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Italy 
An Italian Overview 
Prince Metternich's notorious dismissal of Italy as 'a geographical expression' did not lack a grain of truth at the time of writing ( 1849). As late as the 19th century it was still possible to argue that cultural and linguistic unity, of which Italy had for centuries enjoyed a fuller measure than many of her European neighbours, was irrelevant to political allegiance, a factor more dependent on dynastic fortunes, diplomatic adjustments and military successes. A complex history of foreign invasion, inter-city rivalry and the ruthless pursuit of personal ambition -- all of these complicated by the presence on Italian soil of the papacy -- lay behind the periodically shifting political mosaic that the peninsula presented at the beginning of the modern era. 

Not too much should be made of the distinction between native-ruled and foreignruled territories, since the latter drew most of their officialdom, including their governors or viceroys, from the local élites and, until the Age of Reform, interfered little with traditional laws and customs. Nevertheless, the foreign dimension in Italian politics aided the spread of Italian culture outwards, leading to a curious 'domination' in reverse through which Italian, not German, became the language of polite conversation and of letters at the imperial court in Vienna; between Spain and Italy, however, the cultural exchange was less one-sided (though in music Italy dominated). 

During the period of the musical Baroque in Italy, roughly from 1600 to 1750, three large territories remained constantly under either imperial or Spanish rule. The duchy of Milan (Lombardy) and the kingdoms of Naples and Sicily all belonged to Spain until by the Peace of Utrecht ( 1713), concluding the War of the Spanish Succession, Milan and Naples were transferred to Austria ( Sicily followed in 1720, exchanged with Savoy for Sardinia). The Treaty of Vienna ( 1735, ratified 1738), concluding the War of the Polish Succession, returned Naples and Sicily, under a common crown, to Spain, although not as a hereditary possession; its first king was the Infant Don Carlos. Other territories came during our period under the sway of the Habsburgs or the Spanish Bourbons through force of arms or a dynastic void. The duchy of Mantua, ruled by the Gonzagas since 1328, paid the price for supporting France against Austria despite being an imperial fief and became attached to the empire in 1710; the duchy of Parma and Piacenza, alienated from the papacy in 1545 by Pope Paul III, who donated it to his natural son Pierluigi Farnese, passed, through the marriage of Elisabetta Farnese into the Spanish Bourbons, to a cadet branch of the Spanish royal house in 1731; the grand duchy of Tuscany came to the Austrians (though, like Parma and Piacenza, not as a hereditary possession) when Franz Stephan, Duke of Lorraine and later emperor, succeeded Gian Gastone, last of the Medici, in 1737. 

Cutting a broad swathe across central Italy, with considerable extensions to the south-west ( Rome) and north-east ( Bologna, Ferrara), were the 13 provinces making 

up the Papal States. These provinces, each administered by a high-ranking churchman with a title such as legate, vice-legate or governor, enjoyed a considerable degree of freedom from Rome in secular affairs, often preserving elements of an earlier history as principalities or free communes. Ferrara, indeed, reverted to the church only in 1598, after Alfonso II d'Este, whose family had held the duchy as papal vicars since 1332, died without male issue; the duchy of Urbino, since 1508 held by the Della Rovere family, devolved similarly in 1631. Whereas Lombardy, Sicily, Naples and most of the other territories we shall discuss were highly centralized -- reducible, ultimately, to a capital city and its hinterland -- the Papal States resembled more an agglomeration of self-contained statelets, each with its historic capital: Rome, Bologna, Ravenna, Ancona and so on. 

Of the independent territories other than those whose absorption by Spain or Austria has already been mentioned the most important were the duchy of Savoy (including Piedmont) in the north-west, the republic of Venice in the north-east and the duchy of Modena north of Tuscany. Savoy, which officially became part of the kingdom of Sardinia after 1720, bore strong traces of its continuous involvement over the centuries with France. French was the language of the court at Turin, and the extent of French influence is illustrated by the fact that whereas the rest of the peninsula mostly kept 'Italian' time, in which the 24-hour cycle began at nightfall (the system goes back to medieval times and is related to the canonical hours), Savoy kept 'French' time, beginning the cycle at midnight. 

Venice, whose extensive administrative area on the Italian mainland -- the socalled 'Terraferma veneta', or 'Veneto' -- stretched from Bergamo in the west to Udine in the east and bordered the Po in the south (we will ignore here her possessions along the western seaboard of modern Yugoslavia and Greece and elsewhere in the eastern Mediterranean), was in some respects, geographical and cultural, only peripherally Italian; yet in political terms she represented the concept of 'Italy', past and -- many believed -- future, better than any other state, having arisen from the debris of the Western Roman Empire and against all odds preserved her independence ever since. Venice's elaborate constitution, which reserved political power for a patrician class comprising between 2.5 and 4% of the population of the city of Venice, and many observances in her public life (such as the wearing of the toga by her nobles and the long prohibition of wigs in the Great Council) emphasized symbolically this historical or -- where history failed -- mythical succession to republican and imperial Rome. Her proximity to the Ottoman empire in the east and to Austria and Germany in the north (via major Alpine passes, notably the Brenner), made Venice a favoured entrepôt for cultural as well as material products. Even after her manufacturing industry, like that of virtually all Italy, had gone into decline in the 16th and 17th centuries, and her maritime activity was curtailed by increasingly successful competition from English and French fleets in the 18th century, Venice kept afloat through the development of agriculture on the mainland and the growth of tourism -- the term is not anachronistic -- in the capital; it has been estimated that in the years around 1700 there were in Venice at Carnival time (January and February) around 30,000 foreign visitors, as compared with only 140,000 permanent residents. 

