ‘Germany and the Nether-
lands’, pp. 196-9.
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the press, but did not always want to give away the secrets of their art. A
volume such as Giulio Caccini’s Le nuove musiche (1602) may seem to provide a
great deal of advice on the ‘new’ styles of solo singing of the late sixteenth and
early seventeenth centuries by way of its long preface and its careful musical
notation, but even then, significant information is lacking for the ideal perfor-
mance of this music.

Even in less obviously problematic cases, these musical texts are designed
to be somehow brought to life in performance, and thus, as we have seen (in
chapter 2), they are by definition incomplete of and for themselves. This is
inevitable, and of course, it provides one chief problem for any musicologist
(of any period), who must decide whether to study texts or realisations of those
texts. Baroque notation is often more specific than that of the Renaissance - in
terms of embellishment, articulation, dynamics, tempo and instrumentation -
in part as composers sought to maintain control over their music against the
threat of attenuation posed by widespread dissemination. Yet significant gaps
remain, most obviously in the shorthand ‘figured bass’ needing to be filled out
by the continuo player(s). Itisalso clear that notated melodiclines in this period
usually required some kind of further embellishment to a degree determined
by tempo, style and performance environment, and by the skills and taste of the
performer: Corelli may initially have published his violin sonatas in relatively
‘simple’ versions, but other near-contemporary editions reveal the extent of
ornamentation that could be applied (tastefully or not) to, say, the slower move-
ments. Furthermore, this music draws significantly upon the non-musical -
the facial expressions, gestures, and location of the performers - to achieve
signification and also significance. The problem for modern performers is to
gain the knowledge (from treatises and similar sources), technique, sensitivity
and even courage to deliver these works effectively.

If notated composition, organised in the manner of persuasive oratory,
belongs to the rhetorical category of dispositio (the arrangement of one or more
ideas into the parts of an oration), this is only one of the tasks of the musician.
Prior to dispositio is the creative impulse of inventio (the ‘finding’ of an idea,
from whatever source), and following it are elocutio (also called decoratio and
elaboratio; the elaboration or decoration of the idea) and pronuntiatio (the deliv-
ery or performance of the oration). But while musical inventio and dispositio
are primarily matters for the composer - save in the case of improvisation -
and pronuntiatio an issue for performers, elocutio sits somewhere between the
two: a composer will certainly elaborate a musical idea, and yet elaboration
will further occur in the act of pronuntiatio to an extent inversely proportional
to the performer’s adherence to a fixed musical text. It follows that while
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such a text may contain meaning within itself, this meaning will primarily be
conveyed by performance, and may even be located chiefly within performance
depending on the distribution of the responsibilities for elocutio. Or to put the
point another way, the composer’s task is not so much to create meaning as
to determine a space in which meaning might be created, by the performer on
the one hand, and for that matter, by the listener on the other, each engaging
(not necessarily consistently) with a wide range of elaborative possibilities on
which limits may or may notbe set by the individuals involved, or by contextual
presuppositions.

The immanence (or not) of meaning within the text has an obvious impact
on the concept of the ‘work’, which in this period, if not others, is not so much
an autonomous, free-standing object as a set of activities. These activities (on
the part of the composer, performer and listener) can each be construed as
essentially performative: the composer performs, say, a reading of the verbal
text being set to music; the performer performs a reading of the music; the
listener performs a reading of the performance and of the music together.
All these performances contribute to the construction of meaning. Each such
activity mayalso constitute meaning ofand foritself, such aswhen the prime aim
of the performance is to demonstrate the technical and expressive virtuosity
of the performer. But more often, we are required to engage with a nested
sequence of performative acts. Such multi-tasking is not untypical of aesthetic
responses in general - we can appreciate a work’s form while at the same time
being moved by its content - but the issue comes to the musical fore perhaps
for the first time in the seventeenth century. It is one reason why this music
can be so slippery; it is also why it embodies a physical, almost erotic pleasure
in the promiscuous play of signs.

