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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 | 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, | 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

! Harnoncourt, Nicolas: Musik als Klangrede — Wege zu einem neuen Musikversténdnis. Miinchen, Kassel,
Basel, London: dtv / Barenreiter, 1985, p. 48.
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appendix.” 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.? 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.* 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.’

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.

> Ganassi, Silvestro: Opera Intitulata Fontegara, edited by Luca de Paolis, Rome: Societa 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,l do not believe that the recorder could ever equal it.” To which | 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.®

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.”

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. | 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.®

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.

® 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.



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 | have
called the imitation of the human voice.’

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 /o 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.'® 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 1

To conclude this chapter, | 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, I/ 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

® 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.
% The score corresponding to audio sample 1 can be found in the appendix.
" 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.”

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.”

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,** 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;”

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 Il, whom he
later also followed to Rome. Vicentino’s treatise L’antica musica, published in Rome in 1555,

2 4alla Casa, Girolamo: I/ vero modo di diminuir, con tutte le sorti di stromenti, Venice, 1584,
http://javanese.imslp.info/files/imglnks/usimg/6/6¢/IMSLP243685-PMLP394693-

il_vero_modo_di_diminuir_livro_1.pdf, page without number, accessed February 15, 2016.
13 .
Ibidem.

% see the appendix for the quotes in their original language.
1 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.®

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.””

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.

7 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 18" 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.”

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.%°

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.?:

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.”? %3

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

% 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.

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

2% Mattheson, Johann: Der vollkommene Capellmeister, a revised translation with critical commentary by
Ernest C. Harriss, Ann Arbor: UMI Resarch Press, 1981, p. 208.

2! Ibidem, p. 291.

22 |bidem, p. 428.

2 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.?

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.”

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, (...)*°

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.”’

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.?

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

2% Mattheson, Johann: Der vollkommene Capellmeister, a revised translation with critical commentary by
Ernest C. Harriss, Ann Arbor: UMI Resarch Press, 1981, p. 344.

2 |bidem, p. 355.

%% Ibidem, p. 836.

%7 Ibidem, p. 845.

%8 |bidem, 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 Il and Augustus lll. 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.?

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.*

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..*

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.

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

1 |bidem, 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
. 32

pieces.

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.>

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.>

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).>
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 College 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.
3 More quotes from the Versuch can be found in their original language in the appendix.
** Quantz, Johann J.: On playing the Flute, translated by Edward R. Reilly, London: faber and faber, second
edition, 1985, p. 120.
* 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.*
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.’’

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.

U; short, —; long
ABCD;UUU -
EFGH;-UUU
IKLMN;,UUUU -

OPQR,;UU--

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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STUX;-UU-18

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.

/.{lplméet Harmonique,

¢ [ve,re;mifa. N i3 mijfare,ve.
,; vr,re,fa,m\i.,’O 14| mi,fa,ve,re.
3 | ve,mi,re,fa. P |15| mi,re,fa,ve.
4 | ve,miyfa,re. |Q) 16| mi,re,vi,fa,
5 vifa,re,mi. (R 17| mi,ve,re, fa.
6 | ve,fa,mi,re.|S | 18] mi, ve,fa re.
. T
8
9

re,viomiyf2, T |19 | fa,mi,re,ve,
re,vt,fa,mi. V 120 fa,mi,ve,te,
re,mi,vr,fa, X 21| fa re,mi,ve,
K 1o |re,mi,fa,ve,iY | 22 fa,re,Vt,mi.
L lr1 |re,fa,mi,ve. Z 23 | fa,ve,re, mi,
Mi: rc,fa,vr,mi.l 24 [a,vt,miyre,

40

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

8 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.

% bidem, pp. 40-41.

0 Ibidem, p. 41.
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The short French sentence ,Marin Mersenne est un grand philosophe“"” 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, | consider the Alphabet Harmonique as a usable
tool for communication. | 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.*?

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.%3

* Translation: ,Marin Mersenne is a great philosopher.”
* The guotes 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.
* The three most representative quotes are translated here, the others, as mentioned above, can be
found in the appendix in their original language.
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One makes four or five different parts of those flutes™ 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. *

Those flutes are called sweet [Flustes douces | because of the sweetness of their sounds, that
represent the charm and the sweetness of the voices: *°

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(...)"”

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 | 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

* 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.

® Mersenne, Marin: Harmonie Universelle, Livre Cinquiesme des instrumens a 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.

* |bidem, p. 237.

* 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.*

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 | 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.*”

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 (...)*°

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

8 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
I’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.

0 Mersenne, Marin: Harmonie Universelle, Livre de I'utilité de I’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.’”

(...) 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.>

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, | 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.> 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 2A>* 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

>t Mdohlmeier, Susi and Thouvenot, Frédérique: Méthodes & Traités 8; Flite a Bec, Vol. I. Courlay: Editions
J. M. Fuzeau, 2001, p. 171.

32 Zarlino, Gioseffo: Le Istitutioni Harmoniche, Venice, 1558,
http://petrucci.mus.auth.gr/imglnks/usimg/6/6¢/IMSLP317594-PMLP156553-leistitutionihar00zarl.pdf,
p. 5, accessed February 29, 2016.

3 Source of the text: http://www.bartleby.com/268/2/6.html, accessed February 13, 2016.

>* Audio samples 2A and 2B were recorded at the Royal Conservatoire, The Hague, February 23, 2016.

18



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.”®

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.””

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;”®

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
Eloguence: it is by their means that a great orator moves to his will the hearts, pushes them

>3 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.

%6 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.

>’ Ibidem, p. 18.

*8 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.>’

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.®®

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.®

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

39 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.

% |bidem, pp. 50-51.

® Ibidem, pp. 12-13.
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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, | 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)%%, 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” ®, a “speech in tones or
oratory in soun or an ,,embellished declamation“®® 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.® 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. Bach®” and the result of it can be heard in the
audio samples 3 to 5.

d"64

62 Burmeister, Joachim: Musical Poetics, translated by Benito V. Rivera, New Haven and London: Yale
University Press, 1993, pp. 155-197.

63 Quantz: ,kiinstliche Sprache”.

% Mattheson: »,Ton-Sprache oder Klang-Rede”.

® Bérard: ,déclamation embellie“.

% This practice has been researched in depth by Clarie Genewein in her doctoral thesis Vokales
Instrumentalspiel in der zweiten Hdlfte des 18. Jahrhunderts, University of Leiden, 2014.

®7 Bach, Johann Sebastian: Sonata for Flute and Harpsichord in B minor BWV 1030, edited by Barthold
Kuijken, Wiesbaden: Breitkopf und Hartel, 1995, p. 2.
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Audio sample 3%

Ich zweif - le ich zweif - le ich zeif -le  ob das Lie - be ist.

69

Audio sample 4

(4 W) o o

<) v i t 1 : | I I I ]YJ i |

Ich wei ne, ich wel - ne, ich wei - ne weil du fern vonmirbist.

70

Audio sample 5

Ich seh - he, ich seh - he, ich seh' erst jetzt mein gros - sesGliick.