Modena and Reggio, which were ruled, together with Ferrara, by the Este family, remained in its possession after the cession of Ferrara to the papacy. The consequent removal of the Este court from Ferrara to Modena ushered in a period of intense 

cultural activity belying Modena's slight political significance, especially under Francesco II (reigned 1662-94). 

For completeness, a group of small independent states adjoining Modena must be mentioned: the republic of Lucca to the south; the duchy of Massa and Carrara to the west; the republic of Genoa further west, curling round the coastline. None of these distinguished itself in music between 1600 and 1750, and we shall hear no more of them. 

If the political map of Italy seemed to bear out Metternich's words, two factors tended to weld the fragments together; the Italian language and the Roman Catholic church. Although the people spoke -- and still speak -- an immense variety of dialects, a common literary language had been forged in the 13th and 14th centuries through the examples of Dante ( 1265-1321), Petrarch ( 1304-74) and Boccaccio ( 1313-75). Despite its label of Tuscan, since it was associated historically with the region of Florence, this literary Italian was soon cultivated by the educated throughout Italy, so that no irony attaches to the fact that the first great codifier of Italian linguistic and literary usage, Pietro Bembo ( 1470-1547), was a Venetian. It is worth mentioning, however, that Venetian dialect aspired, like lowland Scottish, to an independent literary status; writing in dialect -- with some relevance for comic opera -- also existed, notably in Bologna and Naples. 

At a time -- the 17th century -- when the literary cultures of some other European nations had hardly begun to acquire their classic works, the Italians could look back on a tradition of lyric and epic poetry, drama and prose spanning four centuries. But it was a conservative tradition that weighed down heavily on the writer, challenging him with precedents at every turn. This tendency to conservatism was reinforced by the unique relationship to Latin that Italian enjoyed. The visible reminders, natural and man-made, of the Roman past; the lexical and grammatical similarities of the two languages; the wide acquaintance with classical authors stimulated by the Renaissance humanists and the development of printing: all these made the work of the writers of Antiquity as relevant as that of the post-Dante Italian school. When one reads the argomento before the libretto of an Italian Baroque opera, where the source of the plot, in Ovid or Livy perhaps, is dutifully identified, one realizes that the classical author is as close to the experience of the opera-goer as an Ariosto or Tasso. 

The symbiosis of Italian and Latin is strikingly illustrated, albeit unhappily from a literary standpoint, in the Latin texts of Baroque motets, which, if we can believe Grosley, were often penned by sacristans, thus men of only moderate education;1 here the accidence of Latin is wondrously assimilated to the syntax and fashionable imagery of contemporary Italian to produce a result too smooth and innocent to deserve the epithet 'barbarous'. 

Almost without exception the letterato was not a professional writer in the modern sense but a member of the leisured élite (the aristocracy and upper citizenry), hence distinctly superior socially to the typical musician, who belonged to the artisan class. For this reason opera librettos give the name of the author of the drama as a matter of course but that of the composer of the music as a mere courtesy, easy to forget. Whereas musicians organized themselves on a local basis in associations like the Venetian Società S Cecilia (founded in 1690) that were concerned primarily with their members' welfare, writers came together on a wider, sometimes national basis, and with purely artistic goals in mind. These literary clubs were commonly known 

as 'academies' (accademie), a term borrowed from the garden near Athens in which Plato and his followers once met and which, confusingly for us today, was used in many other senses in Baroque Italy (for a private concert, for a literary or musical composition performed in public, for an educational institution etc.). The Camerata, which, meeting in Florence between around 1573 and 1587 in the house of Count Giovanni de' Bardi, provided an intellectual basis for the introduction of monody and therefore, indirectly, of opera, was such an academy. Another famous and influential example was the Arcadian Academy (Accademia degli Arcadi) set up formally in Rome in 1690 to honour the memory of the late Queen Christina of Sweden, a leading patron of literature and the other arts. In order to recreate in their imagination the Peloponnesian Arcadia of old the members all adopted 'Arcadian' names proper to shepherds or nymphs and participated in pseudo-classical ceremonies. Their essential business, however, was the classically inspired reform of taste in Italian letters, to be achieved by purging from them the uncouth and unseemly. The prestige of the Arcadians grew so fast that within a few years many existing literary academies in other cities had become affiliated to Arcadia, while others were created as 'colonies'. Arcadia became a nation-wide network of clubs imposing common literary standards that one finds observed equally in the Venetian Apostolo Zeno ( 1668-1750) and the Roman Pietro Metastasio ( 1698-1782), the two most eminent writers of melodrammi in the first half of the 18th century. 

