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1.	Introduction	
The	basis	for	this	research	paper	is	a	collection	of	quotes	from	historical	treatises	that	
mention	the	relationship	between	instrumental	music,	spoken	language,	and	the	human	
voice,	motivated	by	my	personal	interest	in	learning	foreign	languages	and	exploring	
differences,	commonalities	and	derivations	of	them.	This	collection	contains	Italian,	German,	
and	French	treatises	from	the	beginning	of	the	sixteenth	century	until	the	middle	of	the	
eighteenth	century.	The	earliest	publication	in	the	collection	is	S.	Ganassi’s	La	Fontegara,	
published	in	1535.	In	La	Fontegara	we	find	an	important	description	of	how	instrumentalists	
should	imitate	the	human	voice,	which	served	as	an	example	for	many	writers	in	the	
following	decades.	The	latest	writing	in	this	study	is	J.-A.	Bérard’s	L’Art	du	chant,	published	
in	1755,	already	in	the	time	of	transition	between	the	Baroque	period	and	the	pre-Classical	
style,	more	importantly	represented	by	J.	J.	Quantz’s	Versuch	einer	Anweisung,	published	in	
1752.	This	treatise	contains	several	quotes	about	the	relation	between	a	speaker	and	a	
musician	as	well	as	about	the	relation	between	an	instrumentalist	and	a	singer.	The	
mentioned	time	period	covers	the	main	repertoire	in	Early	Music	of	my	instrument,	the	
recorder.	
	
The	fact	that	instrumental	music	is	related	to	speaking	and	to	the	human	voice	seems	
evident	to	a	modern	performer	of	early	music.	Many	treatises	written	in	the	period	
mentioned	above	are	well	known	by	now,	and	so	are,	for	example,	Nicolas	Harnoncourt’s	
articles	published	in	Musik	als	Klangrede	where	he	summarizes	this	idea	in	a	very	clear	way:	

	
The	Music	before	1800	speaks,	the	later	music	paints.	The	one	needs	to	be	understood,	like	
everything	that	is	spoken	requires	understanding,	the	other	functions	by	means	of	
atmospheres,	which	do	not	need	to	be	understood,	but	need	to	be	felt.1	

	
Nonetheless	the	meaning	(and	practical	application)	of	the	texts	in	the	historical	treatises	is	
sometimes	difficult	to	understand	and	to	incorporate	into	our	playing.	Therefore,	the	aim	of	
this	research	is	to	explore	how	the	collected	quotes	can	be	used	as	a	source	of	inspiration	
for	my	playing.	It	is	important	to	bear	in	mind	that	some	of	the	information	will	stay	partly	
incomprehensible,	because	we	cannot	gain	insight	into	how	music	sounded	at	the	time	the	
texts	were	written;	often,	the	writer	recommends	the	reader	to	use	a	good	performer	as	an	
example	to	learn	from.	Furthermore,	our	musical	and	cultural	background	differs	
significantly	from	that	of	musicians	in	the	sixteenth	to	the	eighteenth	century.	Nevertheless,	
in	this	paper	and	in	the	enclosed	audio	samples	I	have	tried	to	give	possible	interpretations	
of	the	quotes,	and	to	show	on	which	aspects	of	music	making	they	may	be	applied.	
	
For	space	limitations,	treatises	from	countries	other	than	Italy,	Germany	and	France	were	
not	included	in	this	collection,	and	it	was	not	possible	to	discuss	all	the	quotes	addressing	
the	relation	between	speaking,	singing,	and	instrumental	music	found	during	this	study.	For	
this	reason,	I	made	a	selection,	reproducing	and	discussing	in	the	main	body	of	this	paper	
only	the	treatises	that,	in	my	opinion,	provided	the	most	valuable	information	and	new	
insights	for	my	interpretation	and	performance.	The	discussed	quotes	are	translated	in	the	
corresponding	chapters,	and	reprinted	from	the	facsimiles	in	their	original	language	in	the	

																																																								
1	Harnoncourt,	Nicolas:	Musik	als	Klangrede	–	Wege	zu	einem	neuen	Musikverständnis.	München,	Kassel,	
Basel,	London:	dtv	/	Bärenreiter,	1985,	p.	48.	
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appendix.2	The	remaining	quotes,	not	included	in	the	discussion	but	nonetheless	considered	
relevant,	are	listed	in	Chapter	8	to	give	a	starting	point	for	further	research.	Finally,	all	the	
sources	consulted	can	be	found	in	the	bibliography.	

2.	Italian	treatises	
2.1	Silvestro	Ganassi	and	La	Fontegara	
Sylvestro	di	Ganassi	dal	Fontego	was	born	in	1492	in	Venice.	The	date	and	place	of	his	death	
are	unknown,	but	he	probably	lived	until	the	middle	of	the	sixteenth	century.	All	documents	
mentioning	his	name	originate	from	Venice,	so	we	can	assume	that	he	spent	his	whole	life	in	
his	native	city	and	that	he	died	there	as	well.	In	1517	he	was	hired	as	a	contralto	by	the	
pifferi	of	the	Venetian	government,	where	he	probably	played	ceremonial	and	court	music	
for	the	doges	as	well	as	instrumental	music	at	the	Basilica	di	S.	Marco.3	Although	we	do	not	
know	more	about	Ganassi’s	life,	we	know	that	he	was	a	professional	musician	and	we	can	
presume	that	he	was	a	virtuoso	of	the	recorder,	the	cornetto,	and	the	trombone.4	Apart	
from	La	Fontegara	discussed	here,	he	also	published	an	important	treatise	on	how	to	play	
the	viol	(Regola	Rubertina,	Venice,	1542).	
	
La	Fontegara	is	the	first	known	Italian	treatise	on	diminutions	and	on	the	recorder.	The	text	
addresses	beginners	on	the	recorder	as	well	as	professional	recorder	players,	
instrumentalists	in	general,	and	singers	who	wish	to	learn	the	art	of	making	diminutions.	The	
first	part	of	the	book	treats	exclusively	the	recorder,	explaining	the	fingerings	with	fingering	
charts,	the	different	types	of	tonguing	and	articulation,	and	how	the	breath	should	be	used.	
In	the	second	part	of	the	book	(starting	in	chapter	9)	he	explains	the	art	of	making	
diminutions	with	numerous	examples.5	
	
The	idea	that	musicians	and	recorder	players	in	particular	should	imitate	the	human	voice	as	
much	as	possible	is	mentioned	in	several	chapters	of	La	Fontegara.	Ganassi	is	also	the	
earliest	Italian	writer	that	was	found	during	this	study	who	addresses	this	topic.	In	the	first	
chapter,	Ganassi	explains	that	all	musical	instruments	are	inferior	to	the	human	voice,	and	
for	this	reason	they	should	imitate	it.	To	illustrate	this,	he	uses	the	parable	of	the	painter	
who	imitates	nature	with	the	variation	of	his	colours.	
	

Chapter	1	Defines	the	aim	of	the	recorder	player	
Be	it	known	that	all	musical	instruments,	in	comparison	to	the	human	voice,	are	inferior	to	it.	
For	this	reason,	we	should	endeavour	to	learn	from	it	and	to	imitate	it.	

																																																								
2	Unless	otherwise	specified	all	translations	are	by	the	present	author.	N.	B.	In	the	translations,	words	
with	equivocal	meanings	are	given	here	in	square	brackets	next	to	the	translation.	The	same	procedure	
is	adopted	for	words	that	are	especially	apposite	in	their	original	language	and	cannot	be	translated	
without	losing	part	of	their	meaning.	

3	Mayer	Brown,	Howard	and	Ongaro,	Giulio:	"Ganassi	dal	Fontego,	Sylvestro	di."	Grove	Music	Online.	
Oxford	Music	Online,	Oxford	University	Press,	
http://www.oxfordmusiconline.com/subscriber/article/grove/music/10615,	accessed	October	11,	2015.	

4	Tarr,	Edward	H.	and	Dickey,	Bruce:	Articulation	in	Early	Wind	Music,	Winterthur:	Amadeus	Verlag,	2007,	
p.	19.	

5	Ganassi,	Silvestro:	Opera	Intitulata	Fontegara,	edited	by	Luca	de	Paolis,	Rome:	Società	Italiana	del	Flauto	
Dolce,	1991,	p.3.	
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You	may	say:	„How	is	this	possible,	since	the	human	voice	can	utter	all	the	sounds	of	
speech?“,	or	„I	do	not	believe	that	the	recorder	could	ever	equal	it.“	To	which	I	answer	that,	
just	as	a	gifted	painter	can	reproduce	all	the	creations	of	nature	by	varying	his	colours,	you	
can	imitate	the	expression	of	the	human	voice	on	a	wind	or	a	stringed	instrument.	The	painter	
reproduces	the	works	of	nature	in	varied	colours	because	these	colours	exist	in	nature.	Even	
so	with	the	human	voice	which	also	varies	the	sound	with	more	or	less	boldness	according	to	
what	it	wishes	to	express	and	just	as	a	painter	imitates	natural	effects	by	using	various	
colours,	an	instrument	can	imitate	the	expression	of	the	human	voice	by	varying	the	pressure	
of	the	breath	to	perceive,	as	it	were,	words	to	their	music;	thus	one	may	truly	say	that	with	
this	instrument	only	the	form	of	the	human	body	is	absent,	just	as	in	a	fine	picture,	only	the	
breath	is	lacking.	This	should	convince	you	that	the	aim	of	the	recorder	player	is	to	imitate	as	
closely	as	possible	all	the	capabilities	of	the	human	voice.	For	this	it	is	able	to	do.6	

	
In	chapter	2	Ganassi	addresses	how	the	breath	should	be	used	when	playing	the	recorder.	
Again	he	describes	how	a	singer	expresses	joyful	or	sad	feelings	and	words	and	how	the	
same	expression	can	be	achieved	on	the	recorder.	
	

Chapter	2	Explains	the	playing	of	the	recorder	
To	play	this	instrument,	called	the	recorder	(flauto)	three	factors	are	necessary:	breath,	
fingers,	and	tongue.	
Concerning	the	breath,	you	should	be	guided	by	the	human	voice	which	is	emitted	with	
medium	strength.	When	a	singer	is	singing	a	composition	with	serious	words,	he	sings	with	
calm	expression,	but	when	the	words	are	jocund,	his	expression	is	gay.	When	the	recorder	
player	wishes	to	imitate	these	effects,	he	should	begin	with	a	moderate	flow	of	breath,	so	
that	he	can	increase	or	decrease	it	as	required.7	
	

In	the	two	last	chapters	of	his	treatise	Ganassi	returns	once	more	to	what	he	wrote	in	the	
beginning	of	the	book	and	contextualizes	the	practice	of	imitating	the	human	voice.	He	
writes	about	artistic	proficiency	and	about	how	a	melody	can	be	played	artistically.	
	

Chapter	24	Concerning	imitation,	dexterity	and	grace	
Know	that	imitation	consists	of	a	certain	artistic	proficiency;	dexterity,	in	the	manner	of	
breathing;	and	grace,	in	the	skilfulness	of	the	fingers	in	ornamentation.	In	imitation,	it	is	the	
human	voice	that	should	be	imitated:	As	occasion	offers,	the	flow	of	breath	is	increased	or	
lessened	in	imitation	of	the	nature	of	words.	I	have	already	explained	in	Chapter	2	how	your	
breath	should	be	used	in	imitation	of	the	human	voice.	Thus	only	will	you	play	a	melody	
artistically	when,	by	the	variety	of	your	expression,	you	are	able	to	imitate	the	human	voice.	
Your	expression	should	vary	from	the	most	tender	(suave)	to	the	most	lively	(vivace).	–	As	
already	said,	imitation	must	always	go	hand	in	hand	with	dexterity	in	a	tender	or	a	lively	
imitation.	They	are	noticeable	only	in	the	articulation	and	even	here,	only	in	the	performance	
itself.8	

	
To	conclude	his	text,	Ganassi	writes	about	how	an	experienced	singer	approaches	a	piece	of	
music	and	recommends	to	the	instrumentalist	to	imitate	this	procedure.	
	
																																																								
6	Ganassi,	Silvestro:	Opera	Intitulata	Fontegara,	edited	by	Hildemarie	Peter,	English	translation	from	the	
German	edition	by	Dorothy	Swainson,	Berlin-Lichterfelde,	1959,	
http://ks.imslp.info/files/imglnks/usimg/8/81/IMSLP365568-PMLP46423-
ganassi_fontegara_ingles2.pdf,	p.	9,	accessed	February	29,	2016.	