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. | 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
guotes by Quantz and Vicentino.)

% Audio samples 3-5 were recorded at the Royal Conservatiore, The Hague, March 2, 2016.
® Translation: | doubt whether it is love.”
7 Translation: ,,| cry because you are far away from me.”
! Translation: , | 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 music’

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 Inés de Avena Braga and Frédérique Thouvenot,
my Master circle leader Johannes Boer and my teacher Daniél Briiggen 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.

2 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

7.1S. Ganassi; La Fontegara

Dechiaration del fuo termine. Cap.i.
Voi hauete a fapere cSe tu tti li inftrumenti muficali fono rifpetto & cSparatione ala uoce humana micho
degni p tanto noi fi afforzeremo da glla iparare & imitarlatonde tu potrefti dire c3e fara poflibile conv
ciofia cofa che effa proferifce ogni parlare dil che n credo che dito flauto mai fia fimile ad effa huma

na uoce & {o te rifpondo che cofi come il degno & pfetto dipintor imita ogni cofa creata ala natura con
1a uariation di colori cofi con tak_inﬂrmnﬁ?o di ﬁgto & corde potrai inuog‘re el proferire che fa la hw
mana uoce:& che il fia la uerita il dipintor imita li efferti dela natura o6 Li uarii colori & fto pche la pro
dufe yarii coloriil fimile la uoce humana anchoraefla uaria con la tuba fua con piu emanco audacia &
¢S uarij pferiri:& fiil dipintore imita li effetti de natura c5 uarii colori lo inftruméto imitera il proferir
della humana uoce ¢G la proportion del fiato & offufcation dellalingua con lo agiuto de deri &:di gfto
ne o farto efperiétia & audito da aleri fonarori farfi intédere ¢3 il fuo fonar le pole di eflacofa che fi po
teua bé dire a gllo inftfo nd mécarlialtro chela forma dil corpo humano fi c3e i dice ala pintura bé fat
tang macarli {olid il fiato:fi che haueti a efere certi del fuo termine p dite rafon depoter imitar il plar.
 Dechiaration di effo flauto. Cap2. _
Quefto inftruméto nominato flauto richiede tre cofe prima el fiato feconda 1a mano terza a lingua qudto
al fiato Ja note humana ce magiftra ne infegna douer eflere pceduto mediocralmente pche quando il
citor ciraalcuna cSpofition ¢S parole placabile lui fa la pniaa placabile fe giocdda & Iui 6 11 mé giocd
do po uolédo imitat fife effetro fi paederail fiato me£ocroaca‘o fi pofla crefcere ¢ minuur ali fun tépi.

PV, SRR, DS 222
73

yataX modo di CIrETTIIAIIA (X TLILNL Wt pa s vers = pm—=—"—"""—" """ ¥ . CapitUlO.z4r

jarati imitatione e pronteza e galanteria. - _ 2.
Isie?&a?ﬁ'ﬁgaﬁﬁgﬁa dal;arn'ﬁcio la prontezza dal fiato & lagalanteria dal tremolo ::lc diti l::
IEx'mlx?tatione adpnque debbeimitare lauoce humana cioe cheeffaale uolte crefle & manchai perimi

rare la natura de le parolle come e dechiarato nel capitulo fecondo quale te infegna el modo di procie

imitati i ima con lartificio . Variili efi
fere o %ato %Oh 1;3; lgatxqr(xg Chneag?:gd:otc‘; ’l?;;:::lar:): ?ri:gzieig; :gcg? anchora come difoprae fta
ferti effetti dico fuaui & uivaci{i co _ - A o opomieza
i imitati mipagnara dala prenteza & galanteriap
to ditto che tale imitatione debbe eflereaco ) . teria perche 1a pronieza
[ imi er placabile o uiuace el imi p
deriua dal fiato per tanto fe la imitatione fera fuaue ou <l fimile o o
fa difici ' uarii eferti dela prontezza como fa laimiratione € non con
& galanteriadificile farebe dimoftrare gli dela pro _ atione fenon con
effetti come fuaue e uinaci fim
1 : e la pronteza non potra dimoftrare lifui uarii ) i
:la?;;zrgmr laifperientia:come fe tu uolefli procedere con uno fiato di pronteza eftremae necel
tatione a

P ioriflimn & danni can nnofiato fuperbiflimo con ilqual modo co;74

derai:ma ben tu forfiame potrefti dire come e i che modo cognofcero io il rempo & Ia Tagione dime
tere in opera quefte tale parte cioe de imitarione & pronteza e galanteria cioguoce niuace & fuaue {a
pi cheil maeftro tucfara el {uficiente & perito cantore come tu faiilquale quandoalui e antepofto
canto alcuno prima confider a fanamente la nacura delle parole di efla compofitione cioe feditte pas
role fono di matura alegra lui conil fuo modo & itoce alegra ouer uiuace & fe fono laméreuole & pla
cabile&alora lui tal pronontia rimoue in fuaue & lamenteuole modo i che procederai fele parole fara
no fuaue & lamenteuole con il ruo fonare anchora lamenteuole fe alegre con il fonar alegro & uinace
-& di qua nafcerafecondo che per il paffato intendefti lo imitare della uoce hnmanaio non pen{o piu
1n longo procedere perche hauendo io fempreproceduto con il mezo dela breuita io te oferifco que
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.

’* |bidem, p. 158.

’® Ibidem, p. 161.
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7.2 G. P. da Palestrina; lo son ferito

P21 7 & ramry - g - — —
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7.3 G. dalla Casa; Il vero modo di diminuir, con tutte le sorti di stromenti

DELLE TRE LINGVE
PRINCIPALIL

$fendolalingua riuerfa, la principal delletre lingue lametteremo nel primoloco, per hauer leila
%a fimighanza defla gorgia piu che I'alere. Ec fi dimandalingua di gorgia. Queita linguae uelocif-

DEL CORNETTO

E gli Stromenti di fiato il piu eccelliente ¢ il Cornetto per imitar1a uoce humana piu de gli aleri

ftromenti. Quefto firomento fiadopera piano , & forte, & in ognilorte di Tuono, ficome fala

uoce. Bifognadonque eflercitarfid far buon ftromento, & guardarfi di non faril ftromento, che

habbi del Corno, ne del muto. Adonque fi deueaccommodar illabro talmente, che facciabuon

L ftromento, il labro aperto fa il firumento che ha del Corno, & muto , il labro troppo ftrecto fa il
ftromeanto sfeflo. Dunque fitenerala via di mezzo. Vuol efler fonato con defcretione, & giuditio. La lingua
uuoleefser ne troppo morta, netroppo battuta : mauuole efser fimile alla gorgia. Po1 nella Minutafarpoca
robba, ma buona. 1 che ogn’uno tendial bel ftromento, allabellalingua, &alla bella Minuta, & ad imitar
piulauoce humana, chefia pofsibile.

7% palestrina, Giovanni Pierluigi da: Pierluigi da Palestrina’s Werke, achtundzwanzigster Band, Leipzig:
Breitkopf und Hartel, 1884, pp. 182-183.