The short-lived Società Albrizziana ( 1724-45), named after the Venetian printer who founded it, even surpassed the Arcadians in the breadth of its membership, which grew to over 800 both inside and outside Italy and included a pope ( Benedict XVI) and 14 cardinals. It demonstrates how truly national in character and homogeneous in outlook the literary environment of Italy was. 

The religious environment was almost as homogeneous. What religious minorities there were -- notably Waldenses in Piedmont and Jewish communities in several cities -- had a low social profile and lived, from the point of view of the majority, on the margins of national life. In the spiritual sphere the papacy was, on one level, supranational, but the recruitment of all popes and most curial officials from the Italian élite and the residence of most cardinals (a disproportionate number of them also Italians) in Rome lent Italian Catholicism a peculiarly indigenous quality. 

The demographic, economic and social significance of the Italian clergy can hardly be overstated. It comprised not only parish priests and the hierarchy set above them but also monks and nuns, 'regular clerks' in non-monastic orders such as those of the Jesuits and the Barnabites, and secular priests (abati). With no public system of education in existence, the regular clerks -- Jesuits, Somaschians and Scolopi (these last pioneers of free schooling in the vernacular for the poor) -dominated the instruction of the young, while the secular clergy formed a vital element of the intelligentsia in a society where the church provided almost the only means of upward mobility for the mass of the population. 

The size of the clergy in relation to the total population varied quite considerably from state to state. In Tuscany, where about half the land was in church hands, they numbered 27,000, or around 3% of the population, in 1738. The Veneto and the kingdom of Naples harboured a more typical proportion of around 2-21/2%. In Piedmont, where, significantly, large landed properties were less common, they constituted under 11/2%. The prominence of church buildings in the urban landscape was equally striking; in the late 18th century Bologna could boast 200 churches and 

chapels, 36 monasteries and 28 convents of nuns. 

A penumbra of pious laymen surrounded the clergy; they were grouped in bodies that bore different names (confraternita, scuola, congregazione, accademia) but served similar devotional, charitable or propagandistic purposes. Their importance for music lies above all in their cultivation of the oratorio genre, the musical weapon of the Counter-Reformation. 

Small wonder, then, that the church was the major employer of musicians and, for the general population, the main point of access to 'art' music. Every large church had its cappella or coro (these terms embrace singers and players alike) directed by a maestro di cappella. Except in convents of nuns, where the singers would naturally all be female, the choirs were made up of men and boys, the latter reinforced and sometimes entirely replaced by adult falsettists and castratos. There would be one or more fixed organs, each with its appointed player, and it was very common for their number to be augmented on special occasions by portative organs. Particularly in more prosperous northern Italy, a church would often employ a complementary band of strings led by a maestro del concerti, normally the principal violinist. In Rome and its area of influence the fashion arose in the last third of the 17th century to have the orchestra headed not by a single player but by a concertino, or 'small ensemble', consisting of the principal and co-principal violinists, a cellist and possibly also a continuo player for the trio. In Corelli's concerti grossi composed from the 1680s onwards and their many imitations this sytem of organization is 'written into' the musical language so perfectly that one is in danger of overlooking its other important aspects relating to the salary structure, management and spatial disposition of the orchestra. Some orchestras also included wind instruments in solo, doubling (rinforzo) or continuo roles. Harpsichords and plucked stringed instruments such as the lute and theorbo supported the organ in its continuo function. 

The permanent musical establishment of a church was usually of the appropriate size for services of middling importance such as those on Sundays. In services of a more routine nature the instrumentalists other than the organist might perhaps be dispensed with, and the choir might perform succinctly in a cappella style (note that in Baroque usage this expression embraces not only performance by unaccompanied voices but also performance with instruments doubling vocal parts strictly) or revert to plainsong, allowing the organ or a handful of strings to provide the element of contrast. On the other hand, for feasts of exceptional importance extra performers were commonly drafted in. Indeed, some churches such as that of the convent of S Lorenzo in Venice had no coro of their own, but, as if to compensate, celebrated the feast of the titular saint with an outsize choir and orchestra recruited for the event from far and wide (see Plate 1). 

In the early 17th century the singers of a cappella tended to outnumber the instrumentalists by something like two to one (at S Marco, Venice, in 1643 the proportion was 35:18). Orchestral performance in the modern sense (that is, with more than one instrument to each string part) took root in the second half of the century, gradually bringing the typical strength of the instrumental section up to parity with the vocal section. The approximately 70 musicians that S Marco employed in the 18th century were exceptionally numerous even for the principal church of a large city; the 28 musicians (16 singers, 12 instrumentalists) at S Petronio, Bologna, in 1663 present a more typical picture. The employment that 

churches offered was not 'full-time' as we understand the concept today, for there was time and opportunity for the members of a cappella to supplement their modest salaries by accepting engagements elsewhere. 