The stile rappresentativo

It is no coincidence that the discussion thus far, and the musical works chosen
to illustrate it, has largely focussed on the earlier rather than the later part
of the seventeenth century. This is not to say that things do not change in
the period: we shall see plenty of examples in the chapters below. But in the
last decade of the sixteenth century and the first third or so of the seventeenth,
stylisticand semiotic principles, and dilemmas, took shape in ways that seem to
have animated the period as a whole: Monteverdi’s concertato Gloria in the Selva
morale e spirituale (16 40-41) is much closer in form and content to, say, Vivaldi’s
well-known Gloria (RV 589), written over eighty years later, than it is to the
Gloria movement of a late sixteenth-century Mass, or even of Monteverdi’s
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own Masses in the stile antico, one of which he also published in 1640-41. For
all the differences in scale, their music speaks some kind of common language,
using consistent codes and similar modes of representation.

A number ofthe issues of meaning discussed in this chapter were in the seven-
teenth century viewed in terms of representation. The Florentine theorist
Giovanni Battista Doni, resident in Rome and active within the artistic circles
of the Barberini family, cast a critical eye over modern music from a Humanist
perspective. In his various treatises — the Compendio del trattato de’ generi e de’
modi della musica (1635), the Annotazioni sopra 1l compendio de’ generi e de’ modi
della musica (1640) and De praestantia musicae veteris libri tres (1647)39 - he treads
the well-worn path of comparing the music of Classical Antiquity with modern
endeavour. Given the Barberini’s interest in opera, and doubtless Doni’s pride
in his native city, he devotes considerable attention to that Florentine inven-
tion, the stile recitativo (or “stile monodico’), and to its use in the theatre as the
stile rappresentativo (‘representative style’), which is classified in various ways.

According to the theorists of early operaand monody, music gained its power
by being a heightened, yet still verisimilar, representation of oratorical deliv-
ery: early recitative was a form of musical speech (vecitar cantando). In contrast
to polyphony, one voice could represent one speaker, using all the new-found
musical-rhetorical means to teach, move and delight the listener. Pietro de’
Bardi (1634) said that ‘il canto in istile rappresentativo’ had been developed
by Vincenzo Galilei in Giovanni de’ Bardi’s Camerata;*° the term also first
appeared in print on the title-page of a work associated with the Camerata,
Giulio Caccini’s Euridice (1600; ‘composta in stile rappresentativo’). Other com-
posers linking it with the theatre include Girolamo Giacobbi (his Aurora ingan-
nata of 1608 includes ‘canti rappresentativi’) and Monteverdi in his Madrigali
guerrieri, et amorosi (1638). But like the term stile recitativo, it was not restricted
to stage music. ‘Stile rappresentativo’, ‘musica rappresentativa’, ‘genere rap-
presentativo’, etc., are used for solo songs or dialogues (in the preface to
Caccini’s Le nuove musiche of 1602; the ‘lettera amorosa’ and ‘partenza amorosa’
in Monteverdi’s Seventh Book of madrigals of 1619; Francesco Rasi’s Dialoghi
rappresentativi of 1620), for sacred concerti (Bernardino Borlasca in 1609),
and even, somewhat paradoxically, for polyphonic seconda pratica madri-
gals (Aquilino Coppini describing Monteverdi’s Fifth Book in 1608). Thus
it denotes music for the theatre, music in a recitative style, or music that
(re)presentsa textina particularly dramatic or emotional way. More important,

39 Others were published much later in the collection Lyra barberina amphichordos: accedunt eiusdem opera
(Florence, 1747).

40 Pietro de’ Bardi’s letter to Giovanni Battista Doni describing his father’s Camerata and early opera
in Florence is translated in Strunk, Source Readings in Music History, Revised Edition, iv: The Baroque Era,

pp.- 15-17.
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the stile rappresentativo chiefly involves music that somehow manages to address
the listener through the first person rather than by way of some kind of third-
person mediation. It enacts, rather than tells, a story.