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

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

fgtie ‘:ﬁ ﬂ,in qi;/io q”}rciiia del Sonareil Cor;etto -e‘ﬁéttu;x; lbtrama ei Izeﬂo, [E be:
lingue p %€ Vi concorreil labro,che é di molta smportanza per profersreil fuono :
fé:::;:tg Bifégﬂf dunque fapere che tre fono le Vlingue principali . Laprivaa é detta
Rinuer(a,

Rinuerfa,@/ ¢ la principale delle tre per effere & fimiglianza della Gorgias gig:fi-

@ alcuns lachiamano lingua di Gorgia : Questa é velociffima s ¢ diffi- |

79

fF ;4rte, jdrebibgg;aue errore dalla parte dello Inftromento : Ma notate,che 11Cor-

guesto Infiromento ¢ atto quanto ogus altro ad imisare la voce bumana; i
: B el

€'l buono, & eccellente Sonatore ladopra forte,cioé lo fa [entire con frona
gagliarda,C5* con fuono pin rime(fo,alto,baffo,¢/ in ogni forte di tuono,co-
me pin li prace,piw e manco,fécondo la fua eccellenza. Bifognapers efferci-
tarfi lungo tempo,a far buono Inftromento s accio [i poffi guardare di non
fare,che lo Inftromento habbs del corno,del muto,onero del sfeffo: lo tene-
re il labro aperto lo fa hauere del Corno,es’ Muto : lo tenere il labro ferra-
2o pru del bifogno,lo fa bauere del S felfo Adungue a far buono Inftromen
vo bifogna,che il Sonatore dia-un’apertura al labro,che fia di mezo : ¥ uo-
le ancora %r Sonato con difcretione,€s’ con molto iudicio; la lingua “vual
g/fcrc ne troppo morta,ne troppo battuta; ma fimile alla Gorgia: ¢ quefto
¢ il fare buono 1nflromento. Quando il Sonatore entra pella minuta.fara
poca roba, ma buona : Talche per concluderus questo particolare,bifogna
che sl Sonatore attends al buono, €5 buono Instromento, alla bella lingua,
alla bella minuta, @ ad imitare quanto pits puote la woce humana,
80
7o naturale, eﬂ"mdo I'Adree imitatrice della natura, [¢ bene non puo arri-
uareal perfetto di effanatura. Non potra smitare | Artefice la cofa natu-
rale, [¢ non conoftera prima lanatura di quella cofa, che wora smitare ,
per conuensre con lei puuche puote, moffo dalle ragsoms, le quali va confi-
derando nella cofa naturale : Imita ' Arte pero lanatura , quanto puote , L’ Aree
ma non [ardé mai ~vero, che cuna cofa fatta dall’ Arte | [i trafmuts in co- i;’“a"‘
[a naturale ; & che wna cofa fatta dalla natura ff trasform: in vna che Nt
Jia fatta dall Arte ; pero la trasformatione del S xﬂfﬂu naturale ds To-

81

7% 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.

8 |bidem, pp. 5r- 5v.

& Ibidem, p. 30r.
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7.5 N. Vicentino; L’antica musica

fatto, nongé inconueniente la mutatione della mifura, in o‘gniépmpositiém ,&rla c/}:m;n%‘,
&7

delloratore linfegna , che si uede.il modo che tiene well Oragione;, chebora dice forte, &
" bora piana & pustardo , & pits preflo e, con queflo.muouc affai glvdstari , & queflo modo di
muouere lamifura facffetto affai nell animo, Lor per tal ragione si cantera la Mufica allamen
te perimitar gli accenti &7 ffetti delle parti dell’ oratione, & che effetto faria Poratore che
vecitaffeuna bellaoratione senZa lordine de i fwi accenti o promumtie , & moti ueloci, &7
tardi , & comal dir piano & forte quello non mucyeria gloditori. Tl fimile dé efJere nels

lamusicas perche se | "oratore muoue gl oditori con glordini fopradetti , quanto mag giorz
mente la Musica recitata conimedgsimi ordini accompagnati dall armonia , ben unita,, faz.

ramolto-piu effatto,et Uefpevienza dell' Ovgano infigna , che _folamente con Pintonatione delz

7.6 J. Mattheson; Der vollkommene Capellmeister

- . T TYTIGTR YT RIS OSSNV NYARIE BTNV VIR

§. 6.
Wi balten demnad) unmaafigeblic) dafie , daf der aligemeine *) Grund:Sas der ganen
Mufic, auf roeldyem die Ubrige liffe Diefer Wi i
poe st 5¢ﬂ¢b¢:g n Sdliffe diefer Wiffenfhaft und Kunft gu bauen find, in fols
Alles muf gehorig fingn,

11D 1ird ftylus fymphoniacus genannt.  Weil nun die Jnffrumental-Mufic nidtes anders
ijt, alseine Ton-Sprache oder Rlang-Rede, fomu fieihre eigentliche Abficht allemahl aufeine
gewiffe Semirths: Bewegung richten, weldye ju erregen, der Nadydruck in den Intervallen, die
gefheute ?’lrbtbeuung ver Sage, die gemeffene Jovt{dreitung u, d. g. 1ol in Adht genommen
werden muffen.

; §. 6s.

Alles Spielen 1ff nur ¢ine Nadyahmung und Geleite des Singens, ja, cin Spieler, oder
per fiir Infirumente 1was feset, mup alles, was ju einer guten Melodie und Harmonie erfordert
wird, viel fleifiger beobadyten, al8 ein Sdnger, oder der fiir Sing: Stimmen componirt : dies
toeil man bey dem Singen die deutlidyften Worte jum Beiffande hat; woran es hergegen bey Ins
frrumenten allemabl fehlet.

' o ' ' § 3

BWeil e8 nun eine ausgemadyte Sadye if, daff niemand ein Infirument sierlidy Handhaben
e, der nicht Das meifte und befte feiner GefchicklicFeit vom Singen entlehnet, indem aller mus
ficalifdyen Hiande Werd nur jur Nadyahmung der MenfchenfFimme ** ) und u ihrer Begleitung oder
Sefellfdyafft dienet: fo fiehet die S?unﬂ!'ger}jg) 3u fuggen , $ar bjuig_ 965:1 an, und fggei'bet dem

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

82

83

84

85

86

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.

& Ibidem, p. 82.

& Ibidem.

% |bidem, p. 109.
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febreibungen der Afecten dienet. Allein, man muf dody hicbey wiffen, dafi auch obne MWorte,
in der bloffen Infirumental s Mufic allemabl und bey einer ieden Melodie, t;(e abﬁd)?aubfdne saor;
fiellung der regierenden Gemiths Neigung gerichtet feyn miffe, fo dafidie Inftrumente, mittelfp
bes Rlanges, gleidyfam einen redenden und verfhindlidyen Vortrag madhen.