Quite apart from the financial strain that a large musical establishment imposed, the positioning of the musicians in churches not originally built with such numbers in mind often proved difficult and led to curious and original solutions. It was often impossible for them all to be contained, as at S Petronio, within the chancel where the canonical stalls were also accommodated, and it became accepted practice to house them in special choir-lofts or even on improvised platforms within the nave itself. The two organs facing one another across the nave of the Venetian church of S Lorenzo, each surrounded by its own coro, offer a favourite, characteristically Italian solution. Being divided into two bodies, incidentally, did not mean that the musicians had to be given works specially written to take advantage of the spatial separation; undoubtedly, most of the music performed in due cori was written as if for an undivided ensemble. 

More radically, the musicians could be situated at the west end of the nave, causing the congregation to turn their seats towards the performers and -- to the amused amazement of foreign visitors -- their backs to the high altar. 

This partial dissociation of music from the rite (which it serves as an accompaniment or commentary rather than as an actual ingredient) was possible in Catholicism, where the validity of the rite depends on the acts of the celebrant and his assistants, not on the participation of the congregation. When a motet or piece of instrumental music (toccata, ricercar, canzona, sonata, sinfonia etc) coincided with the recitation of the liturgy, the latter took place in a low voice, so reconciling liturgical propriety with musical integrity. 

The musical centrepiece of a service was, for the Mass, a setting of sections of the Ordinary; for Vespers and Compline, the psalms and canticle. The four great Marian antiphons, each in its appointed season, for the end of the canonical day were also regularly set. Because of the greater average length and complexity of Baroque vocal compositions compared with their 16th-century counterparts -- a factor connected with the introduction of instruments and the cultivation of a more florid vocal style -- a process of increasing selectivity and rationalization becomes evident after 1600. The Messa commonly becomes reduced to the Kyrie and Gloria (the Credo, or part of it, is set as a separate entity; the Sanctus and Agnus Dei only rarely). In Vespers the antiphons are replaced by motets or instrumental pieces, and in psalm settings preference is given to those psalms belonging to several liturgies rather than few. Although composers often set to music in cyclic fashion all the relevant parts of a given service, we know from contemporary descriptions that in practice the music was more likely to be heard in the form of extracts than as a complete whole. The modern concert audience that can hear Monteverdi's Vespers ( 1610) from start to finish is privileged. 

The general uniformity of Divine Service across Italy was tempered by the tolerance of small local peculiarities or liturgical forms cultivated by particular religious orders. Court chapels were a special case, for here two sources of authority, Rome and the secular power, each had to make themselves felt. Venice, which, as a republic, possessed no court in the ordinary sense and was, indeed, notably unostentatious in its use of music in state ceremony, made the ducal church of S Marco into a repository of autonomous cultural expression. Here, and in certain 

local churches, a special rite believed to have a historical connection with the superseded Aquileian rite was observed, resulting in the musical setting of many texts foreign to the Roman rite. In Rome itself, the pope's own singers, based in the Cappella Sistina but often performing elsewhere, were another institution sui generis. They were recruited internationally and subject to a strict corporate discipline that forbade them to occupy outside posts or to marry. As if to emphasize the retrospective, stile antico nature of their repertory, they performed entirely without instruments. 

Courts themselves, after churches, offered musicians the best opportunities of regular employment. Much of the music in a court, as in a church, was an accompaniment to other activities -- banqueting and dancing in particular. The musical genres qualified by the expression 'da camera' (literally, 'for the chamber') are written, ostensibly, for court use, though their cultivation inevitably filtered down to less exalted sections of society. Some musically-inclined rulers held conversazioni (accademie): private concerts at which the favourite genre was the continuo-accompanied solo cantata (most courts employed operatic singers who were released to sing in the great theatres of Venice, Rome, Bologna or Naples during the season, but returned to court in the off-season and devoted themselves to the chamber repertory). This sheltered milieu was a haven for dilettanti, the gentle-born amateurs that Italy produced in such large numbers and whose reluctance to perform before a wider audience stemmed not so much from lack of confidence as from a desire to preserve social distance. 

The high points of music-making in court were the musical contributions to the feste organized to celebrate birthdays, name-days, births, weddings, state visits and other occasions of rejoicing. Opera was born, in Florence and Mantua, as just another novel form of musical-dramatic entertainment in this festive context. Once entrepreneurially managed public opera came to the fore (the first public opera house, that of S Cassiano in Venice, opened in 1637), the many court theatres where operas had been, and continued to be, given (in Turin, Parma, Modena etc.) quickly adapted their style, practice and repertory to that of the public theatres, so that the rich diversity and lavish ingenuity of the early court operas was lost. This convergence is illustrated by the practice in Naples of transferring the same works between the viceregal palace and the public opera house of S Bartolomeo (opened in 1654). 