7	Ibidem.	
8	Ibidem,	p.	87.	
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Chapter	25	Explanation	of	the	fingering	chart	of	trills	
(...)	You	may	ask	me	when	and	how	to	recognise	the	right	time	and	place	for	using	imitation,	
dexterity	and	grace,	or	when	the	tone	and	expression	should	be	lively	or	suave.	Know	then,	
that	your	instructor	should	be	a	practised	and	experienced	singer.	When	a	piece	of	vocal	
music	is	put	before	him,	his	first	care,	as	you	know,	is	to	take	into	account	the	nature	of	the	
text.	If	the	words	are	gay,	he	expresses	them	with	gaiety	and	liveliness	by	means	of	his	art	
and	his	voice;	if	on	the	other	hand,	the	words	are	sad	and	heavy,	he	sings	them	softly	and	
with	melancholy.	In	like	manner,	your	playing	should	be	soft	and	sighing,	or	gay	and	merry,	
as	though	you	were	giving	expression	to	words	of	the	same	nature.	This	results	in	what	I	have	
called	the	imitation	of	the	human	voice.9	

	
Ganassi’s	descriptions	of	how	a	recorder	player	should	imitate	a	singer	are	very	colourful	
and	broad.	The	author	was	living	in	a	time	when	it	was	common	for	all	kinds	of	instruments	
to	play	vocal	music.	For	this	reason,	it	makes	sense	to	use	Ganassi’s	instructions	especially	
for	this	type	of	music,	where	we	can	also	take	into	account	the	words	of	the	text	to	find	an	
appropriate	expression	for	each	passage,	as	he	recommends	in	chapter	25.	As	Ganassi	
describes	the	imitation	of	the	human	voice	very	precisely,	we	can	use	his	text	as	an	
inspiration	and	a	guide	to	make	a	more	varied	picture	of	the	music	in	our	minds	and	to	
search	for	many	sound	colours.	
	
The	following	audio	sample	shows	an	excerpt	of	the	madrigal	Io	son	ferito	by	Giovanni	
Pierluigi	da	Palestrina	in	a	version	where	the	first	voice	is	performed	alternately	by	a	singer	
and	by	a	recorder	player	making	diminutions	in	all	the	places	where	the	text	is	repeated.	The	
remaining	four	voices	are	played	on	an	organ.	In	the	non	repeated	text	phrases	the	singer	
and	the	recorder	player	perform	at	the	same	time.10	This	recording	was	made	to	explore	
how	the	sound	colours	of	the	human	voice	can	be	imitated	with	the	recorder	in	an	
instrumental	execution	of	the	same	music.	The	main	difficulty	lies	in	the	imitation	of	the	
differences	in	sound	provoked	by	the	different	letters	and	the	changes	of	vowels	that	the	
singer	uses.	Instrumentalists	can	aim	for	this	variation	with	the	help	of	diminutions.	
	
Audio	sample	111	
	
To	conclude	this	chapter,	I	can	say	that	La	Fontegara	can	certainly	be	used	as	a	source	of	
inspiration	for	today’s	performers	who	study	and	perform	the	music	of	the	early	sixteenth	
century.	In	addition,	the	importance	of	Ganassi’s	treatise	will	be	shown	in	the	following	
chapters,	where	the	repetition	and	renewal	of	Ganassi’s	words	will	be	demonstrated	in	the	
writings	of	later	Italian	authors.	

2.2	References	to	Ganassi	in	Italy	
Girolamo	dalla	Casa’s	writing,	Il	vero	modo	di	diminuir,	con	tutte	le	sorti	di	stromenti	
published	in	Venice	in	1584	shows	many	similarities	with	the	writings	of	Ganassi.	Dalla	Casa	
however	specifically	addresses	the	cornetto	player,	whereas	Ganassi	refers	specifically	to	
the	recorder	when	writing	about	the	imitation	of	the	voice.	Further,	dalla	Casa’s	descriptions	
																																																								
9	Ganassi,	Silvestro:	Opera	Intitulata	Fontegara,	edited	by	Hildemarie	Peter,	English	translation	from	the	
German	edition	by	Dorothy	Swainson,	Berlin-Lichterfelde,	1959,	
http://ks.imslp.info/files/imglnks/usimg/8/81/IMSLP365568-PMLP46423-
ganassi_fontegara_ingles2.pdf,	p.	89,	accessed	February	29,	2016.	

10	The	score	corresponding	to	audio	sample	1	can	be	found	in	the	appendix.	
11	Recorded	at	the	Royal	Conservatoire,	The	Hague,	March	6,	2016.	
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are	shorter	and	less	elaborate	than	those	by	Ganassi,	though	they	are	more	practice-
oriented.	
	

On	the	cornetto	
Amongst	all	wind	instrument	the	cornetto	is	the	most	excellent	to	imitate	de	human	voice	
more	than	the	other	instruments.	This	instrument	is	adopted	in	piano	and	forte	and	for	all	
types	of	notes,	just	like	the	human	voice	is.	(…)	The	tongue	should	neither	be	too	dead,	nor	
tapping	too	strongly,	but	needs	to	be	similar	to	the	voice.	Then	in	the	eighth	notes	it	should	
do	little,	but	good	things.	Everybody	should	strive	for	a	good	sound	of	the	instrument,	a	good	
tonguing,	nice	eighth	notes	and	for	imitating	the	human	voice	as	much	as	possible.12	
	

The	importance	of	the	human	voice	for	dalla	Casa	is	also	shown	in	his	description	of	the	
articulation	syllables,	where	he	makes	a	hierarchy	accordingly	to	which	way	of	articulation	is	
the	most	similar	to	the	voice	(gorgia).	
	

On	the	three	principal	tonguings	
Being	the	lingua	riversa	the	principal	of	the	three	types	of	tonguings,	we	will	put	it	in	the	first	
place,	because	it	is	more	similar	to	the	voice	than	the	others.13	
	

Giovanni	Maria	Artusi	is	another	Italian	writer	who	proposes	an	approach	similar	to	Ganassi	
in	his	writing	L’Artusi,	ovvero	delle	imperfezioni	della	moderna	musica	(Venice,	1600).	He	
almost	literally	copies	the	two	aforementioned	quotes	by	dalla	Casa,14	and	further	describes	
the	relation	of	art	and	nature	in	general,	reminding	the	reader	that	art	will	never	become	
truly	natural	and	nature	will	never	be	transformed	into	something	completely	artistic.	
	

(…)	art	being	the	imitator	of	nature,	although	it	can	not	reach	the	perfection	of	nature.	(…)	
But	even	if	art	imitates	nature	as	much	as	it	can,	it	will	never	come	true	that	something	made	
by	art	transforms	into	something	natural	and	a	natural	thing	transforms	into	something	
made	by	art;15	
	

The	last	quote	is	certainly	important	for	today’s	performer	because	it	reminds	the	reader	
that	all	the	above	mentioned	descriptions	are	only	to	be	used	as	pictures	and	inspirations	for	
interpretation	and	that	there	will	always	be	a	difference	between	the	sounds	made	by	
nature	like	the	human	voice	and	the	artificially	produced	sounds	of	musical	instruments.	

2.3	Nicola	Vicentino	and	L’antica	musica	
Born	in	Vicenza	and	a	pupil	of	Adrian	Willaert	in	Venice,	Nicola	Vicentino	can	be	considered	
to	belong	to	the	same	school	as	the	other	Italian	composers	and	theorists	discussed	above.	
Later	in	life,	Vicentino	moved	to	Ferrara	to	work	at	the	court	of	Duke	Ercole	II,	whom	he	
later	also	followed	to	Rome.	Vicentino’s	treatise	L’antica	musica,	published	in	Rome	in	1555,	

																																																								
12	dalla	Casa,	Girolamo:	Il	vero	modo	di	diminuir,	con	tutte	le	sorti	di	stromenti,	Venice,	1584,	
http://javanese.imslp.info/files/imglnks/usimg/6/6c/IMSLP243685-PMLP394693-
il_vero_modo_di_diminuir_livro_1.pdf,	page	without	number,	accessed	February	15,	2016.	

13	Ibidem.	
14	See	the	appendix	for	the	quotes	in	their	original	language.	
15	Artusi,	Giovanni	M.:	L’Artusi,	ovvero	delle	imperfezioni	della	moderna	musica,	Venice,	1600,	

http://gallica.bnf.fr/ark:/12148/btv1b52502738h.r=Artusi%2C%20Giovanni%20Maria%20L%27%20Art
usi,	p.	30,	accessed	February	15,	2016.	
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is	mainly	known	for	its	description	of	the	arcicembalo,	which	is	a	harpsichord	constructed	in	
a	way	such	that	it	can	play	all	types	of	microtonal	compositions.16	
Despite	the	fact	that	Vicentino	belongs	to	the	same	school	of	composers	and	theorists	as	
Ganassi,	dalla	Casa,	and	their	contemporaries,	he	does	not	suggest	the	imitation	of	the	
human	voice	to	instrumentalists,	but	rather	compares	singing	to	the	delivery	of	a	speech.	
	

The	experience	of	the	orator	can	be	instructive,	if	you	observe	the	technique	he	follows	in	his	
oration.	For	he	speaks	now	loud	and	now	soft,	now	slow	and	now	fast,	thus	greatly	moving	
his	listeners.	This	technique	of	changing	the	measure	has	a	powerful	effect	on	the	soul.	For	
this	reason	music	is	sung	from	memory,	so	as	to	imitate	the	accents	and	effects	of	the	parts	
of	an	oration.	What	effect	would	an	orator	have	if	he	were	to	recite	a	fine	oration	without	
organizing	accents,	pronunciations,	fast	and	slow	rates	of	motion,	and	soft	or	loud	levels	of	
speaking?	He	would	not	move	the	audience.	
The	same	is	true	of	music.	If	the	orator	moves	listeners	with	the	devices	described	above,	how	
much	greater	and	more	powerful	will	be	the	effect	of	well-coordinated	music	recited	with	the	
same	devices,	but	now	accompanied	by	harmony.17	

	
In	this	respect	Vicentino’s	treatise	is	closer	to	the	writings	of	Quantz	and	Mersenne	
described	later	in	Chapters	3	and	4,	since	they	also	write	about	the	relationship	between	
singers	or	instrumentalists	and	orators,	whereas	Ganassi	focuses	on	the	suggestion	for	
instrumentalists	to	imitate	the	voice	of	a	singer.	This	leads	to	the	conclusion	that	the	
descriptions	of	the	relationship	between	instrumental	music,	singing,	and	speaking	are	not	
strictly	related	or	typical	for	a	certain	period	of	time	or	country,	but	can	be	used	more	
generally	as	sources	of	inspiration	for	playing.	This	will	be	discussed	more	in	detail	in	
Chapters	5	and	6.	

3.	German	treatises	

3.1	Johann	Mattheson	and	Der	vollkommene	Capellmeister	
Born	in	Hamburg	in	1681,	Johann	Mattheson	benefited	from	private	music	lessons	from	an	
early	age,	studying	the	keyboard,	viola	da	gamba,	violin,	flute,	oboe,	and	lute	as	well	as	
composition	and	singing.	In	addition,	he	received	a	very	broad	general	education	at	the	
Johanneum.	He	was	a	child	prodigy,	performing	at	young	age	on	the	organ	and	singing	in	the	
churches	of	his	home	city.	Soon	he	was	invited	to	sing	at	the	Hamburg	opera,	where	he	later	
also	conducted	the	rehearsals.	An	important	moment	in	Mattheson’s	career	came	when	he	
was	employed	as	a	tutor	of	the	son	of	the	English	ambassador	in	Hamburg.	Some	years	later	
he	became	secretary	to	the	English	ambassador,	a	position	that	allowed	him	to	travel	
frequently	as	the	ambassador’s	official	representative	and	to	become	acquainted	with	
English	law,	politics,	and	economics.	Mattheson	became	music	director	of	the	cathedral	in	
Hamburg	in	1715	and	later	Kapellmeister	to	the	court	of	the	Duke	of	Holstein.	He	was	
eventually	forced	to	resign	from	his	positions	due	to	his	increasing	deafness;	by	1735	he	had	
become	completely	deaf	and	he	died	in	1764	in	Hamburg.	Mattheson’s	oeuvre	includes	

																																																								
16	Kaufmann,	Henry	W.	and	Kendrick,	Robert	L.:	"Vicentino,	Nicola."	Grove	Music	Online.	Oxford	Music	

Online,	Oxford	University	Press,	
http://www.oxfordmusiconline.com/subscriber/article/grove/music/29293,	accessed	February	25,	
2016.	