§ 2
Was die Fuffe in der Didyt Runft bedeuten, foldyes fellen die N i 3
por, Desroegen wir fie aud) .‘Q[ang;%ﬁﬂ'e nennen m'oUen, meﬁ‘m @efangggtlzggm% i
Bergebet.  Die Jujammenfiigung aber und Ubrige Einridhtung viefer Klang: Fiffe beiffet mit ifs
sem Kunff - Worte Rbpthmopdie, und Davon hanbdelt gegenrodrtiges Capitel. x

§ 24
: Dicjentigen m:gﬁewnbe ber Teutfdhen Poeten, die man dactylifdie nennet, verbinden
. ¢bent den Componiften nidhyt, daf er aud m feiner Melodie dabey lauter Dactylos gebraudye: der
Zribradyns und anvre melodife Fuffe thun offt beffere Dienfle in foldyent Fall.  Diefe Ans
s merdung gilt fchier durdhgehends von allen; wie wir denn bereits vben gefehen haben, dafi die
* . Worte: Noa mi dite &e. aus Jambis befiehen, und dod) die Noten den Trochdum aufieis
: ‘m zant. alfo gav nicht nbthig, fich e ben melodifhen Fiffen allemahl nadhy den profodis

Der erfte Unterfdhied, deren 8 fich % 45t ifdh B firumentaf
. ' €8 ficbjebn gibt, jwifchen einer BVocal-und In

Melodie, beffehet bemnady varin, daf jenre, fo 3t veden, dieMutter, diefeaber ibre Iod;mil:
€ine foldye Vergleidyung weifetnidyt nur den Grad des Unterfdyiedes, fondern audy die Art der BVere
wanbtfhafft an. Defi oie cineMutter nothwendig dlter feyn mufi algihre natirlidyeTodter; foift audy
die Bocal - Melodie fonder Bweifel eher in diefer Unter Welt gervefert, alé die Infirumental. SNy
’% m%et:; be:t bg;ltne?!é;ro gd)tr;)u;f ben ?tmn;ﬂ%onug, fonbern befielet audy der Todyter,

ven mutterlichen Borfdyriften be it su ridhten, alles fein fingbar und flieffend

u madyen, damit man hiren mdge, weffen Kind fie fey. e iPaie " ‘

gebaltet}. Nun ift ja alles gefpielte eine bloffe %ad)'d-b'hiﬁivgv Ségnemi;';t:sw ;x;?m}m i
fchon erinnert worden, daf esbeiffe: tibiis, fidibus, canerc, weil bie g)lmfd)ﬂ:;m;g
Gebraud) ihrer Keble ehender gehabt, al8 fie Infirumente darnad) madyen Ennen. Kan
denn aber aud) iemand gute Copien oerfertigﬁn, Der nie ein vedytes Original vor fid) gefetet hat?

" fenen RBilen im Beurel heroorthur,  RBid ex aber auf eine edlere At geriyret, wnd il audy

anbre tit der Hatrtonie rifren, fo muff er wabrhafftia alle Neigungen des Herbens, durdy bloffe
ausgefuchte Kiknge und deren gefdyicfte Sufammenfigung, obhne Worte dergeftalt ausiudruden
wiffen, daf der Jubbrer daraus, als ob ¢8 eine wirdlidye Nede wdre, den ZTrieh, den Sinn,
die Meinung und den Nadydrudt, mit allen dagu gehdrigen Einsund Abfdhnitten, vdllig begreifs
fen und deutlich verfiehen mbge.  Alsdenn ift e8 eine Luft! dagu gebiret viel mefhr Kunft und
cine fidecere Cinbilbungs: Krafft, wenns einer *) ohne Worte, als mit derfelben Hilffe, ju
Wege bringen foll.

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.

8 bidem, p. 167.

% Ibidem, p. 204.

1 |bidem.

%2 Ibidem, pp. 207-208.
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. bodh) der meiften Melodien, mehr Selegenbheit aufftoffen, hievon su handeln.  1nddaf ichs dems
nady hier nur Furg faffe, fo iff denn aud), wie wir gefehen haben, die Inflrumental-Melodie das
tin hauptfichlich von Singe: Sadyen unterfhieden, dafi jene, ofne Beihulffe der Worte und
Sitimmen, eben fo viel ju fagen tradptet, al8 diefe mit den Worten thun.  So viel vom Fwd(fx

§. 43 B
g Benn oben von nothroendiger Enpfindung und Ausdricfung der Sentuths Neigungen bey
- ben Spiel sMelodien geredet worden; fo frehet leidyt 3u eradyten, dag aud) die Lehre vom Nade
. Drud bieher gehbre, nur mit dem Unterfdpicve: daf die Sing Melodie diefen Rahdrud

aug den Worten, die Spiel - Melodie aber denfelben ausd dem Kiange heeningnt,
Und das ift der funfzehnee Unterfdyicd. €8 fheinet gar eine niedlide Sache ju fepn. - Wee
fid) aber nur die Mithe nicht verdrieffen laffen will, gewiffe hervorragende Kidnge in guten Fraw
bfifdyen Jnfirumental: Studen aussublauben, der wird bald finden, wo der Knote juldfenfey,
und wie er feine Kiinge audy mit gutem Nadydrud redend machentonne.  Semeinighich feckt dies

fer Elingende Nadydrudt vorsiglidy im fieigenden halben Son. 3. €. o
~q '
2 } -
y r Lo e
_‘ -

viefes, daf fidh die gante MMufif daraufgrinde,  Denndasallerfehbnfte und ridtigfte Snfrument.
das Mufler aller Elingenden Werciyeuge, die menfdhliche Stimme, weifi cbe? ﬁ?ﬁ mm':f:'

§ n
e Wiffenfchafft mmd Kunft avf Inflrumenten wol ju fpicken, gemifie Grundbfige und Ne-
geln, die alle mit der gangen Tonlehre aus einer Haupt-Qoelle flieffen, davon gu gebens
vornehmiid) aber etrons gefthicftes davauf ju fegen, mennet man Organicam , mégemein
die Jnftrumental:Dtufif: weil fie mut dufferlidhen Werdjengen gu thun Hat, vabd anf felbigen dis
menfdlide Stimme fo nadyuahmen fudet, bgaﬁ alles gebiabrlich Flinge und finge.
2.

&3 folget demnady, al8 eine unumflofilidhe und allererfie Mabrheit in diefers Stide, daf
audy Derjenige, dér efwas redytes auf Inflrumenten fegen oder fpielen will, nothroendig die Singes
Funft aus dem Grunde verfiehen, und alfo fafl mehr wiffermuffe, alé ein bloffer Sdnger. Seines
cigentlihen Thund Halber aber darff er Desregen eben fein Vocalift fepn: maaffen die Sabe o
mer fddnen Stimme nidhe einem iebes mitgetheilet if.

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.

% Ibidem, pp. 209-210.

% Ibidem, p. 465.

% Ibidem, p. 470.
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7.7 ). ). Quantz; Versuch einer Anweisung die Flute traversiere zu spielen

. §.