In the middle of the 17th century there arose a new genre that took its poetic character from the cantata and its dramatic character from the opera. This was the serenata, named after the sereno, or clear night sky, under which, with copious illumination from torches and candles, many of its performances took place. In scale (typically lasting between one and two hours), sentiment (lighthearted, often amorous), resources (from two singers upwards, with orchestra, occasionally choir) and, above all, adaptability, the serenata was the ideal musical complement of a festa. If theatrical facilities existed or could be improvised, it could be given in theatrical style; if not, the singers could read from their parts and scenery could be limited to a simple background as often employed for oratorio performances. Serenata performances took advantage of the special features of palaces and their grounds; they were given in great halls, courtyards, pavilions, loggias, lakes, rivers, gardens -- the possibilities were endless. Although not the exclusive property of courts (they were cultivated also by academies and institutions such as colleges and 

convents), the serenata encapsulates more fully than any other genre the essence of the 'courtly' in music. 

Crudely stated, the music at any court was as good as the purse of its ruler was deep and his commitment high, for musicians would willingly flock to wherever they could enjoy superior pay, conditions and recognition. This made the state of music particularly vulnerable to fluctuating interest and financial investment among successive rulers. The discontinuity shown by Mantua is not untypical. Under Vincenzo I (reigned 1587-1612) Music flourished under masters such as Giaches de Wert, Benedetto Pallavicino, Salamone Rossi and Monteverdi; but the caprice or lack of interest of his successor, Francesco II, resulted in Monteverdi's abrupt dismissal and ushered in a period of quiescent mediocrity aggravated by uncertainties of dynastic succession, until the last Gonzaga duke, Ferdinando Carlo (reigned 1665-I708) splendidly -- and ruinously -- revived musical life, engaging Antonio Caldara as his director. After the Habsburg takeover the first governor, Prince Philip of Hessen-Darmstadt (in office 1714-35), maintained the high standards, enticing Vivaldi from Venice to become his maestro di cappella da camera (director of secular music including opera) between 1718 and 1720; he also acted as patron to Locatelli. When Philip was recalled to Vienna the government of Mantua passed for some years to the Milanese authorities, and the lustre of musical activity once more dimmed. 

The personal taste of a ruler inevitably determined the emphases in musical life. Under Francesco II of Modena it was not opera but oratorio (100 performed between 1680 and 1691) that dominated vocal music; in instrumental music the sonata da camera, in the hands of such excellent resident composers as Giuseppe Colombi, G. B. Vitali and G. M. Bononcini, enjoyed special favour. In addition, Francesco was an assiduous collector of secular vocal music (cantatas, oratorios, operas) that today forms a valuable nucleus of the music in the Biblioteca Estense. 

Apart from the courts of rulers there existed a host of petty or subsidiary courts formed by other members of ruling families, the minor nobility, high prelates and ambassadors. In the usage of the time the term 'court' refers to a style of life to which anyone of sufficient rank (and unearned income) could aspire with social approval. In Florence, where Grand Duke Cosimo III (reigned 1670-1721) interested himself more in religion than music, his son Ferdinando (lived 1663-1713; he was sometimes honorifically styled ' Ferdinando III', although he did not live to succeed his father) established around 1690 a brilliant court with a private theatre in the Villa di Pratolino, an associated church ( S Felicità) and a regular series of concerts held in the prince's apartments. The composers indebted to Ferdinando for patronage included Antonio Veracini, the two Scarlattis, Albinoni and Handel. A good keyboard player himself, Ferdinando provided the workshop where Bartolomeo Cristofori built, just before 1700, the first piano. In Rome in those years a comparable role was performed by cardinals ( Pamphili, Ottoboni) and feudal princes ( Caetani, Ruspoli), who between them supported a vast army of rank-and-file musicians giving their services now to one, now to the other patron. 

Courts frequently travelled, commuting seasonally between city and country residences and, in slimmer form, accompanying the head of the court on his or her travels abroad. When Vincenzo I went to the Turkish wars in 1595, Monteverdi had to follow him to Hungary. State visits, which entailed the exchange of musical compliments between visitor and visited, provided the musicians of one locality 

with a rare opportunity to meet those of another and promoted the diffusion of new styles. Visiting Venice in 1716, the electoral prince of Saxony, Friedrich August, brought with him an élite group of musicians who used their stay for two distinct purposes: their first task was to entertain the prince and repay his hosts with music; but they also followed an old German tradition of using Italy as a 'finishing school' to which, in other circumstances, they might have been sent on leave. 

The third main source of institutional support for music was the opera. We have no space to deal in detail with its music and dramaturgy, but some broad features of its organization within Italy deserve mention. The opera houses themselves were built and owned by members of the aristocracy, individually or in consortium, but their management was commonly entrusted, season by season, to independent entrepreneurs who paid the lease of the building and all the other costs, hoping eventually to gain a profit. Most of an impresario's takings would not materialize until the time of the performances, when tickets of admittance to the parterre would be sold nightly at the door (and an extra charge made for seats, if required). However, a useful fund of working capital could be secured before the season opened through the leasing out of boxes for its duration to an inner circle of wealthy patrons; the same box was often taken by a member of the same family every season, giving the appearance of an inherited asset. 