17	Vicentino,	Nicola:	Ancient	Music	Adapted	to	Modern	Practice,	edited	by	Claude	V.	Palisca,	translated	by	
Maria	R.	Maniates,	New	Haven	and	London:	Yale	University	Press,	1996,	pp.	301-302.	
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numerous	operas	and	oratorios,	but	also	a	collection	of	musical	biographies,	including	his	
autobiography	(Grundlage	einer	Ehren-Pforte,	1740)	and	several	treatises	containing	
important	information	on	18th	century	performance	practice.18	
One	of	his	most	informative	writings	is	Der	vollkommene	Capellmeister,	containing	what	
Mattheson	thought	was	all	of	the	knowledge	that	a	Kapellmeister	should	have.	
Some	of	Mattheson’s	ideas	on	the	relationship	between	instrumental	music,	singing,	and	
speaking	are	highly	similar	to	the	ideas	of	J.	J.	Quantz	and	are	therefore	not	discussed	here	
to	avoid	redundancy.19	
	
Different	aspects	of	the	relationship	between	instrumental	music	and	speaking	can	be	found	
in	Der	vollkommene	Capellmeister.	The	following	quotes	show	the	importance	that	
Mattheson	gives	to	the	fact	that	all	types	of	music	should	aim	for	moving	the	feelings	of	the	
listeners.	He	explains	that	instrumental	music	can	do	so	in	the	same	way	as	speaking	does,	
but	that	the	player	of	an	instrument	has	to	use	different	means	for	it.	
	

Now	since	instrumental	music	is	nothing	other	than	speech	in	tones	or	oratory	in	sound,	it	
must	actually	be	always	based	on	one	specific	affection,	and	a	great	deal	of	care	must	be	
taken	with	expressiveness	in	the	intervals,	the	clever	division	of	the	phrases,	the	measured	
progression,	etc.,	in	order	to	arouse	it.20	
	
However,	one	must	know	here	that	even	without	words,	in	purely	instrumental	music,	always	
and	with	every	melody,	the	purpose	must	be	to	present	the	governing	affection	so	that	the	
instruments,	by	means	of	sound,	present	it	almost	verbally	and	perceptibly.21	

	
Mattheson	gives	one	very	practical	advice	on	how	singing	can	be	imitated	by	an	
instrumentalist:	
	

If	the	necessary	feeling	and	expression	of	the	affections	in	instrumental	melodies	were	
mentioned	above;	the	nit	is	easy	to	see	that	also	the	theory	on	emphasis	would	belong	here,	
only	with	the	difference:	that	vocal	melody	derives	this	emphasis	from	the	words,	but	
instrumental	melody	derives	it	from	the	notes.	And	that	is	the	fifteenth	difference.	This	
appears	to	be	quite	a	state	of	affairs.	Yet	whoever	will	not	shun	the	trouble	of	picking	out	
certain	prominent	passages	in	good	French	instrumental	pieces	will	soon	find	where	the	knot	
would	be	undone,	and	how	one	could	make	his	tones	speak	with	good	emphasis.	This	musical	
emphasis	is	unusually	prominent	in	the	ascending	half	tone.22	23	

	
Further,	Mattheson	links	the	rhythms,	or	metrical	feet,	of	poetry	to	music.	
	

																																																								
18	Buelow,	Georg	J.:	"Mattheson,	Johann."	Grove	Music	Online.	Oxford	Music	Online,	Oxford	University	

Press,	http://www.oxfordmusiconline.com/subscriber/article/grove/music/18097,	accessed	February	
28,	2016.	

19	More	quotes	from	Der	vollkommene	Capellmeister	can	be	found	in	the	appendix	in	their	original	
language.	

20	Mattheson,	Johann:	Der	vollkommene	Capellmeister,	a	revised	translation	with	critical	commentary	by	
Ernest	C.	Harriss,	Ann	Arbor:	UMI	Resarch	Press,	1981,	p.	208.	

21	Ibidem,	p.	291.	
22	Ibidem,	p.	428.	
23	See	the	appendix	for	the	musical	example	given	by	Mattheson.	
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What	meters	are	in	poetry,	rhythms	are	in	music,	for	this	reason	we	will	call	them	tone-feet,	
since	song	as	it	were	walks	along	on	them.24	

	
A	similar	connection	was	made	by	Mersenne	in	the	Harmonie	Universelle	that	will	be	
discussed	in	Chapter	4.1.	It	is	easy	to	recognize	that,	as	opposed	to	Mersenne,	Mattheson	
was	a	composer	himself.	His	practice-based	approach	allows	exceptions	and	shows	how	
flexible	music	can	and	should	be.	
	

Those	rhyme	schemes	of	the	German	poets	which	one	calls	dactylic	do	not	oblige	the	
composer	to	use	only	the	dactylic	in	his	melodies:	the	tribrach	and	other	melodic	feet	often	
are	more	appropriate	in	such	a	case.	This	observation	is	quite	generally	applicable	to	all;	as	
we	have	already	seen	above,	the	words:	„non	mi	dite,“	etc.,	are	in	the	iambic,	and	yet	the	
notes	are	in	the	trochaic.	Thus	it	is	not	at	all	necessary	for	the	melodic	feet	to	follow	the	
prosodic	ones	always.25	
	

The	idea	that	all	instrumentalists	should	imitate	the	human	voice,	which	is	so	present	in	the	
writings	of	Ganassi	and	his	contemporaries	discussed	above,	can	also	be	found	in	different	
manners	in	Mattheson’s	text.	
	

For	the	most	beautiful	and	most	perfect	instrument,	the	paragon	of	all	musical	instruments,	
the	human	voice,	(…)26	
	
The	science	and	art	of	playing	instruments	well,	of	giving	thereon	certain	principles	and	rules,	
all	of	which	together	with	the	entire	theory	of	sound	flow	from	one	main	source;	but	
principally	of	writing	something	appropriate	on	them,	one	calls	“Organicam”,	instrumental	
music	in	general:	because	it	deals	with	external	instruments,	and	seeks	on	these	so	to	imitate	
the	human	voice	that	all	would	sound	and	sing	becomingly.27	

	
Mattheson	gives	a	supplementary	metaphor	for	the	relationship	between	instrumental	and	
vocal	music,	which	does	not	give	any	concrete	playing	indications,	but	an	interesting	
explanation	on	the	reason	why	instrumentalists	should	imitate	singers.	
	

The	first	difference,	of	seventeen	between	a	vocal	and	instrumental	melody,	consists	in	the	
fact	that	the	former	is,	so	to	speak,	the	mother,	but	the	latter	is	her	daughter.	Such	a	
comparison	shows	not	only	the	degree	of	difference,	but	also	the	type	of	relationship.	For	as	
the	mother	must	necessarily	be	older	than	her	daughter:	so	also	vocal	melody	undoubtedly	
existed	earlier	in	this	netherworld	than	did	instrumental	music.	Hence	the	former	not	only	has	
rank	and	privilege,	but	also	directs	the	daughter	to	adjust	herself	after	her	motherly	precepts	
as	best	possible,	to	make	everything	beautifully	singable	and	flowing,	so	that	one	might	hear	
whose	child	she	is.28	

	
All	the	indications	about	the	relationship	between	instruments,	singers	and	orators	given	by	
Mattheson	are	rather	difficult	to	apply	directly	to	playing	but	are	an	important	source	of	

																																																								
24	Mattheson,	Johann:	Der	vollkommene	Capellmeister,	a	revised	translation	with	critical	commentary	by	

Ernest	C.	Harriss,	Ann	Arbor:	UMI	Resarch	Press,	1981,	p.	344.	
25	Ibidem,	p.	355.	
26	Ibidem,	p.	836.	
27	Ibidem,	p.	845.	
28	Ibidem,	p.	418.	
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inspiration.	In	what	ways	the	information	given	by	Mattheson	can	be	applied	to	nowadays	
interpretations	will	be	discussed	more	in	detail	in	Chapter	5.	

3.2	Johann	Joachim	Quantz	and	the	Versuch	einer	Anweisung	die	Flute	
traversiere	zu	spielen	
Johann	Joachim	Quantz	was	born	in	1697,	near	Hanover.	He	learned	to	play	several	string	
instruments,	the	oboe,	trumpet,	and	flute,	and	studied	counterpoint	in	Dresden	as	well	as	in	
Vienna	and	Rome.	Quantz	also	visited	France	and	England.	In	1728	he	became	a	member	of	
the	regular	court	chapel	in	Dresden,	where	he	served	Augustus	II	and	Augustus	III.	In	1741	
Quantz	moved	to	Berlin	and	became	the	private	flute	teacher	of	king	Frederick	the	Great.	He	
was	also	responsible	for	the	king’s	private	evening	concerts	and	had	the	privilege	of	
criticizing	Frederick’s	flute	playing.	Further,	he	was	active	as	a	composer	and	instrument	
maker.	Many	of	Quantz’s	compositions	were	not	printed	during	his	lifetime	and	partly	still	
await	publication	and	exact	dating.	His	most	significant	writing	is	unquestionably	the	
Versuch	einer	Anweisung	die	Flute	traversiere	zu	spielen	published	in	1752	in	Berlin.29	
In	the	Versuch,	Quantz	addresses	numerous	topics,	that	apply	not	only	to	the	transverse	
flute	as	the	title	of	the	book	might	suggest,	but	also	to	other	wind	instruments	and	to	
musicians	in	general.	Therefore,	the	Versuch	is	of	major	importance	as	a	source	of	
information	about	performance	practice	in	the	first	half	of	the	early	eighteenth	century.	
	
Quantz	associates	instrumental	music	with	speaking	as	well	as	with	singing.	Firstly,	he	
describes	how	a	musician	and	an	orator	should	prepare	and	present	their	recital	in	the	same	
way.	The	main	aim	for	both	should	be	to	touch	their	listener’s	hearts	and	they	can	both	
learn	from	each	other:	
	

Musical	execution	may	be	compared	with	the	delivery	of	an	orator.	The	orator	and	the	
musician	have,	at	bottom,	the	same	aim	in	regard	to	both	the	preparation	and	the	final	
execution	of	their	productions,	namely	to	make	themselves	masters	of	the	hearts	of	their	
listeners,	to	arouse	or	still	their	passions,	and	to	transport	them	now	to	this	sentiment,	now	
to	that.	Thus	it	is	advantageous	to	both,	if	each	has	some	knowledge	of	the	duties	of	the	
other.30	
	

In	the	same	way,	singers	and	instrumentalists	can	learn	from	one	another:	
	
Each	instrumentalist	must	strive	to	execute	that	which	is	cantabile	as	a	good	singer	executes	
it.	The	singer,	on	the	other	hand,	must	try	in	lively	pieces	to	achieve	the	fire	of	good	
instrumentalists,	as	much	as	the	voice	is	capable	of	it..31	

	
If	we	compare	Quantz’s	view	of	the	relationship	between	a	musician	or	instrumentalist	and	
an	orator	or	singer	with	that	between	a	recorder	player	and	a	singer	as	described	by	
Ganassi,	the	most	striking	difference	is	that	Quantz	sees	them	as	equal	partners,	who	can	
learn	from	each	other,	whereas	Ganassi	positions	the	singer	on	a	higher	level	and	only	
																																																								
29	Reilly,	Edward	R.	and	Giger,	Andreas:	"Quantz,	Johann	Joachim.“	Grove	Music	Online.	Oxford	Music	

Online,	Oxford	University	Press,	
http://www.oxfordmusiconline.com/subscriber/article/grove/music/22633,	accessed	November	25,	
2015.	

30	Quantz,	Johann	J.:	On	playing	the	Flute,	translated	by	Edward	R.	Reilly,	London:	faber	and	faber,	second	
edition	1985,	p.	119.	

31	Ibidem,	p.	127.	
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advises	the	instrumentalist	to	learn	from	him,	without	advising	the	singer	to	learn	anything	
from	the	recorder	player.	
	
Furthermore,	it	can	be	observed	that	at	Quantz’s	time	instrumental	and	vocal	music	were	
already	clearly	separated	and	composed	in	different	ways,	which	was	not	the	case	in	the	
sixteenth	century,	when	La	Fontegara	and	other	Italian	treatises	in	the	same	style	were	
written.	The	separation	is	shown	clearly	in	the	following	passage	of	the	Versuch:	
	

Music	is	either	vocal	or	instrumental.	Only	a	few	pieces,	however,	are	intended	for	voices	
alone;	instrumental	music	usually	has	a	part	in	and	is	combined	with	the	majority	of	vocal	
pieces.32	

	
In	several	other	chapters,	Quantz	cites	the	relationship	between	playing	an	instrument,	
singing,	and	speaking.	The	passage	in	which	music	is	described	as	an	artificial	language	can	
be	seen	as	a	summary	of	the	author’s	thoughts.33	
	

Reason	teaches	that	if	in	speaking	we	demand	something	from	someone,	we	must	make	use	
of	such	expressions	as	the	other	understands.	Now	music	is	nothing	but	an	artificial	language	
through	which	we	seek	to	acquaint	the	listener	with	our	musical	ideas.34	

	
Quantz	draws	his	ideas	very	clearly	and	in	a	beautifully	written	manner.	His	sentences	are	
motivating	for	instrumentalists	to	try	to	apply	some	of	the	artifices	of	orators	while	playing.	
The	possibilities	of	using	Quantz’s	indications	for	playing	are	discussed	more	in	detail	in	
Chapters	5	and	6.	