ES 'er mufifalifche Lortrag Fann mit dem VWortvage eines Redierd deve

glichens werden.  Ein Medner und einy Mufitus Haben foohl i
nfehung der Ausarbeitung dev vorjutragenden Sadsen, als ves Vortra:
ges felbft, einerlen ADIht jum Srunde, ndmlich: fich der Heryen 318 Demci:
ftern, die Leidenfhaften su ervegen oder ju fillen, wud die Suhorer bald
in Diefens, bald {n feren Affect 3u verfeien, 3 ijF vov bende ein Bortheil,
oenn einer von den Prichren ded andern einige Seferminif hat.

s - . -

3. §

BVon einem NRedner wivd, wad den WVortrag anbelanget, erforbert,
dafi ev eine laute, Elare und veine Stimme, und eine deuliche und voll-
Eorrmen vefne Ausipradie Babe: Doft ex nicht cinige Vuchftaben mit eitts
ander vervenfele, oder gar verfchlude: dak er fieh anf eine angenehme
Mannigfaltiafeit in dev Stimnre und Sprache befleifiige: daf er die Cuir
fornuigfeit in der Mede verineide; diekmehr ven Ton in Sulben und AJoy-
tevn Gald laut bald leife, Dald gejchwind bald fangfam Hiven lafie: daf er
folalich bey cinigen SERbrtern, die einen Machdruck erfodern, vie Stimme
exhebe, Bey andern Hingegen wicder maige: daff ev jeden Agfect mir elner
perichicdenen, bem Agfecte gemafen Stimme ausdrucke; md dap or
fich t:erhaupt nach dem Orte, wo ev veber, nac den Bubbrgm ) Die er
vor fich Hat, und nach dem Junbalte dev Medeir, die er vortrage, vickte,
und folglich, 5 €. unter einer Tvaucrrede, einer Lobrede, ener feherys
Haften Dede, . 0. gl den gehorigen Unteefchied st miachen wifie; dag ¢
endlich eine qufierliche gute Sreliung annchme,

4. & '
N will mich Bemithen, su eigen, daf alfed diefes anch ey dett guitert
mufitalifchen Bortrage evfodert terde; wenn ih vovher von dev iRotb

S~ e LW L

. 7‘ ’
‘ Dic Vernunft lehret, daff meimt tman duedh die Glofie MNeve von
Jemanden chivas verlanget, man fich folcher Ausdriute beviency mirfie, die

ber andere verfieht. Jun tF die Ml nichtd anderd, ald eine funitliche
Sprache, wodurch man feine mufifatifihen Gedanfen dem Jubbrer Befannt
machen foll.  Wollre mon alfo diefes auf eine dunfele oder bisarre Ast,

P
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19, §.
€in jeder Sufrumentif mu§ fih bemithen, bad Cantabile o porsy:
gragsn, fote ¢8 et guter Sanger vovtragt.  Der Sanger f)ingeoui mﬁuﬁ
im &eﬁfzaftcp, Das Feuer gurer JInFrumentiften ; o viel die @flt?]fff"s‘mlc
deffen fabig ift, su evveichen fuchen, '

-

15. &
Die Mufit i entiveder Wocal- oder Jnfrumentalmufit. Ny
weige Sefuke sbor fnd ten Singffimmen alletn gewidnet;  viel:
wehe  bat vie Jnfivumcntalmufit on ven meifien Singliucken qu-

E“_’i‘p““d’ ;ﬁ?ffl{ ibes{, unb iﬁ‘ga.m’it veybundear, Vepde Aten aber find

mafl, an {ich felbf aber niches nitge feon. Dic Singmufif Hat geivife Pors
theile, deven die Inftrumcntalmufif entbeliven muB,  BDep jener gereichen
bie Worte, wnd die Fenithenitimme, dem Componiten, foiwodl in Aniehing
der Eefimdung, afs dev Audnadme, sum grdren Vortheile.  Die Erfal:
ruig giebr diejed Handgreidich; wenn man Avien, in Crmangelung dev M=
fchenitimme, auf einem Jnfteumente fpielen hdver,  Die Jufrumentalmy:
fif foll ohite ABorre, und obue Menfchenitimmen, eben forohl gewinje Lei:
benfchaften a&ﬁtsbrt‘tct‘en, und die Juhbdrer aus einer it dicandere verfegen, ald
bie Wocalmuji€, Soll aber dicfesd gehdrig beswerfitelliger werden, fo dinfer,
um den Mangel dev Weorte nad ber Wenjchenitimme 31 crfesen, weder dov
Componift, nod) der Ausfirhrer holierne Seelen haben,

43. §

Die italidnifchen Sinfonien, welde mit den Ouoertiven gleiche
ABficht Haben , erfodern gwar, in Anfehung der Pracht, eben diefelbery
Eigenfchaften.  Da aber die neiften von folhen Sonmponiften vevfertis
get werden, die ihren Geilt mehr in der Sing: alg 311111'1;rne11raln11t|13
gelibet Haben; fo giebt ¢8 Dis ity nuy nodh febr wenige Sinfonien, die
alle Aollfommenbeiten befiten, und Dediwegen 3u einem guten %J?l}ffer
dienen Ehnnten, €5 fcheinr pveilen, ald wenn 8 die Operncomponiyien

NS SN e fa mla AT alaae feaee DM@
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7.8 M. Mersenne; Harmonie Universelle

7.8.1 Livre Premier de la Nature et des Proprietez du Son

e et = e ————— ——e- T o —

7 o - T
moyen des Sons; & deux ou pluficurs rcrfon nes peuuent tellements’accou-

ftumerauxSons des inftrumens, qu’ils parleront familierement de tout ce
quiilsvoudront, fans quenulles puiffe entendre. L’on peut encore exprimer
des paroles & des periodes entieres par les Sons, car les preludes, la fuitce des
airs & des chanfons, la dedu&@ion des modes & du {yfteme parfait ontdela
rcﬂ"cmblancc auec lesoraifons & les harangues,, particulicrement quand la
D ij
Muficien fait les cadences & les paflages bien a propos, & qu'il fefertdela
Rytmique {elon le fujer quil traite. Or cette \manicrc de ’di[courir fe peut
pratiquer danstoutel'eftendué des Sons, c’elt a dire dans I'eftenduédecent
ou deux cens pas & dauantage, car I'on oytle Son dela Trompette de beau-
coup plusloin, & confequemment les Sons peuuent feruirde meflagers &
delettres fecretes, quand celuy a qui l'on veucrefcriren’eft efloigné quede
demie lieu¢ ou d’vnelicué ,d’ot 'on peut entendreles Cloches ou la Trom-
pette.