In Venice and some other important centres the principal -- often the only -season was that of 'Carnival', which in Venice ran from Boxing Day to Shrove Tuesday, long enough to take up to three successive operas. Venice also had a shorter 'autumn' season which ought to be regarded as the preliminary part of the Carnival season, since management and singers rarely changed; this began in mid November, when enough of the nobility had returned from their second villeggiatura of the year, and ended in mid December. In Naples, however, the corresponding pair of seasons occurred two months earlier. Provincial centres such as Ancona or Ferrara had to be content with brief seasons in the spring or summer organized by touring companies based in one of the metropolitan centres. This arrangement was highly rational since it paralleled the seasonal movement of the nobility between town and country and gave operatic singers the chance to fill an otherwise fallow stretch between winter and autumn. 

The most expensive item in the impresario's budget was the cast of singers. In the late Baroque period he would need a set of singers, often four, for the principal roles containing several arias apiece, and two or three further singers for the minor roles with only a token aria, if that. For a season 'star' singers such as Faustina Bordoni or Farinelli could command fees of over 1000 sequins, or about £450 in contemporary British money. In addition, a pair of comic singers for the intermezzi or a corps de ballet for danced entr'actes might be needed. Small wonder that impresarios desperately sought to cut costs by reducing or eliminating the chorus and retrenching the stage machinery that in the 17th century had been one of the glories of opera. 

The singers were predominantly high voices, the males being castratos or falsettists. It was perfectly normal to sing the part of a character of the opposite sex: what mattered was the voice per se. Tenors and basses were not excluded, but tended to sing less prominent roles -- except in comic intermezzi, where the male singer was always a basso buffo. 

Once the cast had been engaged, the impresario had to find a 'drama'. This could 

be specially commissioned from a poet and thus perfectly tailored to requirements, or an old drama could be used, most likely with some adaptation. The civil and ecclesiastical censorship operating all over Italy required texts to be submitted for prior approval, and then printed so that what was sung could be compared with what had been approved. The poet or the impresario would have the libretto printed at his own expense and hope to cover costs by its sale to opera-goers and through the generosity of the patron to whom it was dedicated. Such librettos, as well as being complete 'programmes' in the modern sense, presented the text in an ideal literary form intended to be valued on that account by connoisseurs of literature and bibliophiles, quite irrespective of the composer's contribution. 

The music could be commissioned in the same way as the literary text. If, on the other hand, an earlier setting was appropriated, it was likely that alterations would be made, if only because the combination of voices would rarely be the same as in the earlier production. The universal adoption of da capo form in the years before 1700 turned the aria into a fully detachable and readily transferable unit. Since these arias did not deal with the specifics of a plot -- significantly, personal names are rarely mentioned in them -- but expressed in a conventional, generalized way states of mind such as anger, fortitude and tenderness, they lent themselves easily to new contexts: hence the ready-made arie di baule, or 'suitcase arias', with which singers liked to travel, and the pasticci cobbled together from texts and musical settings of diverse origins. 

Each theatre had its stock of scenery representing palace antechambers, woodland glades, rocky promontories, or whatever; the system of gliding wings on rails attached to a winch concealed underneath the stage, an invention of Giacomo Torelli ( 160878), made rapid scene changes and near-instantaneous transformations part of the general operatic vocabulary. An average of two or three changes of set in each of the three acts was expected. In the terminology of the time the much more numerous changes of 'scene' refer not to the scenery but to an alteration of the characters on stage brought about by an entrance or an exit. Since it was customary for a singer to sweep off the stage to applause after his aria, most arias occur, almost by definition, at the end of a scene, in the so-called 'exit' position. 

Baroque opera was a co-operative but not fully integrated endeavour. Its successful marriage of music, words and spectacle was founded on the assumption that each party -- librettist, composer, singer, painter, engineer -- acted autonomously but anticipated (that is, knew from experience) the style and approach of the others: a perfect recipe for conservatism. The potential reusability of each component, with consequent saving of work and expense, favoured adherence to convention. It is significant that it was not public opera but court opera (see Plate 2 ), subject to autocratic direction and less inhibited by budgetary considerations, that spearheaded the reform movement in the age of Gluck. 

Whatever its artistic limitations, the public opera of Baroque Italy was a truly popular musical-dramatic form such as existed nowhere else at the time in Europe. It was, in effect, the national theatre, since spoken tragedy and comedy had a much more restricted appeal. The obverse of this popularity was the notoriously casual behaviour of Italian audiences, perceptively commented on by Burney in these words: 'I shall have frequent occasion to mention the noise and inattention at the musical exhibitions in Italy; but music there is cheap and common, whereas in England it is a costly exotic, and more highly prized'. 2 
This easy access to music implied the existence of large numbers of professional musicians. Musical skills, like those of any other trade, were most commonly acquired in the family circle, as one can easily see from the membership lists of musicians' guilds and associations. Famous musical dynasties such as the Scarlattis in Naples, the Laurentis in Bologna and the Somis family in Turin were only the most talented and successful representatives of a general pattern. Seminaries also imparted the rudiments of music to their students, and the Scuole pie of Bologna contributed much to the unrivalled tradition of singing in that ciy. Some musicians established schools of music in their own homes, though these amounted to little more than a group of private pupils. 