Sixteenth-century polyphonic madrigals and motets had used the poetic
‘I, and had even represented the speech of a single character, but it was an
implausible, if powerful, fiction.#* Polyphony in essence fostered a narrative
mode where the story (not its actors) is the subject. Several voices might speak
foroneinaliturgical ordevotional context, where the ‘I’ is the heartand mind of
each individual member of the congregation whose address to God is mediated
and amplified by a choir just as by a priest. But the inverisimilitude of a single
‘I speaking to, rather than for, an audience by way of five voices requires the
acceptance of conventions that, in turn, seem (to the modern reader, at least)
to prompt contemplation more than involvement:#* one can certainly reflect
upon the actions of a lamenting nymph expressed within a five-voice madrigal,
but on the face of it, it seems harder to identify with her. Yet when Virginia
Andreini played out the lament of Arianna in Monteverdi’s eponymous opera
performed in Mantua in 1608, the fact that ‘there was not one lady who failed
to shed a tear’ suggests that catharsis had been achieved by association rather
than by contemplation.

This is not to say that opera is verisimilar: it patently is not, even if it pre-
tended to be so in its early stages (hence the subjects dealing with the great
musicians of classical myth, Apollo and Orpheus). Rather, it is to argue that
notions of representation and its consequences are somewhat differently con-
figured in the seventeenth century than they were previously. The modern
style was particularly well suited to (if not founded upon) some kind of equa-
tion between the poetic and the musical ‘I°, be that ‘I’ represented within an
operatic role, or for that matter, within the first-person ‘songs’ of David (the
psalms) and of Solomon (the Canticum Canticorum). However, the fact that
the version of the Lamento d’Arianna first published by Monteverdi was a five-
voice arrangement (in his Sixth Book of madrigals of 1614) gives some pause
for thought. Doni thought it a mistake forced upon the composer by one of his
Venetian patrons, arguing that the solo version was (and must inevitably be)
more effective in rhetorical and expressive terms.43 Yet the new recitative did
bring with it a sense of loss: it was ‘boring’ and ‘tedious’, according to some

41 This is probably true, on stylistic grounds, even if such polyphonic madrigals were performed by solo
voice and some kind of instrumental accompaniment: in such cases, the vocal line still remains rhythmically
and melodically constrained by its contrapuntal frame.

42 T am aware of Tomlinson’s argument (Music in Renaissance Magic, p. 244) for acknowledging, even
if we cannot cultivate, a different, ‘Renaissance> mode of listening. For the broader issues, see also Pesce
(ed.), Hearing the Motet; Wegman, “Music as Heard’.

43 Fabbri, Monteverdi, trans. Carter, p. 140.
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contemporary comments,* and it must have been hard for a composer such
as Monteverdi to deny the gains of the second half of the sixteenth century in
terms of expressive counterpoint and dissonance treatment: this is one reason,
perhaps, why he and a number of other composers (Schiitz, for example) seem
to have preferred the duet to the solo song as a way of keeping some of the best
of both worlds.

Herein lies the paradox: polyphony might be inverisimilar and might con-
fuse a text, but it certainly offered a more inherently musical means of text
expression. Monteverdi includes in his Fourth Book of five-voice madrigals
(1603) a setting that illustrates the point:45

Sfogava con le stelle

un infermo d’Amore

sotto notturno Cielo il suo dolore;
e dicea fisso in loro:

O imagini belle

dell’idol mio, ch’adoro,

[Under the stars in the night sky, a lovesick man proclaimed his grief. And he
said, fixed on them: ‘O beautiful images of my idol whom I adore. . .’]

The poem, perhaps by Ottavio Rinuccini, mixes narrative (the first four lines)
with direct speech (by the ‘T’ of the lover). Monteverdi distinguishes between
the two by musical means, playing off a chordal, recitational style (derived
from falsobordone) against contrapuntal elaboration. But somewhat counterin-
tuitively, it might seem, it is the latter that is used for the lover’s expostula-
tion: at ‘0. ..’ the setting suddenly flowers into glorious double counterpoint,
expanding outwards to cover the full range of the five-voice texture ina moment
of intensely musical expression.