4.	French	treatises	
It	is	striking	that,	in	the	same	period	of	time	that	Italian	and	German	treatises	frequently	
address	the	relationship	between	speaking,	singing,	and	instrumental	music,	very	few	
French	sources	approach	this	topic	during	the	period	that	this	study	examines	(1535-1755).35	
The	Harmonie	Universelle	by	Marin	Mersenne	addresses	this	topic	in	the	most	detail,	and	
Jean-Antoine	Bérard’s	L’Art	du	chant	seems	important	to	discuss	because	it	adds	a	new	and	
interesting	point	of	view	to	the	writings	discussed	so	far.	

4.1	Marin	Mersenne	and	the	Harmonie	Universelle	
The	French	mathematician,	philosopher,	and	music	theorist	Marin	Mersenne	was	born	in	
1588	near	Oizé.	He	went	to	Paris	in	1609,	where	he	studied	at	the	Collège	Royal	and	at	the	
Sorbonne.	He	then	joined	the	religious	Order	of	Minims,	became	a	deacon	and	priest,	and	
was	active	as	a	teacher	of	philosophy	and	theology.	Mersenne	travelled	to	the	Low	

																																																								
32	Quantz,	Johann	J.:	On	playing	the	Flute,	translated	by	Edward	R.	Reilly,	London:	faber	and	faber,	second	

edition	1985,	p.	305.	
33	More	quotes	from	the	Versuch	can	be	found	in	their	original	language	in	the	appendix.	
34	Quantz,	Johann	J.:	On	playing	the	Flute,	translated	by	Edward	R.	Reilly,	London:	faber	and	faber,	second	

edition,	1985,	p.	120.	
35	See	the	bibliography	for	an	overview	of	the	writings	that	were	examined.	
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Countries,	the	French	provinces,	and	Italy	and	was	regularly	in	contact	with	leading	thinkers	
of	his	time,	such	as	René	Descartes,	Constantijn	Huygens,	Galileo	Galilei,	and	others.36	
Despite	Mersenne’s	extremely	diversified	knowledge	about	music,	it	is	noticeable	in	his	
writings	that	he	was	not	a	performing	musician	himself.	He	does	not	provide	the	reader	with	
many	precise	playing	instructions	and	several	of	his	texts	are	too	abstract	to	be	used	in	
practice,	as	will	be	shown	in	the	following	chapters.	
	
The	Harmonie	Universelle,	published	in	Paris	in	1636,	is	a	collection	of	nineteen	books	
covering	a	wide	range	of	subjects	related	to	music,	sound	production,	physics,	and	
organology.	Mersenne	addresses	the	relation	between	instrumental	music,	singing,	and	
speaking	in	numerous	chapters	of	his	work.	His	ideas	can	be	grouped	in	three	main	
thoughts.	

4.1.1	Music	as	a	secret	language	

Mersenne	states	that	men	could	also	communicate	with	musical	notes	instead	of	words,	
that	music	could	be	used	as	a	secret	language,	and	that	certain	instruments	like	trumpets	
and	bells	make	it	possible	to	communicate	at	larger	distances.	
	

(…)	and	two	or	more	people	can	get	so	accustomed	to	the	sounds	of	the	instruments,	that	
they	will	speak	familiarly	about	all	what	they	want,	without	anyone	understanding	them.	It	is	
also	possible	to	express	words	and	entire	periods	with	sounds,	because	the	preludes,	the	suite	
of	airs	and	songs,	the	deduction	of	the	modes	and	of	the	perfect	system	all	have	resemblance	
with	orations	and	harangues,	especially	when	the	musician	makes	the	cadences	and	the	
passages	at	the	appropriate	moment,	and	when	he	uses	the	rhythm	[rythmique]	according	to	
the	subject	he	is	dealing	with.	This	manner	of	discoursing	can	be	used	throughout	the	extent	
of	the	sounds,	that	is	within	the	length	of	one	or	two	hundred	steps	and	even	more,	since	the	
sound	of	the	trumpet	can	be	heard	from	further	away,	and	consequently	the	sounds	can	serve	
as	messengers	and	secret	letters	when	the	person	to	whom	one	wants	to	write	is	only	a	half	
mile	or	a	mile	away,	where	he	can	hear	the	bells	or	the	trumpet.37	
	

The	author	goes	further	proposing	a	system	of	rhythmical	patterns	expressing	the	letters	of	
the	alphabet	with	short	and	long	beats	corresponding	to	the	meters	of	Greek	or	Latin	
poetry.	
	
∪;	short,	−;	long	
	
A		B		C		D	;	∪	∪	∪	−	
	
E		F		G		H	;	−	∪	∪	∪	
	
I		K		L		M		N	;	∪	∪	∪	∪	−	
	
O		P		Q		R	;	∪	∪	−	−	
																																																								
36	Cohen,	Albert:	„Mersenne,	Marin.“	Grove	Music	Online.	Oxford	Music	Online,	Oxford	University	Press,	

http://www.oxfordmusiconline.com/subscriber/article/grove/music/18468,	accessed	November	27,	
2015.	

37	Mersenne,	Marin:	Harmonie	Universelle,	Livre	Premier	de	la	Nature	et	des	Proprietez	du	Son,	Paris,	
1636,	http://conquest.imslp.info/files/imglnks/usimg/e/ee/IMSLP77422-PMLP156089-
MersenneM_HarmUniv_Pt1_01.pdf,	pp.	39-40,	accessed	January	31,	2016.	
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S		T		U		X	;−	∪	∪	−38	
	
But	this	purely	rhythmical	system	does	not	allow	one	to	express	clearly	complete	sentences.	
Therefore,	Mersenne	proceeds	with	the	explanation	of	a	more	refined	system,	using	the	
four	notes	of	a	tetrachord	in	various	combinations	to	enunciate	all	the	letters	of	the	
alphabet.	This	system	makes	it	possible	to	“express	anything	you	want	in	French,	Hebrew,	
Greek,	Spanish,	Italian	or	any	other	kind	of	language	with	four	notes”	39	and	the	author	can	
even	imagine	teaching	all	the	sciences	with	the	help	of	a	musical	instrument,	since	every	
word	can	be	formed	with	the	help	of	the	Alphabet	Harmonique.	The	following	chart	shows	
how	the	four	notes	ut,	re,	mi,	fa	in	all	the	possible	sequences	result	in	twenty-four	different	
combinations	of	notes	that	can	be	used	to	represent	the	twenty-three	letters	of	the	
alphabet.	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
40	
	

The	following	note	sequence	was	written	by	the	present	author	to	try-out	Mersenne’s	
Alphabet	Harmonique	in	practice.	

																																																								
38	Mersenne,	Marin:	Harmonie	Universelle,	Livre	Premier	de	la	Nature	et	des	Proprietez	du	Son,	Paris,	

1636,	http://conquest.imslp.info/files/imglnks/usimg/e/ee/IMSLP77422-PMLP156089-
MersenneM_HarmUniv_Pt1_01.pdf,	p.	40,	accessed	January	31,	2016.	

39	Ibidem,	pp.	40-41.	
40	Ibidem,	p.	41.	
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The	short	French	sentence	„Marin	Mersenne	est	un	grand	philosophe“41	was	not	difficult	to	
translate	into	musical	notes	(as	shown	in	the	example	above),	since	Mersenne’s	chart	is	very	
logical	and	clearly	represented.	Therefore,	I	consider	the	Alphabet	Harmonique	as	a	usable	
tool	for	communication.	I	can	imagine	it	being	even	easier	to	use,	when	it	is	used	regularly	
and	the	writer	and	reader	do	not	need	the	chart	anymore	to	recognize	the	letters.	
Nevertheless,	the	Alphabet	Harmonique	has	never	replaced	our	alphabet	made	of	letters,	
because	it	is	much	longer	and	impractical,	since	there	are	four	sounds	to	be	produced	for	
each	letter.	In	addition,	it	can	be	used	only	by	musically	learned	people.	Further	the	
Alphabet	Harmonique	has	no	use	for	musical	interpretations	nowadays,	and	it	is	at	most	an	
interesting	enigma	and	shows	Mersenne’s	interest	and	attempt	to	connect	music	with	
language	in	many	different	ways.	Mersenne	also	reflects	on	other	philosophical	questions	
about	different	types	of	languages	and	about	the	use	of	music	as	a	mean	of	communication	
instead	of	words.	These	thoughts	are	not	discussed	more	in	detail	here,	because	they	are	
very	abstract,	difficult	to	apply	in	practice	and	do	not	give	any	information	that	can	be	used	
for	the	interpretation	of	music	nowadays.42	

4.1.2	Musical	instruments	imitating	the	human	voice	

Mersenne	describes	the	sound	of	several	wind	instruments,	comparing	them	to	the	human	
voice,	which	is	clearly	a	thought	linked	to	Ganassi	and	the	other	Italian	writers	of	the	
Renaissance	and	Early	Baroque	period	discussed	in	Chapter	2.43	

																																																								
41	Translation:	„Marin	Mersenne	is	a	great	philosopher.”	
42	The	quotes	referring	to	the	relation	music-singing-speaking	that	are	not	discussed	in	the	body	of	the	

text	can	be	found	in	their	original	language	in	the	appendix.	
43	The	three	most	representative	quotes	are	translated	here,	the	others,	as	mentioned	above,	can	be	

found	in	the	appendix	in	their	original	language.	



	 16	

One	makes	four	or	five	different	parts	of	those	flutes44	for	a	whole	concert,	which	has	this	
above	the	other	flutes	that	it	mimics	better	the	concert	of	the	voices,	because	it	only	lacks	the	
pronunciation,	to	which	we	can	get	very	close	with	those	flutes.	
This	is	something	that	the	organists	and	the	makers	should	carefully	observe,	in	order	to	
create	new	registers	that	imitate	better	the	human	voices	than	their	regals,	and	to	deceive	
the	listeners	in	such	a	way	that	they	believe	that	they	hear	a	better	concert	than	the	one	of	
the	voices,	who	are	deprived	of	the	sweetness	of	harmony	and	the	charms	coming	from	the	
small	skins	one	can	add	on	various	places	of	the	pipes	and	the	flutes.	45	
	
Those	flutes	are	called	sweet	[Flustes	douces],	because	of	the	sweetness	of	their	sounds,	that	
represent	the	charm	and	the	sweetness	of	the	voices:	46	

	
Mersenne	adds	one	more	aspect	to	the	ideals	that	instrumentalists	should	aim	for.	
Describing	how	to	play	the	trumpet,	he	mentions	not	only	that	instrumentalists	should	
imitate	the	human	voice,	but	he	also	writes	about	the	imitation	of	words	through	the	means	
of	articulation.	
	

(…)	the	movement	of	the	tongue,	in	which	lays	the	most	excellent	way	of	playing	the	trumpet	
and	all	the	other	wind	instruments,	because	when	the	tongue	hammers	each	sound,	the	
instrument	imitates	the	human	voice	and	the	word,	accordingly	to	the	articulated	sounds(…)47	
	

The	practical	implementation	of	the	three	preceding	quotes	is	discussed	in	Chapter	2,	since	
the	topic	of	imitation	is	addressed	more	often	in	Italy	in	the	second	half	of	the	sixteenth	
century	in	a	very	similar	way	as	by	Mersenne.	

4.1.3	Music	as	a	teacher	for	orators	

Mersenne’s	third	main	idea	is,	that	music	can	teach	us	how	to	speak	well.	This	idea	is	mainly	
displayed	in	the	twentieth	chapter	of	the	book	about	the	voice.	

	
One	can	learn	to	speak	well	and	pronounce	well	by	the	means	of	music.	

Since	speech	consists	in	beating	the	air	and	one	speaks	well	when	one	marks	the	accents	and	
pronounces	the	dictions	correctly,	it	is	not	difficult	to	understand,	how	music	can	be	used	to	
speak	properly,	because	it	deals	with	accents,	(…)	
But	when	one	considers	what	it	is	to	speak	properly,	one	will	find	that	it	is	nothing	else	than	
pronouncing	distinctly	and	making	the	syllables	long	or	short	according	to	their	nature,	or	the	
imposition	of	those	who	invented	the	dictions	and	prescribed	the	pronunciation	and	the	use;	
to	what	one	must	add	the	accents,	because	even	if	one	pronounces	very	distinctly	and	keeps	
the	length	of	the	syllables,	it	often	happens	that	the	speech	is	unpleasant	to	hear	because	it	is	
given	the	wrong	accent.	
(…)	it	is	sufficient	to	show	that	music	can	teach	to	speak	well	and	to	correct	the	wrong	
accents,	(…);	what	I	will	prove	this	way:	what	is	unpleasant	in	words	or	in	a	speech	cannot	
come	from	anything	else	than	the	syllables	than	one	makes	too	long	or	too	short,	and	too	low	

																																																								
44	Mersenne	calls	the	instruments	„Chalumeaux	ou	Flutes“,	therefore,	the	two	expressions	are	

synonymous	for	the	recorders	with	only	two	or	three	holes	described	by	Mersenne	in	the	present	
quote.	