For a more institutionalized and systematic mode of music teaching we have to turn to the so-called conservatories of Naples and Venice. The four Neapolitan conservatories -- S Maria di Loreto, S Maria della Pietà dei Turchini, Poveri di Gesù Cristo and S Onofrio a Capuana -- originally catered only for orphaned boys, though their success later brought in fee-paying male students, some even from abroad. Three were state-supported and one (the Gesù Cristo) was under the archbishop. The aim of the conservatories was to prepare those boys showing talent for a musical career, in which they were notably successful, as one can see from the list of their ex-pupils, which includes the names of Mancini, Sarro, Porpora, Vinci, Leo and Pergolesi. Every effort was made to integrate the boys into the general musical life of the city, and their services were frequently hired out. That their conditions of study were not always ideal is amusingly commemorated in Burney's description of a 'Dutch concert' at S Onofrio, where all manner of sounds from students practising cheek by jowl mingled cacophonously. 

The character and aims of the four Venetian conservatories, called ospitali (or, in Venetian fashion, ospedali), were very different. The Pietà, by far the largest of the four, took in foundlings; the others (the Mendicanti, the Incurabili and the Ospedaletto) catered for orphans and the poor. Boys did not figure prominently at the ospedali, since they left at an early age to serve apprenticeships. The girls were divided into commoners, who were trained in ordinary domestic duties, and figlie di coro, who were to staff the chapel choir and orchestra of their institution. On reaching adulthood some of the girls were permitted to marry (albeit with difficulty if they were good musicians) and some entered convents, but large numbers stayed on for the rest of their lives. Musical training was provided purely for the benefit of the ospedali, whose well-advertised services attracted large congregations and brought in revenue through the hiring out of seats and the generosity of benefactors; it was in fact the custom to insist that figlie released into matrimony undertook, in their marriage contract, not to sing in public. As in all female convents, the performers had to be screened off for the sake of their modesty from the congregation, a task accomplished by grilles and gauzes. The element of mystery that this occasioned -- would the sight of a particular figlia be as angelic as her sound? -caught the fancy of several writers, notably Rousseau. 

In each institution the figlie di coro were organized in a pyramidal hierarchy serving both musical and disciplinary ends. At the Pietà, for instance, the coro was headed by two maestre di coro, who had under them a cadre of other maestre, followed by the ordinary members of the coro and then the beginners and others not yet admitted into the coro; 14 figlie were 'privileged' that is, they were allowed to give musical instruction to girls from patrician families coming in from outside. For 

many purposes the coro was self-sufficient, supplying from within its ranks all the necessary teaching and performing expertise. All the ospedali employed a male musical director (maestro di coro), whose most important task was the composition of new works, and a teacher of singing. Teachers of instruments were hired and fired as the need arose; the legendary association of Vivaldi with the Pietà was much less continuous than has popularly been supposed, for he was out of its service in 1710, 1718-34 and after 1738, preserving the relationship, if at all, merely through the sale of compositions. 

The Pietà, which had the best reputation for instrumental music among the Venetian conservatories, prided itself on the variety of its instruments; in Vivaldi's period these included, among the strings, the viola d'amore and a full consort of viole all'inglese (similar to the former but with more numerous sympathetic strings) and, among the woodwind, the chalumeau and the clarinet. Venice's exceptionally close contact, through trade and travel, with the German-speaking lands made her particularly receptive to several instruments, including the above, that were widely known beyond the Alps but rare in Italy. Strangely, Venice was slower than a number of other Italian centres to take up the oboe and, especially, the transverse flute, which does not seem to have been played in public there before the 1720s. 

In Italy, even more than elsewhere, the instruments of the violin family held sway. We know from the reports of André Maugars and Thomas Hill that by the middle of the 17th century the viol family had fallen into disuse there. By 1600 Cremona had already become the leading European centre of violin-making; it remained so until the end of the Baroque, thanks to the Amati, Bergonzi, Guarneri, Rugeri and Stradivari families, though Venice ( Bellosio, Gobetti, Goffriller, Montagnana, Serafin) eventually ran it close. 

In the 17th century, when ensemble music for strings commonly required two or even three viola parts, violas were manufactured both in small (alto) and large (tenore) sizes corresponding to the register in which their parts were respectively written. Towards the end of the century, when the practice of limiting the violas to a single alto part became general, the manufacture of violas dropped sharply. Indeed, the pendulum swung even further, so that from the 1720s onwards, particularly in Rome and Naples, one finds much orchestral writing that dispenses altogether with the viola, a practice strongly deplored by Algarotti in his Saggio sopra l'opera in musica ( 1755). 'Violone' was the all-purpose name given to the bass instruments, which ranged from an instrument tuned like the cello but of larger dimensions to a true contrabass instrument (violone grosso); the violoncello (or violoncino) proper came into being around the middle of the 17th century, at first as an instrument playing a line distinct from, and often more elaborate than, the continuo part. In the 18th century this smaller instrument replaced the type of violone playing at 'eight-foot' pitch, leaving the 'sixteen-foot' instrument as the sole bearer of that name. 