Monteverdi included a setting of another ‘stars® text in his Seventh Book
(1619), in this case dealing with the conventional metaphor equating the stars
in the heavenswith the eyes of the beloved. The duet (for two tenors) ‘Non vedro
mai le stelle’ adopts a tactic similar to ‘Sfogava con le stelle’, with an opening
statement (‘Non vedro mai le stelle / de’ bei celesti giri . . .> “Will I never see
the stars / of those beautiful, heavenly motions’) leading to an invocation to
the beloved’s beautiful eyes (‘o luci belle’). The opening statement involves
both voices moving in the contrapuntally enlivened homophony typical of
Monteverdi’s emerging duet style. The invocation is initially set for solo voice

44 Gianturco, ‘Nuove considerazioni su il tedio del recitativo delle prime opere romane’; Carter, Mon-
teverdi’s Musical Theatre, p. 45.
45 Carter, ““Sfogava con le stelle” Reconsidered’; compare also Tomlinson, Music in Renaissance Magic,

Pp- 234-46.
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toamelody bearing some similarity to the soprano line in ‘Sfogava con le stelle,
but for all its lyricism it lacks force when deprived of the rich counterpoint. It
is significant that Monteverdi soon shifts to something very different, the two
voices intertwining in an extended lyrical episode in triple time.

Dance-like triple times (and similarly derived structured duple times) had
long been associated with canzonettas and other ‘lighter’ forms in the sixteenth
century, and with their equivalents in the early monody repertory, the ‘arias’
(in the technical sense of a setting of strophic poetry) often in the new poetic
metres cultivated by Gabriello Chiabrera (for example, four-, five- and eight-
syllable lines). Their evident mutation into something more forceful in the first
third of the seventeenth century - in both secular and sacred music - is one of
the more striking features of the period, and it has yet to be fully charted or
explained:#° itis no less significant a feature of Monteverdi’s Lamento della ninfa
or Purcell’slamenting Dido than their use of the descending tetrachord ground
bass. These ‘aria’ styles and structures become typical of formal musical and
rhetorical articulation by the middle of the century, and develop still further
in the later Baroque period. Sometimes their impulse is mimetic, whether for
word-painting (images expressing physical movement or change; explicit or
implicit references to the Holy Trinity) or simply to represent ‘singing’ or
‘song’ (so I construed the triple-time ‘Glorificamus te’ in Monteverdi’s Gloria,
above). Sometimes they respond to a new metrical pattern in a text (raising
the question of how aware librettists were of the musical implications of their
verse). Sometimes they reflect instead (or in addition) some kind of syntactic
and/or rhetorical shift, as with the vocative construction at Monteverdi’s ‘o
luci belle’.#7 In short, they need not always involve affective expression: to
assume that they do is to project back into the earlier seventeenth century the
presumed aesthetic of High Baroque opera seria (and even here, that aesthetic
is open to question). But whatever the case, they involve a new type of musical
utterance that would seem to have nothing to do with the representation of
heightened speech, or even with clarity of text presentation given that in such
arias, the words tend to get displaced by virtue of the musical repetitions.

Some might deplore the loss of the declamatory innocence that had been
captured so briefly at the beginning of our period; others might breathe a sigh
of reliefat the return to music as music rather than as a spurious form of speech.
But these duple- and triple-time melodies do more than just tickle the ear’s

46 Carter, ‘Resemblance and Representation’; Whenham, ““Aria> in the Madrigals of Giovanni Rovetta’.

47 Calcagno (see his ““Imitar col canto chi parla®) would place such constructions (vocatives, impera-
tives, pronouns, prepositions of time or place, etc.) under the broad category of “deictics’; his observation
of the fact that many ‘aria’ settings focus on deictic words permits a different (but not mutually exclusive)
explanation of their purpose than the conventional claim that arias are expressive.
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fancy, or offer the singer (or instrumentalist) the chance to display her ability
to perform cantabile. Their potential association with the mechanistic theory of
emotional arousal developed by Descartes (in his Des passions de ’dme of 1649) -
achieved by the physical motions of the bodily humours - is enhanced by
their origins in the dance: they embody a physicality of gesture and movement
inspiring sympathetic motion in the listener’s body that can itself quite literally
‘move’ the humours, or (if one prefers) the heart and soul. This (e)motion hasa
power of its own, but it may also be a motion to something else, including the
transcendental stasis of the sublime.#® The sheer joy of song for song’s sake in
the seventeenth century is perhaps the period’s most lasting contribution to
the Western art tradition.
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Power and display: music in court theatre

LOIS ROSOW

The seventeenth century inherited a well-established tradition of magnificent
courtly spectacle. For centuries, European rulers had celebrated special occa-
sions with feasts, tournaments and jousts, and parade-like entries into their
domains, all involving spectacular decoration, costume and pageantry. By the
latter part of the sixteenth century, particularly under the influence of the
Medici court in Florence, such events had developed a vocabulary and set of
values that reflected both the Humanistspirit of the age and the growing notion
of the prince as the repository of absolute power." From these elements came
important new theatrical genres in which music played a central part.