45	Mersenne,	Marin:	Harmonie	Universelle,	Livre	Cinquiesme	des	instrumens	à	vent,	Paris,	1636,	
http://conquest.imslp.info/files/imglnks/usimg/c/c1/IMSLP77451-PMLP156089-
MersenneM_HarmUniv_Pt2_08.pdf,	p.	230,	accessed	February	10,	2016.	

46	Ibidem,	p.	237.	
47	Ibidem,	p.	247.	
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or	too	high,	as	one	can	experience	with	those	who	drag	too	much	some	parts	of	certain	
dictions,	or	rush	while	pronouncing.	Yet,	music,	that	deals	with	the	value	of	the	notes	and	all	
sort	of	times,	teaches	the	time	one	has	to	spend	on	each	syllable	and	consequently	what	
proportion	the	time	of	each	syllable	should	keep,	in	comparison	with	the	time	of	all	the	
others.	
Music	also	shows	how	much	each	syllable	has	to	be	raised,	and	how	the	last	one,	on	which	
the	accent	is	usually	done,	should	be	higher	or	lower	than	the	first	one,	so	that	there	is	
nothing	remarkable	in	the	diction	that	is	not	subject	to	the	rules	and	the	science	of	music,	as	
it	is	easy	to	conclude	from	everything	that	has	been	said	in	the	previous	books.	And	if	one	
meets	several	musicians	who	speak	badly,	or	have	wrong	accents,	they	can	correct	
themselves,	because	they	know	how	to	proceed.48	

	
In	a	second	part	of	this	idea,	Mersenne	links	poetry	to	dance	rhythms,	explaining	how	
composers	can	use	the	metrical	feet	of	poetry	in	their	dances.	
	

In	any	way	one	looks	at	the	verses,	the	musicians	can	make	profit	of	all	sorts	of	movements	or	
metrical	feet,	of	which	we	have	spoken	until	now.	And	it	is	good	to	observe,	that	the	
composers	of	branles	and	ballet,	and	the	dance	masters	can	call	each	metrical	foot	a	step,	
and	consequently	the	verses	that	have	3,	4,	5	or	6	feet	will	be	similar	to	the	dances	composed	
of	3,	4,	5	or	6	steps.	And	when	the	verse	has	5	and	half	feet,	it	will	be	composed	of	5	and	a	
half	steps	etc.,	so	that	each	type	of	verse	will	represent	each	type	of	dance,	and	one	will	be	
able	to	do	entire	ballets	using	feet	and	movements	of	all	kind	of	meters	that	we	have	already	
spoken	of,	for	which	I	will	give	the	examples	of	the	main	sorts	of	meters	and	rhythmical	
movements,	so	that	the	composers	can	use	them	to	make	their	songs	pathetic	and	that	they	
hear	the	way	the	Greeks	and	the	Latin	used	the	movements,	either	to	sing	or	to	dance	and	
that	they	can	do	as	good	as	they	did.49	

	
Finally,	Mersenne	gives	some	practical	advice	for	preachers	and	other	orators.	
	

And	when	the	preacher	will	have	noticed	the	best	tone	of	his	voice	and	the	intervals	that	suit	
him	the	best	to	express	all	sorts	of	passions	and	affections,	it	will	be	easy	for	him	to	prepare	a	
small	hollow	stick	in	which	there	will	be	a	wind	or	a	string	monochord,	by	the	means	of	which	
he	will	adjust	his	voice	to	all	sorts	of	tones	and	do	very	accurately	the	intervals	he	wants,	
without	any	listener	noticing	this	instrument	(…)50	

4.1.3.1	Analogies	with	Mersenne	and	practical	approach	

The	practice	of	supporting	a	speech	with	an	instrument,	and	particularly	with	a	small	flute,	is	
also	mentioned	by	Pierre	Trichet	and	Gioseffo	Zarlino.	
	

It	is	said	that	Caius	Gracchus,	a	roman	orator,	had	a	servant	named	Licinius	or	Erycinus	very	
learned	in	music,	who,	when	his	master	harangued	in	front	of	the	people,	stand	secretly	
behind	him	and,	using	a	small	flageolet	made	of	ivory,	reminded	him	of	the	tone	he	had	to	

																																																								
48	Mersenne,	Marin:	Harmonie	Universelle,	Traitez	de	la	Voix	et	des	Chants,	Livre	Premier	de	la	Voix,	Paris,	

1636,	http://javanese.imslp.info/files/imglnks/usimg/7/73/IMSLP77426-PMLP156089-
MersenneM_HarmUniv_Pt1_05.pdf,	pp.	28-29,	accessed	February	2,	2016.	

49	Mersenne,	Marin:	Harmonie	Universelle,	Traitez	des	consonances	et	des	dissonances,	Livre	Sixiesme	de	
l’Art	de	bien	chanter,	Paris,	1636,	http://conquest.imslp.info/files/imglnks/usimg/d/dc/IMSLP77440-
PMLP156089-MersenneM_HarmUniv_Pt2_02.pdf,	p.	394,	accessed	February	3,	2016.	

50	Mersenne,	Marin:	Harmonie	Universelle,	Livre	de	l’utilité	de	l’harmonie	(...),	Paris,	1636,	
http://burrito.whatbox.ca:15263/imglnks/usimg/2/2c/IMSLP77457-PMLP156089-
MersenneM_HarmUniv_Pt2_11.pdf,	p.	8,	accessed	February	13,	2016.	
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take	while	speaking,	because	as	he	was	vehement	in	his	harangues,	he	needed	someone	to	
moderate	his	pronunciation,	to	restrain	him	if	he	spoke	to	loud	and	to	encourage	him	when	
he	loosened	his	voice.	This	kind	of	flageolet	was	very	suited	to	that,	and	even	the	musicians	of	
that	time	used	it	to	teach	how	to	conduct	well	one’s	voice	from	top	to	bottom	and	from	
bottom	to	top,	according	to	its	extend.51	
	
(…)	that	knew	Gaio	Gracco,	who	was	a	man	of	great	eloquence,	but	always	when	he	had	to	
speak	in	front	of	the	people	he	was	keeping	behind	him	a	musically	very	gifted	servant,	who	
would	secretly	give	him	the	measure,	to	say	the	voice	or	the	tone	to	pronounce	with	a	flute	
made	of	ivory,	in	a	way	that	every	time	that	he	saw	him	too	excited	he	calmed	him	down,	and	
seeing	him	too	calm	he	incited	him.52	
	

Unfortunately,	this	practice	is	completely	lost	and	there	is	very	little	information	from	which	
we	could	reconstruct	it.	While	Mersenne	clearly	intends	the	hidden	instrument	as	a	help	to	
find	the	right	note	for	the	speech,	the	quotes	by	Trichet	and	Zarlino	can	be	interpreted	in	
different	ways.	From	the	original	texts	it	is	not	evident	if	the	flute	player	was	only	giving	a	
note	to	the	orator	on	which	the	latter	would	then	declaim,	or	if	the	incitation	and	the	
calming	down	are	referring	to	the	development	of	the	speech	itself,	the	grade	of	agitation	or	
the	volume	used	by	the	orator.	Since	the	first	interpretation	seemed	to	be	even	more	
difficult	to	reconstruct,	because	of	the	lack	of	information	about	how	speeches	were	
delivered	in	ancient	Roman	times,	I	chose	to	search	for	inspiration	for	my	playing	from	the	
second	interpretation.	With	that	aim,	the	following	experiment	was	made:	
	
In	audio	sample	2A	a	preserved	fragment	of	a	speech	by	Caius	Gracchus	is	declaimed	in	its	
English	translation.53	In	Audio	sample	2B	we	can	hear	in	addition	to	the	same	text	a	recorder	
playing	in	the	background	and	supporting	the	orator	by	varying	the	speed	and	the	sound	
colour	of	its	short	phrases	in	accordance	with	the	content	and	the	required	emotions	of	the	
speech.	In	order	to	be	able	to	guide	the	speaker,	the	music	has	to	sound	always	a	little	bit	
ahead	of	the	words.	
The	fragments	played	on	the	recorder	are	inspired	by	the	Ricercatas	of	Giovanni	Bassano	
(1560/61	–	1617)	and	Aurelio	Virgiliano	(1540	–	1600),	being	the	most	representative	
composers	for	recorder	solo	music,	which	is	not	linked	to	any	dance	rhythm	or	to	a	vocal	
source.	
	
Audio	sample	2A54	 Audio	sample	2B	

	
This	experiment	shows	that,	in	spite	of	the	lacking	historical	evidence	and	the	differences	in	
time	and	context	of	the	speech	of	Caius	Gracchus,	the	quotes	by	Mersenne,	Trichet	and	
Zarlino,	and	the	music	by	Bassano	and	Virgiliano,	this	approach	can	be	used	as	an	inspiration	
specially	for	the	performance	of	solo	music	but	more	generally	speaking	as	a	tool	to	find	
good	phrasings	in	music.	Furthermore,	the	imitation	of	a	political	speech	can	be	considered	

																																																								
51	Möhlmeier,	Susi	and	Thouvenot,	Frédérique:	Méthodes	&	Traités	8;	Flûte	à	Bec,	Vol.	I.	Courlay:	Editions	

J.	M.	Fuzeau,	2001,	p.	171.	
52	Zarlino,	Gioseffo:	Le	Istitutioni	Harmoniche,	Venice,	1558,	

http://petrucci.mus.auth.gr/imglnks/usimg/6/6c/IMSLP317594-PMLP156553-leistitutionihar00zarl.pdf,	
p.	5,	accessed	February	29,	2016.	

53	Source	of	the	text:	http://www.bartleby.com/268/2/6.html,	accessed	February	13,	2016.	
54	Audio	samples	2A	and	2B	were	recorded	at	the	Royal	Conservatoire,	The	Hague,	February	23,	2016.	
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as	a	possible	interpretation	for	the	Ricercatas	by	Bassano	and	Virgiliano	and	also	for	other	
types	of	music,	even	though	we	cannot	base	it	on	historical	evidence,	as	explained	before.	

4.2	Jean-Antoine	Bérard	and	L’Art	du	chant	
Jean-Antoine	Bérard	(1710-1772)	was	a	countertenor	at	the	Paris	Opéra,	performing	
amongst	others	in	Rameau’s	works,	as	well	as	at	the	Comédie-Italienne	as	a	cello	player.	
Further	to	that,	he	was	also	active	as	a	music	teacher	and	composer.55	His	treatise	L’Art	du	
chant	was	published	in	Paris	in	1755,	and	includes	very	precise	descriptions	of	the	physical	
and	anatomical	process	of	singing,	as	well	as	serving	as	an	important	source	of	information	
on	ornamentation.	
	
In	the	anatomical	description	of	singing,	Bérard	compares	the	processes	of	the	human	body	
to	the	different	parts	of	a	harpsichord	and	to	the	viol:	
	

The	are	a	lot	of	connections	between	the	sound	ribbons	and	the	isochrone	strings	of	a	
harpsichord.	The	glottis	is	the	interval;	the	wind	that	strikes	the	vocal	chords	acts	as	the	
feathers	that	pinch	the	strings	of	the	harpsichord.	The	air	column	that	pushes	the	previous	
one	in	the	glottis	can	be	considered	as	the	jack	that	makes	the	tongue	rise,	the	action	of	the	
chest	and	the	lung	substitute	the	fingers	and	the	keys	that	make	the	spring	rise.56	
	
The	comparison	of	the	instrument	of	the	voice	with	the	harpsichord	assumedly	led	to	the	
comparison	of	the	first	with	the	viol.	The	lips	of	the	glottis	are	appropriated	to	be	vibrated	
and	to	give	back	sounds	as	the	strings	of	the	viol.	The	air	is	like	the	bow,	the	chest	and	the	
lungs	take	the	functions	of	the	hand	that	moves	the	bow.57	
	
Since	we	have	said	in	the	previous	chapter	that	the	air	contained	in	the	lungs,	which	we	will	
call	inside	air,	must	be	regarded	as	the	bow	that	prints	movement	to	the	vocal	strings,	it	is	
obvious	that	the	force	or	the	weakness	of	the	sounds	will	proportionally	increase	with	the	
inside	air	acting	on	the	lips	of	the	glottis	with	more	or	with	less	energy;58	

	
Bérard’s	descriptions	are	interesting	because	he	shows	a	different	point	of	view	on	the	
relation	between	voice	and	instruments	from	the	writers	discussed	so	far.	Bérard	uses	the	
specific	terms	of	the	parts	of	a	harpsichord	and	of	the	viol	to	describe	the	parts	of	the	
human	body	involved	in	sound	production	while	singing.	This	is	certainly	the	opposite	way	of	
thinking	than	Ganassi,	his	contemporaries,	and	even	Mersenne	applied,	all	of	whom	asked	
the	instrumentalists	to	imitate	the	singers.	
	