L’on fepeutaufli feruirdu Tambour, encore que le Son qu'il faic ne foic
pas capable desinterualles harmoniques, car lavarieté desmouuemens Ryt-
miques , dont on a couftume dele battre, peut{eruir de charaéteres; par ex-
emplel’on peut fe feruir des cinq temps du quatrielme mouuement pceoni-
que,qui eft reprefenté par trois brefues & vnelongue o o o-,pourles quatre
premiecreslettres A B C D, & dela premiere efpece du mefme mouuement,
qui eftle precedentrenuerfé- o o o , pourlesquatrelettres quifuiuent,a fga-
uoirE F G & H ;lemouuement Choriambiquediffous, ou Pyrrychianape-
fte, quieft compoféde quatre mouuemens briefs & d’'vnlong, peut expri-
mer | KL M N: quelques-vns appellent ce mouuement Frangois, d’autant
que les Frangois {e feruent ordinairement de ce mouuement quand ils batc-
tensle Tambour, comme'on voiticy o v o o-.OPQR peuuenteftre expri-
mez parle mouuement Ionique mineur, dont les deux premiers mouue-
mensfontbriefs, & lesdeux derniersfontlongs, commel'on voiticy o o--.
Les Suiffes s’en feruent quand ils battent le Tambour. En fin le mouue-
ment Choriambique ,dont le premier & dernier mouuement eftlong, & le
fecond & letroificfme eft bricf,comme 'on voiticy - ¢ ©-,peutacheuer I'al-
phabeten exprimant ces quatre dernieres lettres ST V X. L'on fe peut feruir
des mefmesmouuemens furles Cloches, fur les Trompettes, fur le Luch,fur
la Viole, fur I'Orgue & fur les autres inftrumens, & lesaccommoderaux
flambeaux, & a toute fortede fignal qui peut eftre apperceu des yeux, des
oreilles , du toucher ,de la fantaifie & de laraifon.

Mais!'on peutpratiquer la mefme chofe plus fubtilementen exprimant
tout ce que l'on voudra, tant en Frangois, qu’en Hebricu, en Grec,en
Efpagnol,en Italien, ou enautreforte de lan gue,aucc quatre Sons, ou mou-
uemens differents, qui peuuent eftre varicz cn vingt-quatre manieres pour
feruir de vingt-quatre lettres : carlesnombres 1, 2,3, 4 cftanemultipliez les
vnspar lesautres font vingt-quatre differentes conionéions, quife treuuent
dansles quatre mouuements fufdits , & dans chaque quaternaire de chofes
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7.8.2 Traitez de la Voix et des Chants, Livre premier de la voix

PROPOSITION XIL

oA [Gauoir file Muficien pest innenter lameilleure langue de toutes celles par lefquellesls;
conceptions de 'e[prit peunsent cftre expliguces.

Ie deuois ce femble faire preceder vne autre Propofition pour determinersil
appartient au Muficien d'impoferles noms aux chofes, & d'inuenter les langues,
{i celles que nous auons eftoient perduéss mais puis qu'ilala fcierice des fonsdont
les langues font formecs, & queic parleicy d'vn Mu?xcicn Philofophe; onne peut
douter quil neluy appartienne d'impofer les noms a chaque chofe. Creft pour-
quoy ie pafle Elus auant, & demande sil peut inuenter la meilleure langue de
vouteslespoflibles. Ouil faut remarquer-queie ne demande pass'il peutinuenter
vne languc qui fignifie naturellement les chofes, car il faudroit premierement
fcauoirficela cft poffible; & il nreft pas neceffaire qu'vne langue foit naturelle
pour eftre lameilleure de toutes, mais il {uffic qu'elle exprimele plus netcement

& le plus briefuement qui fe puiffe faire les penfees de I'efprit, 8 les defirs de lavo-
lonté. OrPonauracefte langue fi 'on fait les dictions les plus courtes de toutes

PROPOSITION XX.

L'on pent apprendre a bien parler @ 4 bien prononcer par le moyen
de le Mufique.

~ Puis cjuc Ia parole confifte 3 battre 'air, & que I'onparle bien lors que I'on ac-
centué & que Fon prononce les dictions commeil faut, il n'eft pas mal-aif¢ de
comprendre comme la Mufique peut {eruir 2 bien parler, carelle traicte desac-
cents, & nous ferons voir dansqla 47 Propofition, que le Muficien parfait peutin-
uenter la meilleure languede toutes les poﬂiblcs » & qu'il la peut faire patleren
perfection. Or fil'on confidere que c'eft quedebien parler , fon trouuera que ce
neltautre chofe quedeprononcer diftin€tement, & de faire lesfyllabeslongues,
oubrefues, fuiuiﬂcur nature,ou I'impofition de ceux qui ontinuenté les dictions
& quien ont prefcrit la prononciation & I'vfage: 3 quoy il faue adiodter les ac-
centsicarencore que l'on prononce tres-diftinétement, &quel'ongardela mcfur.c
des fyllabes, il arriue fouuent que ledifcours eft def-agreable 2 raifon du mauuais
accent que'on luy donne: Dela vient que les Parifiens reprennent les accents des
Gafcons, des Normans, d~s Prouengaux, & de ceux des autres Prouinces, & que
Yonditde certains Predicatcurs quils ont I'accent de leur pais, quoy quil fOifti d}IE
icateu s on Cl ¥
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ficile de demonftrer que ces accents foient def-agreables, & queleft le plusagrea-
ble ou def-agreable de pluficurs fortes d'accents propofez, car chaque Prouince
eut maintenir que famaniere de parler & d'accentuer le difcours c(i]l: aufli bonne
ue celle desautres, quoy que la raifon femble dicter quele difcoursde la Cour
clt lemeilleur.a raifon des efprits épurez & rafinez qui s’y treuuent,& quien vient;
ficen'eft quel'on die quele meilleur difcours,8¢laplus excellente manicre de par-
ler fe rencontre parmy les doctes, & dans le barreau, afin que ceux qui ontdes pen-
{ecs & des fpeculations plus fortes,plus folides, & plus éleuces , ayent aufli de meil-
leures dictions, & de meilleurs accents pour les exprimer. B
Maisil faucreferuer cefte difficulté pour vn autrelicus ear il fuffic maintenant

de monftrer quela Mufique peut apprendre dbien parler , & i corriger les mau-
uaisaccents quel'ona, pourueu quel'on demeure d'accord dela meilleure manie-
sedeparler, car 'on peuc aufli aifémentapprendre a parler commeles Normans,
ou les Prouengaux,parlemoyen de la Mufique ; quecomme ceux de Blois, d’Or-
leans, & de Paris s ce queie prouueen cefte maniere: Cequi eft dcf-agreablc dans
laparole, oudans le gifcours yne peut venirde nulleautre caufe quedes fyllabes
quel'on fait trop longues,ou trop courtes , & trop graues ou trop aigués ; comme
I'on experimente en ceux quitraifnent trop quelques parties de certaines di¢tions,
ouquife precipitent en pronongant; orlaMufique qui traitede la valeur desno-
tes, & de toutes fortes de temps, enﬁ:ignc quant & quant le temps quil faut em-
ployer fur chaquefyllabe, & confcqucmmcm quelle proportion doit garderle
temps de chaque {yllabe,donnee auec le temps de toutesles autres. ]
" Ellemontftre auflicombienil faut éleuer chaquefyllabe, & combienladernie-
re,fur laquelle'accent fe fait ordinaiaement, doit eftre plus aigué ouplus graue
quelapremiere;; de forte quil 'y a rien de confiderable danslesdiGtions quine
foit fujet aux regles, & a la fcience dela Mufique , commie il eft aifé 2 conclure de
tout ce qui a efté dicdans les liures precedens. Etfi I'on rencontre plufieurs Mu-

ficiens qui parlent mal, ou qui ayent de mauuais accents, ils fc peuuent corriger,

puis qu'ils connoiffent commeil y faut proceder. Mais nous parlerons encore de
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PROPOSITION XIX.
Afsanoir [ila parole eft plusexcellente que le chant > &onen quay ils font differens]