The Medici, and those who emulated them, regarded magnificence as a
princely virtue. Lavish spending on building projects and artworks served the
state by displaying the monarch’s power and prestige. Moreover, the arts had
a special ability to express the court’s values and confirm the importance of
politically significant events. Theatrical spectacles brought the arts together.
According to the Neoplatonic ideals of the era, poetry, music, dance, painting
and architecture, working in harmony, were thought to reflect in microcosm
the orderly harmony of the universe, recreated here on earth under the wise and
virtuous rule of the prince. Theatrical entertainments were thus an important
part of major dynastic celebrations. Though ephemeral, such entertainments
were often recorded in lavish detail in commemorative volumes sponsored by
the court; the music, too, might sometimes be published. Those who were not
privileged to attend could thus experience the event vicariously, in all its mag-
nificence. Only unofficial or private descriptions were likely to mention the
imperfections of the occasion - for instance, the stage machinery that refused
to work properly or the discomfort of the hall - thus underscoring the propa-
gandistic nature of the official record.

Essential to the theatrical experience at these events was a sense of wonder,
exalted by theorists of the time (following Aristotle) for its ability to arouse
the emotions.” Theatres and theatrical spaces had developed accordingly. To

1 Strong, Art and Power. 2 Ibid., p. 39; Ossi, ‘Dalle machine . . . la maraviglia’, pp. 15-17.
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the Italian courts of the Renaissance we owe the modern theatre with raked
stage, wings and proscenium arch; movable scenery in single-point perspective;
and machinery allowing mythological gods to descend and scenery to change
instantaneously and spectacularly, in full view of the audience.? (According to
the conventions of the time, the curtain, once open, did not close until the
end of the play.) While theatrical spaces varied according to locale and genre,
they normally featured the central placement of the monarch as the principal
member of the audience, directly opposite the focal point of the scenery, and
thus a focal point himself (or herself). From this privileged position the ruler
experienced adrama thatallegorically or metaphorically celebrated the strength
of the state.

Yet not all of the productions held at palace venues were official state occa-
sions promoted by the ruler. Some were sponsored by learned academies or
individual aristocrats, and these - if they were documented at all - were clearly
sometimes modest in presentation. Still, the economics of these productions,
generally involving artists connected to the court and a private, non-paying
audience, resembled those of official court celebrations more than those of
the public theatre. Moreover, aristocratic sponsorship of such events reflected
the high value placed on intellectual accomplishment and artistic connoisseur-
ship, as advocated since the time of Baldassare Castiglione’s influential Book of
the Courtier (Il libro del cortigiano, 1528). These were the same cultural values
that drove the patricians who organised and directed official state-sponsored
theatrical events at the Medici court and elsewhere.

While theatrical entertainments occurred at courts throughout seventeenth-
century Europe, the following discussion is limited to several important topics
that are linked by ethos if not always by direct historical connections: two
seminal events of the 1580s, the Ballet comique de la reine and the intermedi for La
pellegrina; the invention of opera around the turn of the century and the first
operatic masterpiece, Monteverdi’s Orfeo; dynastic festivals in northern Italy in
the early decades of the century; the Stuart court masque; the Barberini operas
in Rome; Italian influences in mid-century Paris and Madrid; and ballet and
opera at the French court under Louis XIV.