Berard’s	L’Art	du	chant	shows	some	analogies	with	Quantz’s	Versuch	einer	Anweisung.	The	
authors	seem	to	share	the	opinion	that	singing	should	resemble	a	speech.	
	

Well	executed	ornaments	[agrémens]	are	in	singing	what	skilfully	employed	figures	are	in	
Eloquence:	it	is	by	their	means	that	a	great	orator	moves	to	his	will	the	hearts,	pushes	them	

																																																								
55	Cyr,	Mary:	"Bérard,	Jean-Antoine."	Grove	Music	Online.	Oxford	Music	Online.	Oxford	University	Press,	

http://www.oxfordmusiconline.com/subscriber/article/grove/music/02743,	accessed	March	7,	2016.	
56	Bérard,	Jean-Antoine:	L’Art	du	chant,	Paris,	1755,	

http://gallica.bnf.fr/ark:/12148/btv1b8623287n/f5.image.r=jean-antoine%20berard,	p.	17,	accessed	
February	18,	2016.	

57	Ibidem,	p.	18.	
58	Ibidem,	pp.	21-22.	
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where	he	wants,	and	successively	throws	all	the	passions	into	them.	The	ornaments	produce	
the	same	effects	in	singing.59	

	
Bérard	goes	further,	linking	this	thought	to	the	fact	that	singing	is	subordinated	to	French	
prosody.	This	is	very	similar	to	the	connection	between	the	metrical	feet	of	poetry	and	
dance	rhythms	described	by	Mersenne.	
	

If	we	observe	that	singing	is	nothing	but	a	more	embellished	declamation	than	the	ordinary	
declamation,	we	understand	that	we	must	submit	to	the	yoke	of	the	French	prosody	and	we	
cannot	with	impunity	refuse	to	the	letters	their	different	qualities,	because	they	are	the	soul	
of	the	words:	the	languages	are	divinities,	everything	related	to	them	is	sacred.60	

	
Moreover,	Bérard	describes	the	human	voice	as	a	combination	of	a	string	and	a	wind	
instrument.	
	

Father	Kirker,	(…)	wished,	a	century	ago,	for	the	possibility	of	an	instrument	both	with	strings	
and	played	with	wind.	He	didn’t	doubt	that	a	creative	artist,	who	would	throw	in	the	world	
such	a	phenomenon,	would	throw	new	pleasures.	This	instrument	was	already	invented	
without	being	noticed:	it	existed	and	nobody	had	become	aware	of	it;	it	was	reserved	to	M.	
Ferrin	to	guess	it	in	the	organs	of	the	voice,	and	to	prove	its	existence	by	an	equally	strong	
and	ingenious	dissertation.61	

	
This	thought	of	Bérard	is	enriching	because	it	stimulates	singers	as	well	as	instrumentalists	
to	search	for	more	possibilities	of	imitation	in	terms	of	sound	colour.	For	instance,	wind	
players	may	be	encouraged	to	imitate	the	characteristics	of	string	instruments	(sound	
colour,	bowings	etc.)	in	certain	passages	of	music,	and	vice	versa.	

5.	Summary	of	the	thoughts	collected	in	the	sources	
In	all	the	sources	collected	during	this	study	there	are	three	main	ideas	about	the	
relationship	between	instrumental	music,	singing,	and	speaking	that	appear	in	several	
treatises	with	little	variations.	

5.1	Imitation	
Instrumentalists	are	advised	by	many	Italian	authors	of	the	sixteenth	century	to	imitate	the	
human	voice	or	a	singer.	But	this	idea	is	repeated	also	in	France	and	Germany	in	the	
seventeenth	and	eighteenth	century	for	example	by	Mersenne	and	Mattheson.	The	idea	of	
imitating	the	sound	colour	of	the	human	voice,	or	as	an	interpretation	of	Bérards	
descriptions,	also	the	imitation	of	a	different	type	of	instrument,	can	enrich	the	
interpretation	of	modern	performers.	Bearing	in	mind	that	the	idea	of	imitation	is	given	by	
several	authors	in	Italy,	Germany	and	France	in	different	ages,	it	can	certainly	be	applied	to	
any	type	of	Renaissance	and	Baroque	music,	though	it	is	especially	important	for	Italian	
music	of	the	sixteenth	and	beginning	of	the	seventeenth	century.	Imitation	can	therefore	be	
used	as	a	tool	to	search	for	countless	sound	colours	by	performers	in	the	present	day.	We	

																																																								
59	Bérard,	Jean-Antoine:	L’Art	du	chant,	Paris,	1755,	

http://gallica.bnf.fr/ark:/12148/btv1b8623287n/f5.image.r=jean-antoine%20berard,	pp.	136-137,	
accessed	February	18,	2016.	

60	Ibidem,	pp.	50-51.	
61	Ibidem,	pp.	12-13.	



	 21	

have	to	be	aware	of	the	fact	that	the	sound	of	human	voices	as	they	were	used	in	the	
Renaissance	and	Baroque	period	are	even	more	difficult	to	reconstruct	than	the	sound	of	
instruments.	Despite	this	problematic,	I	think	the	indications	can	be	used	nowadays	to	
imitate	the	sounds	of	our	contemporary	singers	and	instrumentalists,	which	are	largely	
influenced	by	the	technique	of	the	instrument	families	itself	(different	types	of	articulations,	
bowings,	sound	production	etc.)	and	by	the	taste	of	our	time.	

5.2	Following	a	speech	and	using	the	means	of	rhetoric	
The	practice	of	accompanying	a	political	speech	with	an	instrument	described	by	Mersenne,	
Trichet,	and	Zarlino	is	connected	to	the	idea	that	playing	a	piece	of	music	can	be	interpreted	
in	the	same	manner	as	delivering	a	speech.	This	can	not	only	be	done	by	using	the	figures	of	
rhetoric	in	a	speech,	as	described	for	example	by	Burmeister	in	his	Musica	Poetica	(Rostock,	
1606)62,	but	mainly	in	the	way	the	speech	is	presented	to	the	audience	in	terms	of	volume,	
speed,	word	grouping	etc.	When	we	speak	we	generally	know	what	we	want	to	say	at	the	
moment	we	start	to	speak.	If	we	translate	this	to	music	it	means,	that	we	should	always	be	
aware	of	where	the	phrase	we	are	starting	will	end.	The	idea	of	accompanying	or	imitating	a	
speech	can	therefore	be	used	as	a	tool	for	exploring	the	phrasing	in	music	and	can	lead	
present-day	musicians	to	clearly	phrased	and	more	convincingly	outlined	interpretations.	

5.3	Underlying	instrumental	music	with	text	
Music	is	described	by	several	authors	as	an	“artificial	language”	63,	a	“speech	in	tones	or	
oratory	in	sound”64	or	an	„embellished	declamation“65	and	Mattheson	specifically	insists	on	
the	fact	that	the	aim	of	the	instrumentalist	should	be	to	move	the	emotions	of	his	listeners	
as	much	as	a	singer	or	an	orator	does,	despite	the	lack	of	words.	The	descriptions	of	
Mattheson	and	Mersenne	on	the	connection	between	the	metrical	feet	of	poetry	and	music	
lead	to	the	idea	of	underlying	instrumental	music	with	text	as	a	method	to	search	for	
appropriate	affects	and	interpretations.66	This	practice	can	be	used	by	today’s	performers	to	
search	for	a	broad	palette	of	affections	to	perform	especially	the	music	of	the	eighteenth	
century,	but	also	as	a	general	tool	of	interpretation.	
As	a	short	example,	three	different	texts	in	German	are	used	to	underline	the	first	phrase	of	
the	Sonata	in	B	Minor	(BWV	1030)	by	J.	S.	Bach67	and	the	result	of	it	can	be	heard	in	the	
audio	samples	3	to	5.	
	
	
	
	
	
	
	

																																																								
62	Burmeister,	Joachim:	Musical	Poetics,	translated	by	Benito	V.	Rivera,	New	Haven	and	London:	Yale	

University	Press,	1993,	pp.	155-197.	
63	Quantz:	„künstliche	Sprache“.	
64	Mattheson:	„Ton-Sprache	oder	Klang-Rede“.	
65	Bérard:	„déclamation	embellie“.	
66	This	practice	has	been	researched	in	depth	by	Clarie	Genewein	in	her	doctoral	thesis	Vokales	

Instrumentalspiel	in	der	zweiten	Hälfte	des	18.	Jahrhunderts,	University	of	Leiden,	2014.	
67	Bach,	Johann	Sebastian:	Sonata	for	Flute	and	Harpsichord	in	B	minor	BWV	1030,	edited	by	Barthold	

Kuijken,	Wiesbaden:	Breitkopf	und	Härtel,	1995,	p.	2.	
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Audio	sample	368	

	
69	

	
Audio	sample	4	

	
70	

	
Audio	sample	5	

	
71	
	

On	the	recordings	the	differences	between	the	first	and	the	second	example	are	rather	
small,	because	the	content	of	the	two	texts	is	similar,	whereas	the	third	example	which	has	a	
much	less	expressive	text	is	clearly	distinguishable.	These	examples	show	that	the	content	of	
the	different	texts	influence	mainly	the	choice	of	tempo,	the	articulation,	and	the	length	of	
the	notes.	I	experienced	it	as	being	very	helpful	to	have	a	text	as	something	concrete	to	base	
my	musical	choices	on.	

6.	Conclusions	
The	sources	collected	during	this	study	present	a	broad	picture	of	the	numerous	aspects	that	
can	be	considered	about	the	relationship	between	instrumental	music,	singing,	and	
speaking.	The	collection	might	be	a	starting	point	for	further	research	concentrating	more	in	
detail	on	one	of	the	three	points	summarized	in	Chapter	5	or	on	one	specific	author.	
	
In	contrast	to	my	ideas	at	the	beginning	of	the	research	process,	the	collected	information	
cannot	be	strictly	separated	by	the	countries	or	languages,	nor	between	certain	time	
periods.	As	a	matter	of	fact,	very	similar	indications	can	be	found	in	treatises	being	written	in	
a	completely	different	environment.	(see	for	example	the	quotes	by	Ganassi	and	Mattheson	
asking	instrumentalists	to	imitate	the	human	voice,	or	the	similarities	between	some	of	the	
quotes	by	Quantz	and	Vicentino.)	
	

																																																								
68	Audio	samples	3-5	were	recorded	at	the	Royal	Conservatiore,	The	Hague,	March	2,	2016.	
69	Translation:	„I	doubt	whether	it	is	love.“	
70	Translation:	„I	cry	because	you	are	far	away	from	me.“	
71	Translation:	„I	see	only	now	my	great	fortune.“	
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As	already	summarized	in	Chapter	5,	the	outcomes	of	this	research	specially	allowed	me	to	
improve	on	the	following	three	aspects	of	music	making,	of	which	the	latter	two	are	strongly	
related.	
	

- enriching	the	palette	of	sound	colours	by	exploring	the	possibilities	of	imitating	
articulations,	techniques	and	sounds	of	singers	and	other	instruments	

- making	clear	phrasings	with	the	help	of	imaging	purely	spoken	sentences	
- finding	appropriate	affections	to	communicate	to	the	listeners	by	investigating	

possible	topics	and	texts	corresponding	to	the	music72	
	
Furthermore,	this	research	may	encourage	other	musicians	to	explore	and	constantly	renew	
their	possibilities	of	interpretation	with	the	help	of	the	collected	historical	sources.	The	
music	played	in	the	audio	samples	gives	only	a	small	insight	on	the	possibilities	of	
interpretation	of	the	findings	of	this	research,	but	they	are	at	the	same	time	a	starting	point	
of	a	certainly	still	long	lasting	process	of	research	in	the	interpretation	of	different	styles	of	
Renaissance	and	Baroque	music.	
	
I	would	like	to	thank	my	research	coaches	Inês	de	Avena	Braga	and	Frédérique	Thouvenot,	
my	Master	circle	leader	Johannes	Boer	and	my	teacher	Daniël	Brüggen	for	supporting	me	
with	precious	advices	and	inspiring	ideas,	Martin	Bernstein	for	revising	the	complete	English	
text	and	my	colleagues	Masako	Awaji,	Marta	Loncar,	Joe	Qiu	and	Thibault	Viviani	for	helping	
me	explore	the	practical	part	of	this	research	and	realizing	the	audio	samples.	
	
	 	

																																																								
72	This	applies	only	to	purely	instrumental	music,	since	in	vocal	music	the	affects	are	basically	imposed	by	

the	text,	even	when	the	music	is	performed	instrumentally.		
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7.	Appendix	

7.1	S.	Ganassi;	La	Fontegara	

	

	
73	

	

	
74	

	

	
75	

																																																								
73	Ganassi,	Silvestro:	Opera	Intitulata	Fontegara,	Venice,	1535,	

http://imslp.nl/imglnks/usimg/d/dd/IMSLP19820-PMLP46423-001ganassi.pdf,	pp.	2-3,	accessed	
November	24,	2015.	