Lechant eft tres-different de laparole, carilne requiert point de con{onantes,
ny devoyelles, commel'on experimente fur 'Orgue, & fur les Inftrumensdont
onvie pour faire ouyr toutes fortes de chanfons , encore qu'ils ne prononcent nul-
lcletere,neantmoinsl'on peut faire vne langue entierc de rant de diGtions quel'on
voudra par le moyende ces chants,commel'on peut ay{fément conclure de ceque
nousauons demonftré dans le liure des Chants; & confequemment la parole n'a
nul aduantage par deffusles chants quele {eul viage, & I'nftitution des hommes,
quiont vou?u que les dictions compofées de voyelles & de confonantesfignifiaf-
fentleurs penfées & les obje@s exterieurss de forte qu'il 0’y a nulle autre diffe-

rence entre la parole & le chant, {inon que le chant cft ce femble pluspropre
& plusnaturel pour fignifier lespaflions & lesautres chofes , & particulicrement
celles qui confiftent dans le mouuement. '
Carle chant du demiton eft propre pour exprimer la triftefles & celuy du di-
ton eft propre pour expliquer la ioye : & fil'onauoit examiné lanature de tous
¢s interualles, I'on trouueroit la conformité quils peuuent auoir aucc chaque
chofe , de forte que Fon en pourroit vierau licu denos dictions ordinaires pour
nous faire cntendre & pour exprimer la nature des chofes : mais ils {eroientin-
commodes , parce qu’il faudroit chanter en parlant , & ceux qui n'ont point

AVoix propre pour faire les intcrualles desfons, ne pourroient expliquer leurs
penfées 5 Ceft pourquoy Fon peut conclure ?uc 1c§ paroles , dont les difcours
font faits, font plus excellentes queles chants, {1 cen cft quelonles f: ‘J"IC feruir de
paroles» quoy que lonpuifledire clu'ils fontplus cxcc‘llcr}s s parce qu ils ont toyg
cequala parole, & quilsfont micux reglezquelle s a mlfqn des iuftes propor-
tions quegardent leurs interualless mais les paroles & les difcours ontdes inter-
valles qui peuuent cftreauflibien reglez que ceux des chants.

COROLLAIRE IIL

Puifquel'onrencontre deshommesqui imitent toutes fortesd’oifeaux & d'in-
frumentsdeMufique,quoy que ces fons nefe faflent pas par nos voyelles,comme
Fonpeut obferuer aux Trompettes, & aux Orgues, & a toutes fortes de {iffiets,
ceft chofe affeuree qu'il peut y auoir d’autres voyelles quelcs noflres,car pour-
quoy ne peut on pas dire que la voix qui imite le fond'va tuyaud'Orgue, ou
dvneflufte, elt vievoyelle particuliere, & differente des cinq ordinaires ? de {or-
te quel'onpeut dire qu'il yaautant de voyelles que de fons differens des Inftru-
mens, dont ceux qui les fgauent imiter pourroient fairevae langue , laquelle ap-
procheroit peut eare dauantage des conditions& des proprietez que'on requiere
dans la langue naturelle , que quelques-vns croyent eftre poflible , & qu'ils difenc
auoir trouuée , que nulleautre : & I'on experimente quily ades hommes qui pro-

noncent vie voyelle qui eft entre A , & E, laquelle tient vnpeudel'vne & de
lautre. e motah Lo
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7.8.3 Livre cinquiesme des instrumens a vent

donnentlifluéilavoix, quoy qu'ils ne foient pas neceflaires. Or l'on fit
quatre ou cinq partiesdifferentesde ces Fluftes pour vn concert entier, qui
acela par deflustoutes les autres Fluftes, quil imite dauantage le concertdes
voix, caril neluy manque quelafeule prononciation, dont on approched
bien presauec cesFluftes,

Ce queles Organiftes & les Facteurs doiuent foigneufement remarque,

afin d’inuenter desicux nouueaux, quiimitent beaucoup mieux les voixhu-

maines que leurs Regales, & de tromper tellement leurs Auditeurs , quiks
croyent entendre vn meilleur concert que celuy des voix, quifont priucesde
la douceur de’harmonie, & descharmes qui viennent des petites peaux que
Pon peucadioufter en diuers endroits des tuyaux & des Fluftes.

des Orgues dansvn liure particulicr; cependant les iotieurs de Fifie
&de Fleutes pourront inuenter des moyens pour faire qu'vn feul
lomme puiffeioiier tout feul de plulieurs inftrumens tout 3 la fois,
comme on pratique dans la Sicile & ailleurs; o 'on embouche

- . ‘
deux ou trois Fluftes en mefme temps, qui font faites decannes, &

hee B

dontlesfons ont de certainscharmes particuliers quiimitent ceux dela voix

[ens, ce ?ui anime dauantagelesfons: encore que 'on n’vfe pasdumouue-
mentde lalangue,danslequel confifte la plus excellente maniere defonner
delatrompe, & detous les autres inftrumensa vent, carlors que lalangue
martelechaque fon, linftrument imite la voix humaine &a parole , d’au-
ant qu'il articule fes fons: ce qu'il faut remarquer pour toutes forres d’in-

Orilferoitinutile de mettreicy touteslesfortesdes differentes mefures,§
des mouuemens dont on peut vier en fonnant de la Trompette , puisque
ienay donnélafcience dansle difcoursdestemps, & des mefures delaMu.
fique, & qu'elleeft capable d'autant de differens mouuemens que la voix,
puis que c’eft par fon moyen que 'on en fonne; carlabouche vie du mefme
ventpourer fonner , dontelle forme les paroles : de forte que I'on faitdir
tout ce que l'on veurala Trompette, fans %u'il luy manqueautre chofeque
Tarticulation , & la prononciation des fyllabes & des diGtions: dela vientque

ST W WAAAW WM WALAWW AW ANAY MWA T AL VA WAMWAWALIWEID VW HMWALLY WM VAW WA WYY § WS

auxdoubles crochués par vn redoublement : mais ce tremblement fe faita-
uwclefimplevent, afin quela cadence en foit plusdouce & plus amiable, &
quelle imice la voix & la plus excellente methode de bien chanter, C'eft
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114