Setting the stage (1): the Ballet comique de la reine
The significance of court spectacle is well exemplified by two celebrated, and

also seminal, theatrical events in the 1580s, one at the royal court of France

3 Povoledo, ‘Origins and Aspects of Italian Scenography’; Nagler, A Source Book in Theatrical History,
pp. 15-35, 297-305; Ossi, ‘Dalle machine . . . la maraviglia’, pp. 15-35.
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(where the queen mother was a Medici), and the other at the grand-ducal court
of Florence. In 1581 Henri IIT of France arranged the marriage of the queen’s
sister, Marguerite of Lorraine, to one of his favourite courtiers, the Duc de
Joyeuse. Among the high points of the two weeks of festivities was a theatrical
production known simply as the Ballet comique de la reine (‘The queen’s comic
ballet’). This was devised principally by a violinist and choreographer at court,
Balthazar de Beaujoyeux, a transplanted Italian. Working with him was a court
poet named La Chesnaye, the court composer Lambert de Beaulieu, and the
court painter Jacques Patin. (It is interesting that the more celebrated court
artists, the poets Pierre Ronsard and Jean-Antoine de Baif and the composer
Claude Lejeune, were allocated the tournament, carousel, banquetand the like,
leaving the theatre piece to their less important colleagues.) The following year
Beaujoyeux published an elegant commemorative volume giving a detailed
account of the event, along with the complete text of the work. It included
numerous illustrations by Patin and music for the songs and dances. Thus
although this work was performed only once, we have a good deal of evidence
on which to build an assessment of it.

Beaujoyeux explained his use of the word ‘comique: ‘I called [the story]
comic more for its beautiful, calm and happy conclusion than for the quality of
the characters, who are nearly all gods and goddesses or other heroic persons’.4
The plot, derived from Greek mythology, pits the evil power of the enchantress
Circé against the virtuous power of the King of France. Though this was a
politically and financially difficult time at the French court, the work presents
Henri’s reign as a golden age, equivalent to that of ancient myth, and Henri
himself as the sole power capable of vanquishing Circé. The performance took
place in the Great Hall of the Louvre, the king enthroned at the centre, the
queen mother beside him, and the other spectators in two-tiered balconies on
either side. Directly opposite the king at the far end of the hall was Circé’s
beautiful enchanted garden. Though there was no raised stage, her castle and
a town receded in the distance behind the garden according to the rules of
perspective. Lovely trellises framed the garden, artfully hiding the entrances
for performers on either side. Under the spectators’ balconies to the king’s
left was a ‘gilded vault’ hiding a large number of instrumentalists and singers.
Under the balconies to the right were a forest inhabited by the god Pan and a
grotto with more musicians. A cloud machine attached to the ceiling enabled
two of the gods to descend to earth.

4 B. de Beaujoyeux, Balet comique de la royne (Paris, 1582), facs. ed. M. McGowan, ‘Medieval and Renais-
sance Text and Studies’, 6 (Binghamton, NY, 1982), ‘Au lecteur’. McGowan’s introduction here is partic-
ularly useful. For a modern edition with English translation, see MacClintock and MacClintock (eds), Le
ballet comique de la royne, at p. 33.
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The story unfolds in an almost seamless intermingling of long solo speeches
in alexandrines (the standard twelve-syllable lines of spoken French plays),
strophicsongs for soloistsand ensembles,and two importantand lengthy dance
episodes,one of them at the very end. For five and a halfhours the spectators saw
a succession of entrances by mortals, gods and minor deities such as nymphs
and satyrs, all in elaborate costume and some on richly decorated floats. In
addition to speaking or singing, each character or group ‘passed before the
king’, then ‘made its tour around the hall>. Some interacted with others in
pantomime as part of the drama (apparently without accompanying music, or
at least, without any that was notated). Many of these roles were taken by
courtiers; others, involving singing or the playing of instruments, were taken
by professional court musicians.

Queen Louise herself and eleven of her ladies (including the bride), dressed
as bejewelled naiads, were the principal performers in both sets of dances.
The elaborate, complex choreography was deceptively simple in conception:
a seemingly endless set of geometrical figures (triangles and the like) contin-
uously evolving out of each other - forming, breaking apart and re-forming.
The inspiration for this style had come from Baif>s Académie de Poésie et de
Musique, which a decade earlier had set out to rediscover the union of poetry
and musicinantiquity,and had ultimately encompassed dance in its programme
aswell. According to the academy’s Neoplatonic cosmology, geometrical forms
were thought to contain hidden meanings and eternal truths. By ‘writing’ these
shapes on the dance floor for the monarch to read, and in the process subordi-
nating their personal individuality to patterns intelligible only as a harmonious
whole, the ladies enacted the ideal of a courtly community, itself'a reflection of
the orderly harmony of the universe. The dance movements themselves were
probably more dynamic than serene, with brusque transitions and an exhila-
rating sense of controlled chaos between figures; the nymphs did not simply
glide from one shape to another.5 Viewed from the balconies above, this precise
patterning by the queen and her ladies must have been very impressive.