74	Ibidem,	p.	158.	
75	Ibidem,	p.	161.	
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7.2	G.	P.	da	Palestrina;	Io	son	ferito	
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7.3	G.	dalla	Casa;	Il	vero	modo	di	diminuir,	con	tutte	le	sorti	di	stromenti	

	
77	

	
78	

																																																								
76	Palestrina,	Giovanni	Pierluigi	da:	Pierluigi	da	Palestrina’s	Werke,	achtundzwanzigster	Band,	Leipzig:	

Breitkopf	und	Härtel,	1884,	pp.	182-183.	
77	dalla	Casa,	Girolamo:	Il	vero	modo	di	diminuir,	con	tutte	le	sorti	di	stromenti,	Venice,	1584,	

http://javanese.imslp.info/files/imglnks/usimg/6/6c/IMSLP243685-PMLP394693-
il_vero_modo_di_diminuir_livro_1.pdf,	page	without	number,	accessed	February	15,	2016.	

78	Ibidem.	
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7.4	G.	M.	Artusi;	L’	Artusi,	ovvero	delle	imperfettioni	della	moderna	musica	

	

	
79	

	

	
80	

81	

																																																								
79	Artusi,	Giovanni	M.:	L’Artusi,	ovvero	delle	imperfezioni	della	moderna	musica,	Venice,	1600,	

http://gallica.bnf.fr/ark:/12148/btv1b52502738h.r=Artusi%2C%20Giovanni%20Maria%20L%27%20Art
usi,	pp.	4v-5r,	accessed	February	15,	2016.	

80	Ibidem,	pp.	5r-	5v.	
81	Ibidem,	p.	30r.	
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7.5	N.	Vicentino;	L’antica	musica	

	
82	

7.6	J.	Mattheson;	Der	vollkommene	Capellmeister	

	
83	

	
84	

	
85	

	
86	

																																																								
82	Vicentino,	Nicola:	L’antica	musica	ridotta	alla	moderna	prattica,	Rome,	1555,	

http://conquest.imslp.info/files/imglnks/usimg/9/94/IMSLP114662-PMLP210243-lantica_musica.pdf,	
p.	94v,	accessed	February	25,	2016.	

83	Mattheson,	Johann:	Der	vollkommene	Capellmeister,	Hamburg,	1739,	
http://petrucci.mus.auth.gr/imglnks/usimg/7/7b/IMSLP67752-PMLP136831-
Mattheson__Der_vollkommene_Capellmeister.pdf,	p.	2,	accessed	March	4,	2016.	

84	Ibidem,	p.	82.	
85	Ibidem.	
86	Ibidem,	p.	109.	
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87	Mattheson,	Johann:	Der	vollkommene	Capellmeister,	Hamburg,	1739,	

http://petrucci.mus.auth.gr/imglnks/usimg/7/7b/IMSLP67752-PMLP136831-
Mattheson__Der_vollkommene_Capellmeister.pdf,	p.	127,	accessed	March	4,	2016.	

88	Ibidem,	p.	160.	
89	Ibidem,	p.	167.	
90	Ibidem,	p.	204.	
91	Ibidem.	
92	Ibidem,	pp.	207-208.	
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93	Mattheson,	Johann:	Der	vollkommene	Capellmeister,	Hamburg,	1739,	

http://petrucci.mus.auth.gr/imglnks/usimg/7/7b/IMSLP67752-PMLP136831-
Mattheson__Der_vollkommene_Capellmeister.pdf,	p.	209,	accessed	March	4,	2016.	

94	Ibidem,	pp.	209-210.	
95	Ibidem,	p.	465.	
96	Ibidem,	p.	470.	
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7.7	J.	J.	Quantz;	Versuch	einer	Anweisung	die	Flute	traversiere	zu	spielen	
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97	Quantz,	Johann	J.:	Versuch	einer	Anweisung	die	Flute	traversiere	zu	spielen,	facsimile	reprint	of	the	third	

edition,	Berlin,	1789,	edited	by	Hans-Peter	Schmitz,	Kassel:	Bärenreiter,	1953,	p.	100.	
98	Ibidem,	p.	101.	
99	Ibidem,	p.	102.	
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100	Quantz,	Johann	J.:	Versuch	einer	Anweisung	die	Flute	traversiere	zu	spielen,	facsimile	reprint	of	the	

third	edition,	Breslau:	1789,	edited	by	Hans-Peter	Schmitz,	Kassel:	Bärenreiter,	1953,	p.	110.	
101	Ibidem,	pp.	287-288.	
102	Ibidem,	p.	294.	
103	Ibidem,	p.	301.	
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7.8	M.	Mersenne;	Harmonie	Universelle	

7.8.1	Livre	Premier	de	la	Nature	et	des	Proprietez	du	Son	

	

	
104	

																																																								
104	Mersenne,	Marin:	Harmonie	Universelle,	Livre	Premier	de	la	Nature	et	des	Proprietez	du	Son,	Paris,	

1636,	http://conquest.imslp.info/files/imglnks/usimg/e/ee/IMSLP77422-PMLP156089-
MersenneM_HarmUniv_Pt1_01.pdf,	p.	39-40,	accessed	January	31,	2016.	
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7.8.2	Traitez	de	la	Voix	et	des	Chants,	Livre	premier	de	la	voix	

	
105	

	

																																																								
105	Mersenne,	Marin:	Harmonie	Universelle,	Traitez	de	la	Voix	et	des	Chants,	Livre	premier	de	la	voix,	Paris,	

1636,	http://burrito.whatbox.ca:15263/imglnks/usimg/7/73/IMSLP77426-PMLP156089-
MersenneM_HarmUniv_Pt1_05.pdf,	p.	12,	accessed	January	31,	2016.	
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106	Mersenne,	Marin:	Harmonie	Universelle,	Traitez	de	la	Voix	et	des	Chants,	Livre	Premier	de	la	Voix,	

Paris,	1636,	http://javanese.imslp.info/files/imglnks/usimg/7/73/IMSLP77426-PMLP156089-
MersenneM_HarmUniv_Pt1_05.pdf,	pp.	28-29,	accessed	February	2,	2016.	
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107	Mersenne,	Marin:	Harmonie	Universelle,	Traitez	de	la	Voix	et	des	Chants,	Livre	Premier	de	la	Voix,	

Paris,	1636,	http://javanese.imslp.info/files/imglnks/usimg/7/73/IMSLP77426-PMLP156089-
MersenneM_HarmUniv_Pt1_05.pdf,	pp.	41-42,	accessed	February	2,	2016.	

108	Ibidem,	p.	59.	
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7.8.3	Livre	cinquiesme	des	instrumens	à	vent	
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109	Mersenne,	Marin:	Harmonie	Universelle,	Livre	Cinquiesme	des	instrumens	à	vent,	Paris,	1636,	

http://conquest.imslp.info/files/imglnks/usimg/c/c1/IMSLP77451-PMLP156089-
MersenneM_HarmUniv_Pt2_08.pdf,	p.	230,	accessed	February	10,	2016.	

110	Ibidem,	p.	237.	
111	Ibidem,	p.	243.	
112	Ibidem,	p.	247.	
113	Ibidem,	p.	262.	
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7.8.4	Livre	Sixiesme	de	l’Art	de	bien	chanter	
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7.8.5	Livre	de	l’utilité	de	l’harmonie	
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114	Mersenne,	Marin:	Harmonie	Universelle,	Livre	Cinquiesme	des	instrumens	à	vent,	Paris,	1636,	

http://conquest.imslp.info/files/imglnks/usimg/c/c1/IMSLP77451-PMLP156089-
MersenneM_HarmUniv_Pt2_08.pdf,	p.	275,	accessed	February	10,	2016.	

115	Mersenne,	Marin:	Harmonie	Universelle,	Traitez	des	consonances	et	des	dissonances,	Livre	Sixiesme	de	
l’Art	de	bien	chanter,	Paris,	1636,	http://conquest.imslp.info/files/imglnks/usimg/d/dc/IMSLP77440-
PMLP156089-MersenneM_HarmUniv_Pt2_02.pdf,	p.	394,	accessed	February	3,	2016.	

116	Mersenne,	Marin:	Harmonie	Universelle,	Livre	de	l’utilité	de	l’harmonie	(...),	Paris,	1636,	
http://burrito.whatbox.ca:15263/imglnks/usimg/2/2c/IMSLP77457-PMLP156089-
MersenneM_HarmUniv_Pt2_11.pdf,	p.	8,	accessed	February	13,	2016.	



	 39	

7.9	P.	Trichet;	Traité	des	instruments	

	
117	

7.10	G.	Zarlino;	Le	Istitutioni	Harmoniche	

	
118	

																																																								
117	Möhlmeier	Susi	and	Thouvenot	Frédérique:	Méthodes	&	Traités	8;	Flûte	à	Bec,	Vol.	I.	Courlay:	Editions	

J.	M.	Fuzeau,	2001,	p.	171.	
118	Zarlino,	Gioseffo:	Le	Istitutioni	Harmoniche,	Venice,	1558,	

http://petrucci.mus.auth.gr/imglnks/usimg/6/6c/IMSLP317594-PMLP156553-
leistitutionihar00zarl.pdf,	p.	5,	accessed	February	29,	2016.	



	 40	

7.11	J.-A.	Bérard;	L’Art	du	chant	

	
119	

																																																								
119	Bérard,	Jean-Antoine:	L’Art	du	chant,	Paris,	1755,	

http://gallica.bnf.fr/ark:/12148/btv1b8623287n/f5.image.r=jean-antoine%20berard,	pp.	12-13,	
accessed	February	18,	2016.	



	 41	

	
120	

																																																								
120	Bérard,	Jean-Antoine:	L’Art	du	chant,	Paris,	1755,	

http://gallica.bnf.fr/ark:/12148/btv1b8623287n/f5.image.r=jean-antoine%20berard,	p.	17,	accessed	
February	18,	2016.	



	 42	

	
121	

	

	
122	

																																																								
121	Bérard,	Jean-Antoine:	L’Art	du	chant,	Paris,	1755,	

http://gallica.bnf.fr/ark:/12148/btv1b8623287n/f5.image.r=jean-antoine%20berard,	p.	18,	accessed	
February	18,	2016.	

122	Ibidem,	pp.	21-22.	



	 43	

	

	
123	

	

	
124	

	
	
	 	

																																																								
123	Bérard,	Jean-Antoine:	L’Art	du	chant,	Paris,	1755,	

http://gallica.bnf.fr/ark:/12148/btv1b8623287n/f5.image.r=jean-antoine%20berard,	pp.	50-51,	
accessed	February	18,	2016.	

124	Ibidem,	pp.	136-137.	



	 44	

8.	Collection	of	quotes	
- Artusi,	Giovanni	M.:	L’Artusi,	ovvero	delle	imperfezioni	della	moderna	musica,	Venice,	

1600,	
http://gallica.bnf.fr/ark:/12148/btv1b52502738h.r=Artusi%2C%20Giovanni%20Maria
%20L%27%20Artusi,	p.	13v,	accessed	February	15,	2016.	

- Bismantova,	Bartolomeo;	Compendio	Musicale,	Libro	Principale,	Ferrara,	1677,	edited	
by	Marcello	Castellani,	Firenze:	Spes	Editore,	1978,	pp.	97,	108.	

- Mattheson,	Johann:	Der	vollkommene	Capellmeister,	Hamburg,	1739,	
http://petrucci.mus.auth.gr/imglnks/usimg/7/7b/IMSLP67752-PMLP136831-
Mattheson__Der_vollkommene_Capellmeister.pdf,	pp.	38,	127,	166,	181,	196,	203,	
207-209,	accessed	March	4,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Traitez	de	la	Voix	et	des	Chants,	Livre	
premier	de	la	voix,	Paris,	1636,	
http://burrito.whatbox.ca:15263/imglnks/usimg/7/73/IMSLP77426-PMLP156089-
MersenneM_HarmUniv_Pt1_05.pdf,	p.	17,	accessed	January	31,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	second	des	chants,	Paris,	1636,	
http://ks.imslp.info/files/imglnks/usimg/2/20/IMSLP77428-PMLP156089-
MersenneM_HarmUniv_Pt1_06.pdf,	p.	94,	accessed	March	7,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	premier	des	instrumens,	Paris,	1636,	
http://hz.imslp.info/files/imglnks/usimg/a/a7/IMSLP77443-PMLP156089-
MersenneM_HarmUniv_Pt2_04.pdf,	pp.	7-8,	13-14,	accessed	March	7,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	cinquiesme	des	instrumens	à	vent,	
Paris,	1636,	http://conquest.imslp.info/files/imglnks/usimg/c/c1/IMSLP77451-
PMLP156089-MersenneM_HarmUniv_Pt2_08.pdf,	p.	308,	accessed	February	10,	
2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	sixieme	des	orgues,	
http://burrito.whatbox.ca:15263/imglnks/usimg/5/51/IMSLP77452-PMLP156089-
MersenneM_HarmUniv_Pt2_09.pdf,	Paris,	1636,	p.	327,	accessed	March	7,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	de	l’utilité	de	l’harmonie	(...),	Paris,	
1636,	http://burrito.whatbox.ca:15263/imglnks/usimg/2/2c/IMSLP77457-
PMLP156089-MersenneM_HarmUniv_Pt2_11.pdf,	pp.	6-8,	accessed	February	13,	
2016.	