7.8.4 Livre Sixiesme de I’Art de bien chanter

" Oren quelque manicre quelonprenne l,es'_vc-t's_ ,les Mulficiens peuuent fai-
releur profit de toutes fortes de mouuemens ou de pieds rythmiques, dont
nous auons parlé¢ iufquesa prefent: furquoy il eft bon de remarquer que.les
.Compofiteurs de Branles & de Balets; & les Maiftresdela Dance peuuent ap-
peller chaque picd rythmique vz pas , & par canfequent les vers.qui ont 3. 4.
5: ou 6. piedsferont femblablesaux Dancescompofeesde 3. 4.5. ou 6. pas; &
lorsquele vers auray. pieds& demy , &c. il fera compofé de 5. pas & demi,&c.
de forceque cha?uc‘cfpcce de vers reprcfcntcra,chague efpece de dance, &
.quel'on pourra faire des Balets enticrs en vfant des pas 8z des mouucmens de
toutes lesefpeces demetres dont nousauons patlé ; exi faueur defquels ic don.
-neray apres l'exemple des principalesfortes de metres oumouuemens Ryth-
miques, afin que les Compofiteursen puiflent vier pour rendre leurs Chants
-pathetiques ; & qu'ils entendent la manicre dont les Grecs & les Latins fe
Font feruisdes mouuemens, foit pour chanter ou pour dancer; & qu'ils ne
leurcedent ennulle chofe. : : be, e g

115

7.8.5 Livre de l'utilité de I’harmonie

- Etlors quele Predicatcur aura remarqué le meilleur ton de fa voix , & les
interualles qui luy reiifliflent le mieux pour exprimer toutes fortes de pal-
fions & d'affections, il luy fera facile de fe preparer vn petit bafton creux ou
il yauravn monochordeaventoua chorde, parle moyen duquel il ajufte-
rafavoix a toutes fortes de tons , & fera tels interualles qu'il voudra fort
cxa&tement , fansque nul des auditeurs puifle fappercevoir de cet inftru-
ment , fil eft faitfelonlinduftrie que 'on void au ceruelac de lasz. Prop.
116
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7.9 P. Trichet; Traité des instruments

31&)!'0 « Oncamnbe da Caius Gracdius orafeuz Romam 1u’|1’ﬂuf—lauj¢~zuu feu=
yosarid L«'dﬂf‘:"h 7'?&"“"‘""‘ Hufiquc, f“,‘“‘[ )“”"‘"1‘“ SJom ”“"jlhv hacenguert
Deuant f¢ peuple fo temneit feaveherant NMczeiere Fus, et fe jtzmt-c\ b fefit—
F(zjzol‘(f dineize fe Saifoit fosmeniv Dufon 1u’¢'f deusrt prendee < parlant.cux
COMIme if.q'bifwcmuu—cn‘[«! ﬁau:guq,iﬁauoﬂ l;q’o.'.ﬂ-)q 1u.¢£1u'im_ 7.-.' p
Hiodez aff fa pronunhiafion ,qui Lc vetmt Lo qu'il paclot frop kaut, eseud £ snevbeyt-
foxy quif zelafehortfaVein ; a quei cefie fozte de¢ Flaguofet- oftostforetonucrable :
‘\“1“‘[ Lo muﬁn'ou/ ”«}"w Ve ce MP; fa J'd fczuoiupfoouz s’ﬂfe(j‘"'lf—ct Lren —
@duike LAboix e Kaut-en Bas, et de bag em Raut felon .:‘u'c(fc peur feffendee .
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7.10 G. Zarlino; Le Istitutioni Harmoniche

Valevio MafSimo ) Guato Gracco bwomo di fomma eloquenza : impevoche fempre , che egh hauea a parlare
dwanti al popolo , teneus dietra a fe v feruo mufico perfettsfiimo, il quale afcofamente con uno Flautod a-
worio fomando gli st La mifura , cioe Ly voce , oueroul tuono di pronuntiare m tal modo , che ogni-volts che
lo vedeus troppo inalxato lo ritivanas , & vedendolo troppo abbafJsto lo inciraus . Ma pofcia lapoefia ben [i
) ) o c ’ o T T - 118

17 Mshlmeier Susi and Thouvenot Frédérique: Méthodes & Traités 8; Fliite a Bec, Vol. I. Courlay: Editions

J. M. Fuzeau, 2001, p. 171.
Zarlino, Gioseffo: Le Istitutioni Harmoniche, VVenice, 1558,
http://petrucci.mus.auth.gr/imglnks/usimg/6/6¢c/IMSLP317594-PMLP156553-
leistitutionihar00zarl.pdf, p. 5, accessed February 29, 2016.
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7.11 J.-A. Bérard; L’Art du chant

E Pere Kirker , ce célébre Jé-
L fuite , né, ce femble, pour dé-
rober 2 Ia Nature tous fes fecrets,
fouhaitoit , il y a un fiecle , la pofli-
bilit¢ d’'un inftrument a cordes & %
vent : il ne doutoit point qu’un Ar-
tifte créateur, qui jetteroit dans le
monde un pareil Phénomene , n’y
jettdt des plaifirs nouveaux. Cet inf-
trument €toit tout inventé fans qu'on
Ie remarquét: Il exiftoit, & perfonne
ne s'en €roit appercu ; il écoit refervé
a M. Ferrein (1) de le deviner dans
les Organes de la Voix , & d’en prou-
ver lexiftence par une differtation
également folide & ingenieufe. Ha-

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.
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Hya bien des rapports entre les
subans fonores & les cordes i{ocrones
du Clavecin. La Glotte en eft linter-
valle ; le vent qui vient frapper les
cordes vocales , tient lieu des plumes
qui pincent les cordes du Clavecin,
La colonne dair qui poufle celui qui
précéde danslaGlotte, peut étre con-
{iderde comme le Sauterau qui faic
monter la languette , laction de la

Poitrine & du Poumon fupplée .les-

doigts , & les touches qui font mon-
ter le Sautereau.
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La comparaifon de Pinftrument de
la Voix avec le Clavecin, a vrai-
femblablement donné lieu 3 la com-
paraifon de ce premier avec la Violle.

Les lévres de la Glotte font pro-
pres a étre vibrées, & a rendre des
‘Sons, ainfi que les cordes de la Viol-

Je. L’air eft comme Parchet . la Poi-
2

trine & les Poumons font les fonc-
tions de la main qui fait mouvoir

* Parchet.

Comme nous avons dit dans le
Chapitre précédent que lair conte-
nu dans le Poumon que nous ap-
pellerons Air intérieur , doit &tre re-
gardé comme Iarchet qui imprime du
mouvement aux cordes vocales , il
elt évident que la force ou la foiblefle

des Sons augmentera a melure 'que
Pair intérieur agira {ur les 1évres de

la Glotte avec plus ou moins d’é-
nergie ; Ceft que dans ces différens

- ~
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February 18, 2016.
Ibidem, pp. 21-22.
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SI Pon obferve que le Chant neft
qu'une déclamation plusembellie
que la déclamation ordinaire , on
comprendra qu’on doit fe foumettre
au joug de la Profodie F rangoife , &
quon ne {cauroit impunément refufer
aux lettres leurs différentes qualités ,
puifque ces dernieres font 'ame des

paroles : les langues {font des divini-

tés , tout ce quiarapport avec elles
eft facré.

Es agrémens bien exécutés font
dans le Chant,ce que les figures
habilement employées font dans VE-
loquence : Ceft par elles qu’un grand
Qrateur remue 2 fon gre les coeurs ,

les pouffe' la ouil veur, & quil y
jette fucceflivement toutes les paf-
{fions : les agrémens produifent les

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.
2% |bidem, pp. 136-137.
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