The songs involved a different kind of patterning, with choral refrains
between stanzas often provided by characters other than those singing the stan-
zas, or by the ensemble of singers hidden in the vault. They too were inspired
by the theories of Baif’s academy, in particular the subservience of musical
rhythms to speech rhythms. Many songs in the Ballet comique are essentially
syllabic settings, in the rhythmic style known as musique mesurée a Pantique,
emphasising note-values in a 2 :1 ratio (for ‘long’ and ‘short’ syllables) in a
metrically flexible musical context. In ensemble pieces, chordal textures are

5 Franko, Dance as Text, pp. 21-5.
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emphasised; the solos include a filigree of melodic ornamentation. In the com-
memorative volume, Beaujoyeux often mentions the music with admiration.
Thus, for instance, the organ music from Pan’s grotto was ‘sweet, pleasant and
harmonious’; and the resonant sound of the ensembles inside the gilded vault
was, ‘according to those learned in Platonic philosophy, the true harmony of
the heavens®.®

An unusual item, which prefigures the dialogue airs of seventeenth-century
French ballet and opera, is the dialogue of Glaucus and Tethys. It unfolds in
eight-line stanzas, each comprising four alexandrines for Glaucus and four lines
in vers libres (mixed line-lengths) for Tethys — with polyphonic interjections by
a chorus of Tritons echoing Tethys’s words after each exchange - and then
reaches a climax in the last stanza with a burst of florid melismas and an accel-
erated rate of alternation by the soloists, masking the unchanged pattern of
line-lengths. Here Tethys confesses that her powers have been transferred to
‘the nymph’ Louise, who then dances with her ladies.

At the end, with a clap of thunder, Jupiter descended, accompanied in six-
part harmony by 40 voices and instruments hidden in the gilded vault, singing
the praises of the kings of France for banishing war and promoting virtue. Circé
was defeated, and her wand presented to Henri. After general praise for the
king and queen mother, the performance concluded with the grand ballet by
the queen and her ladies (the twelve naiads now interacting with four dryads),
its ever-changing geometrical figures celebrating peace and order. Then the
spectators were invited to join the richly costumed performers in a ball, thus
affirming the symbolic inseparability of the ideal world of the ballet and the
real world of the court.

Beyond courtly circles, there was considerable grumbling in Paris about the
enormous expense of the wedding festivities. Yet the actual precariousness of
his court must have been precisely the reason why Henri celebrated this wed-
ding insuch alavish fashion. However, the intended demonstration of strength
was a futile gesture. Nothing so grand happened again, political troubles grew,
and with the assassination of Henri III in July 1589, the Valois dynasty came
to an end.

The Ballet comique de lareine was not the first Valois entertainment to integrate
music and dance with drama and political allegory, or to focus on geometrical
dancing of this type (itself an outgrowth of Italian choreography), but it tran-
scended its predecessors in variety and splendour. Moreover, none had hitherto
been documented so thoroughly or so publicly. Beaujoyeux himself presented
his creation as a novelty, explaining in his prefatory note to the reader that

6 Beaujoyeux, Balet comique de la royne, f¥. 39r, 5v.
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in order to create something ‘magnificent and triumphant’, he had decided to
mix dance and drama together, and ‘to diversify music with poetry and inter-
lace poetry with music’. He further clarified that he had ‘at all times given the
highest honour to dance, and the second to the plot. .. Thus I have brought
the ballet to life and made it speak, and made the comedy sing and resound.’

This celebrated entertainment is generally credited with giving rise to the
ballet de cour(courtballet) tradition that flourished in France forabouta century.
Ironically, Beaujoyeux’s ‘comedy’asawhole, with its lengthy speechesand well-
developed plot, is atypical of the genre. Spoken text was rare in seventeenth-
century ballets, and a unified dramatic structure was the norm only around
the second decade of the seventeenth century.” Yet the Ballet comique contains
the genre’s essential elements: choreographed dances for courtiers, richly cos-
tumed and masked to representallegorical, mythological, chivalric or burlesque
characters; interpolated vocal airs; a theatrical setting. The ballet de cour quickly
established itselfas the dominant form of music theatre at the French court,and
one that strongly influenced courtly entertainments in other parts of Europe
as well.