- Möhlmeier	Susi	and	Thouvenot	Frédérique:	Méthodes	&	Traités	8;	Flûte	à	Bec,	Vol.	I.	
Courlay:	Editions	J.	M.	Fuzeau,	2001,	p.	172.	

- Möhlmeier	Susi	and	Thouvenot	Frédérique:	Méthodes	&	Traités	8;	Flûte	à	Bec,	Vol.	II.	
Courlay:	Editions	J.	M.	Fuzeau,	2001,	p.	218.	

- Montéclair,	Michel-Pignolet	de:	Principes	de	Musique,	facsimile	reprint	of	the	edition	
Paris,	1736,	Genève:	Minkoff,	1972,	pp.	78,	90.	

	

	



	 45	

9.	Bibliography	
Books	

- Bismantova,	Bartolomeo;	Compendio	Musicale,	Libro	Principale,	Ferrara,	1677,	edited	
by	Marcello	Castellani,	Firenze:	Spes	Editore,	1978.	

- Burmeister,	Joachim:	Musical	Poetics,	translated	by	Benito	V.	Rivera,	New	Haven	and	
London:	Yale	University	Press,	1993.	

- Ganassi,	Silvestro:	Opera	Intitulata	Fontegara,	edited	by	Luca	de	Paolis,	Rome:	
Società	Italiana	del	Flauto	Dolce,	1991.	

- Harnoncourt,	Nicolas:	Musik	als	Klangrede	–	Wege	zu	einem	neuen	Musikverständnis,	
München,	Kassel,	Basel,	London:	dtv	/	Bärenreiter,	1985.	

- Mattheson,	Johann:	Der	vollkommene	Capellmeister,	a	revised	translation	with	
critical	commentary	by	Ernest	C.	Harriss,	Ann	Arbor:	UMI	Resarch	Press,	1981.	

- Möhlmeier,	Susi	and	Thouvenot,	Frédérique:	Méthodes	&	Traités	8;	Flûte	à	Bec,	Vol.	
I.	Courlay:	Editions	J.	M.	Fuzeau,	2001.	

- Möhlmeier	Susi	and	Thouvenot	Frédérique:	Méthodes	&	Traités	8;	Flûte	à	Bec,	Vol.	II.	
Courlay:	Editions	J.	M.	Fuzeau,	2001.	

- Quantz,	Johann	J.:	Versuch	einer	Anweisung	die	Flute	traversiere	zu	spielen,	facsimile	
reprint	of	the	third	edition,	Berlin,	1789,	edited	by	Hans-Peter	Schmitz,	Kassel:	
Bärenreiter,	1953.	

- Quantz,	Johann	J.:	On	playing	the	Flute,	translated	by	Edward	R.	Reilly,	London:	faber	
and	faber,	second	edition,	1985.	

- Tarr,	Edward	H.	and	Dickey,	Bruce:	Articulation	in	Early	Wind	Music,	Winterthur:	
Amadeus	Verlag,	2007.	

- Vicentino,	Nicola:	Ancient	Music	Adapted	to	Modern	Practice,	edited	by	Claude	V.	
Palisca,	translated	by	Maria	R.	Maniates,	New	Haven	and	London:	Yale	University	
Press,	1996.	

Internet	

- Artusi,	Giovanni	M.:	L’Artusi,	ovvero	delle	imperfezioni	della	moderna	musica,	Venice,	
1600,	
http://gallica.bnf.fr/ark:/12148/btv1b52502738h.r=Artusi%2C%20Giovanni%20Maria
%20L%27%20Artusi,	accessed	February	15,	2016.	

- Bérard,	Jean-Antoine:	L’Art	du	chant,	Paris,	1755,	
http://gallica.bnf.fr/ark:/12148/btv1b8623287n/f5.image.r=jean-antoine%20berard,	
accessed	February	18,	2016.	

- Buelow,	Georg	J.:	"Mattheson,	Johann."	Grove	Music	Online.	Oxford	Music	Online,	
Oxford	University	Press,	
http://www.oxfordmusiconline.com/subscriber/article/grove/music/18097,	accessed	
February	28,	2016.	

- Cohen,	Albert:	„Mersenne,	Marin.“	Grove	Music	Online.	Oxford	Music	Online,	Oxford	
University	Press,	



	 46	

http://www.oxfordmusiconline.com/subscriber/article/grove/music/18468,	accessed	
November	27,	2015.	

- Cyr,	Mary:	"Bérard,	Jean-Antoine."	Grove	Music	Online.	Oxford	Music	Online.	Oxford	
University	Press,	
http://www.oxfordmusiconline.com/subscriber/article/grove/music/02743,	accessed	
March	7,	2016.	

- dalla	Casa,	Girolamo:	Il	vero	modo	di	diminuir,	con	tutte	le	sorti	di	stromenti,	Venice,	
1584,	http://javanese.imslp.info/files/imglnks/usimg/6/6c/IMSLP243685-
PMLP394693-il_vero_modo_di_diminuir_livro_1.pdf,	accessed	February	15,	2016.	

- Ganassi,	Silvestro:	Opera	Intitulata	Fontegara,	Venice,	1535,	
http://imslp.nl/imglnks/usimg/d/dd/IMSLP19820-PMLP46423-001ganassi.pdf,	
accessed	November	24,	2015.	

- Ganassi,	Silvestro:	Opera	Intitulata	Fontegara,	edited	by	Hildemarie	Peter,	English	
translation	from	the	German	edition	by	Dorothy	Swainson,	Berlin-Lichterfelde,	1959,	
http://ks.imslp.info/files/imglnks/usimg/8/81/IMSLP365568-PMLP46423-
ganassi_fontegara_ingles2.pdf,	accessed	February	29,	2016.	

- Genewein,	Claire:	Vokales	Instrumentalspiel	in	der	zweiten	Hälfte	des	18.	
Jahrhunderts,	Leiden,	2014,	https://openaccess.leidenuniv.nl/handle/1887/26920,	
accessed	February	29,	2016.	

- Kaufmann,	Henry	W.	and	Kendrick,	Robert	L.:	"Vicentino,	Nicola."	Grove	Music	
Online.	Oxford	Music	Online,	Oxford	University	Press,	
http://www.oxfordmusiconline.com/subscriber/article/grove/music/29293,	accessed	
February	25,	2016.	

- Mayer	Brown,	Howard	and	Ongaro,	Giulio:	"Ganassi	dal	Fontego,	Sylvestro	di."	Grove	
Music	Online.	Oxford	Music	Online.	Oxford	University	Press,	
http://www.oxfordmusiconline.com/subscriber/article/grove/music/10615,	accessed	
October	11,	2015.	

- Mattheson,	Johann:	Der	vollkommene	Capellmeister,	Hamburg,	1739,	
http://petrucci.mus.auth.gr/imglnks/usimg/7/7b/IMSLP67752-PMLP136831-
Mattheson__Der_vollkommene_Capellmeister.pdf,	accessed	March	4,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	Premier	de	la	Nature	et	des	Proprietez	
du	Son,	Paris,	1636,	
http://conquest.imslp.info/files/imglnks/usimg/e/ee/IMSLP77422-PMLP156089-
MersenneM_HarmUniv_Pt1_01.pdf,	accessed	January	31,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	Cinquiesme	des	instrumens	à	vent,	
Paris,	1636,	http://conquest.imslp.info/files/imglnks/usimg/c/c1/IMSLP77451-
PMLP156089-MersenneM_HarmUniv_Pt2_08.pdf,	accessed	February	10,	2016	

- Mersenne,	Marin:	Harmonie	Universelle,	Traitez	de	la	Voix	et	des	Chants,	Livre	
Premier	de	la	Voix,	Paris,	1636,	
http://javanese.imslp.info/files/imglnks/usimg/7/73/IMSLP77426-PMLP156089-
MersenneM_HarmUniv_Pt1_05.pdf,	accessed	February	2,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Traitez	des	consonances	et	des	dissonances,	
Livre	Sixiesme	de	l’Art	de	bien	chanter,	Paris,	1636,	



	 47	

http://conquest.imslp.info/files/imglnks/usimg/d/dc/IMSLP77440-PMLP156089-
MersenneM_HarmUniv_Pt2_02.pdf,	accessed	February	3,	2016.	

- Mersenne,	Marin:	Harmonie	Universelle,	Livre	de	l’utilité	de	l’harmonie	(...),	Paris,	
1636,	http://burrito.whatbox.ca:15263/imglnks/usimg/2/2c/IMSLP77457-
PMLP156089-MersenneM_HarmUniv_Pt2_11.pdf,	accessed	February	13,	2016.	

- Reilly,	Edward	R.	and	Giger,	Andreas:	"Quantz,	Johann	Joachim."	Grove	Music	Online.	
Oxford	Music	Online.	Oxford	University	
Presshttp://www.oxfordmusiconline.com/subscriber/article/grove/music/22633,	
accessed	November	25,	2015.	

- Vicentino,	Nicola:	L’antica	musica	ridotta	alla	moderna	prattica,	Rome,	1555,	
http://conquest.imslp.info/files/imglnks/usimg/9/94/IMSLP114662-PMLP210243-
lantica_musica.pdf,	accessed	February	25,	2016.	

- Zarlino,	Gioseffo:	Le	Istitutioni	Harmoniche,	Venice,	1558,	
http://petrucci.mus.auth.gr/imglnks/usimg/6/6c/IMSLP317594-PMLP156553-
leistitutionihar00zarl.pdf,	accessed	February	29,	2016.	

- http://www.bartleby.com/268/2/6.html,	accessed	February	13,	2016.	

Musical	scores:	

- Bach,	Johann	Sebastian:	Sonata	for	Flute	and	Harpsichord	in	B	minor	BWV	1030,	
edited	by	Barthold	Kuijken,	Wiesbaden:	Breitkopf	und	Härtel,	1995.	

- Bassano,	Giovanni:	Ricercate/Passaggi	et	Cadentie,	edited	by	Richard	Erig,	Zürich:	
Musikverlag	zum	Pelikan,	1976.	

- Virgiliano,	Aurelio:	Il	dolcimelo,	manuscript,	c.1600,	
http://ks.imslp.info/files/imglnks/usimg/9/98/IMSLP325372-PMLP526613-
virgiliano_il_dolcimelo.pdf,	accessed	February	29,	2016.	

- Palestrina,	Giovanni	Pierluigi	da:	Pierluigi	da	Palestrina’s	Werke,	achtundzwanzigster	
Band,	Leipzig:	Breitkopf	und	Härtel,	1884.	

Further	examined	sources:	

- Bendinelli,	Cesare:	Tutta	l’arte	della	Trombetta,	edited	by	Edward	H.	Tarr,	Kassel:	
Bärenreiter,	1975.	

- Bovicelli,	Giovanni	Battista:	Regole,	passaggi	di	musica,	madrigali	e	motetti	
passeggiati,	Venice,	1594,	
http://ks.imslp.info/files/imglnks/usimg/d/da/IMSLP294066-PMLP198697-
bovicelli_regole_bnf.pdf,	accessed	March	6,	2016.	

- Cardano,	Hieronymus:	Writings	on	Music,	translated	and	edited	by	Clement	A.	Miller,	
Münster:	American	Institute	of	Musicology,	1973.	

- Fantini,	Girolamo:	Modo	per	imparare	a	sonare	di	tromba,	facsimile	edition	by	
Edward	H.	Tarr,	U.S.A:	The	Brass	Press,	1975.	

- Freillon-Poncein,	Jean-Pierre:	La	veritable	manière	d’apprendre	à	jouer	en	perfection	
du	haut-bois,	de	la	flute	et	du	flageolet,	Paris	1700,	
http://petrucci.mus.auth.gr/imglnks/usimg/7/75/IMSLP366381-PMLP433179-
freillon_poncein_metodo2.pdf,	accessed	March	6,	2016.	



	 48	

- Hotteterre,	Jacques:	Principes	de	la	Flute	traversiere	(…),	Paris,	1741	(first	print	1707),	
http://conquest.imslp.info/files/imglnks/usimg/8/81/IMSLP346604-PMLP124167-
hotteterre_principes_op1.pdf,	accessed	March	6,	2016.	

- Jambe	de	Fer,	Philibert:	Epitome	musical	des	tons,	sons	et	accordz,	es	voix	humaines,	
fleustes	d’Alleman,	(…),	Lyon,	1556,	
http://gallica.bnf.fr/ark:/12148/btv1b55007136d.r=jambe%20de%20fer,	accessed	
March	6,	2016.	