Setting the stage (2): the intermedi for La pellegrina

In May 1589, eightyears after the performance of the Ballet comique, a politically
more important wedding occurred at the Medici court in Florence, then at the
height of its power and prestige. The new Grand Duke of Tuscany, Ferdinando
I, married Christine of Lorraine, niece of Henri III; Ferdinando thus allied him-
self with the court of France and distanced himself from his predecessor’s pro-
Habsburg policies. Thanks to the Medici propaganda machine, all the events
of the three-week wedding celebration were painstakingly documented.?

The festivities reached a grand climax in the intermedi for the comedy La
pellegrina by Girolamo Bargagli. Intermedi, musical interludes framing the acts
of spoken plays, had developed in the northern Italian courts over the course
of the preceding century. By the late sixteenth century, those at the Medici
court were spectacular mythological tableaux, grandiose spectacles that over-
shadowed the play itself in importance. The Uffizi Theatre, built three years
earlier and remodelled for this occasion, permitted the most impressive scenic
illusions ever seen.

While the acts of La pellegrinaall took place in the same setting, a realistic view
in perspective of the Tuscan city of Pisa, the scenery of the intermedi underwent

7 Prunieres, Le ballet de cour en France avant Benserade et Lulli, pp. 110-23, 249-65.

8 Saslow, The Medici Wedding of 1589. For the music, see D. P. Walker (ed.), Les fétes du mariage de Ferdinand
de Médicis et de Christine de Lorraine: Florence 1589, i: Musique des intermedes de ‘La pellegrina’: édition critique
(Paris, 1963; repr. 1986).
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a series of spectacular metamorphoses in full view of the audience. As was cus-
tomary at the time, the official description (by the Humanist scholar Bastiano
de’Rossi) refers repeatedly to the astonishment of the audience over the various
scenic effects - for instance, Apollo descended ‘from the skies, to the utter stu-
pefaction of all who saw it: a ray of light could not have descended more quickly,
as he appeared miraculously (for, whatever the mechanism that held him up, it
was notvisible)’.9 The nominal stage-director and creative overseer of the inter-
mediwas the courtier Giovanni de’ Bardi (1534-1612), working in concert with
the architect-engineer Bernardo Buontalenti. (We now know Bardi’s name
primarily in connection with the so-called ‘Camerata’ that had gathered at his
palace during the 1570s and early 1580s to discuss the arts and music according
to ancient principles.) In actuality, the Roman composer Emilio de’ Cavalieri
(c. 1550-1602), whom the grand duke had recently brought to Florence,
seems to have had substantial authority, and there was apparently consid-
erable friction between him and Bardi. Several additional composers and
poets contributed to the intermedi, principally the musicians Luca Marenzio
and Cristofano Malvezzi and the poet Ottavio Rinuccini (1562-1621). The
composer-singers Jacopo Peri (1561-1633) and Giulio Caccini (1551-1618)
made smaller contributions; they (along with Rinuccini) would soon play
important roles in the development of opera. Several of these artists had been
involved in the Camerata’s recent discussions on musical reform.

The six intermedi, forming a prologue, entr’actes and an epilogue to the play,
celebrated the power of music. The first dealt with the Platonic ‘music of the
spheres’: Dorian Harmony, represented allegorically by the famous soprano
Vittoria Archilei, appeared on a cloud, singing a highly ornamental line to
the accompaniment of lutes: ‘From the highest spheres . . . I am Harmony
who comes to you, o mortals . . .”> Then the backdrop opened to reveal the
starry heavens and an orderly Platonic cosmos, populated by heavenly bodies
and mythological figures, all sitting on clouds and singing nuptial blessings for
Ferdinando and Christine. The central four intermedi represented mythological
tales: the triumph of the Muses in a singing contest; Apollo’s victory over the
Python; the apparition of celestial and infernal 