Italian organs and harpsichords were of characteristic design and strongly influenced the style of the music written for them. Unlike contemporary French and German organs, which had an extended pedalboard, and English organs, which usually had none, Italian organs had about an octave of pedal 'pulldowns' good for little more than sustaining the occasional pedal-note rather in the manner of the sostenuto pedal on a Steinway grand piano. Italian organ music of the Baroque period differs technically (as opposed to generically) little from harpsichord music
beyond a greater commitment to counterpoint and a more sustained manner. The Italian Baroque harpsichord spurned the complexities of north European instruments; it rarely had more than one manual and emphasized brightness and clarity over power and tonal variety. The simplicity and portability of Italian harpsichords caused them often to be used for accompaniment in multiples, like the portative organs described earlier, hence the frequency of the direction 'senza cembali' (rather than 'senza cembalo') in musical scores. 

Whereas the countries of north-west Europe began the Baroque period with quite modest music-publishing industries but ended it with flourishing, large-scale ones, the fortunes of the Italian music-publishing industry followed, if anything, the reverse path. These divergent trends clearly have technological, economic, sociological and purely musical dimensions, and we still await the studies that would enable us to understand fully their complex relationship. Meanwhile, one can point to at least some of the factors involved. 

In Italy the art of engraving music, the result of which is to present the music in a form similar to the handwritten but more regular, never took root; there was no publisher employing this technique to compare with Estienne Roger in Amsterdam, John Walsh in London or Charles-Nicolas Le Clerc in Paris. Instead, Italy remained faithful to the process, perfected in the 16th century, of printing music in a single impression from movable type. Cumbersome and unsightly at best, this form of reproduction posed acute problems to the compositor (for instance, how could symbols in standard lengths such as ties or slurs be matched accurately to the enormous variety of distance between note-heads?), and consequently problems of interpretation to the reader. It could not beam quavers and shorter values together, a fact that both reduced legibility and wasted space. Above all, it was expensive and grew increasingly so. Relatively little music was published by Italian printers at their own expense, thus as a commercial venture stimulated by public demand. Rather, the conditions resembled those of the modern 'private' publication; the composer or his patron paid the printer for the full cost of his work and then made arrangements to place the bulk of the edition on sale through the same printer's bookshop. After use the type was distributed and would need to be reset in the event of a new edition (whereas the plates of an engraved edition could be stored and reused whenever needed, so that a purchaser could quite literally order a 'customized' example of a work). To a limited extent Italian printer-booksellers exchanged their stock in order to put works into wider circulation, but no properly organized national, let alone international, sales network comparable with that of Roger ever developed. Examples of Italian editions of musical works from the 16th to the 18th century abound in north European libraries, but these are rarely 'exported' copies; they were bought at source by visitors to Italy. 

Music was published either for reasons of prestige -- in which case it represented, so to speak, a long-term investment by the composer -- or because it belonged to a popular genre and medium guaranteeing that the volume of sales would bring unit costs down to or below those of handwritten copies. In the early 17th century, when Venice was the dominant centre of music printing in Italy, sacred and secular vocal music in four or five parts formed the core of the repertory; in the late 17th century, when Bologna joined and soon overtook Venice, the focus of attention switched to instrumental music: sonatas and the incipient concerto. In the first decade of the 18th century the spectacular rise of Amsterdam and London, where music printed 

in Italy could expect to be 'pirated' within a few years and then sold to a far wider (in all senses) music-buying public, caused a very severe contraction in Italian music publishing, from which it did not recover until the next century. We know from the prefaces of works published in Rome during this critical period by the minor but by no means negligible violinist-composer Giuseppe Valentini that having one's music printed could be prohibitively expensive; in fact, Valentini supplies whole lists of works of his awaiting publication if only a Maecenas will provide the necessary subvention. Although we do not yet know the details of composers' contracts with their publishers in Amsterdam and elsewhere beyond the Alps, it is clear that publication entailed no great expense to them -- perhaps rather the reverse -- since dedications are so often absent. In 1711 Vivaldi, who had previously entrusted his works to first one ( Sala) and then another ( Bortoli) local printer, sent his third opus, L'estro armonico, directly to Roger in Amsterdam, pointedly disparaging the Italian publishers in his foreword; en masse, other Italian composers followed his lead, setting in motion a vicious spiral. One unintended consequence of this new direct relationship between Italian composers of instrumental music and transalpine publishers was that the former came, gradually, to shape their style according to the dictates of northern rather than indigenous taste; in contrast, vocal music, which was rarely published at that time, preserved its specifically Italian character. When the ascendancy of German music became confirmed later in the century, Italian instrumental music found itself without a 'home base' to which it could retreat for recuperation, whereas Italian vocal music continued much as before. 
Two further, mutually related factors worked against the success of music publishing in late-Baroque Italy: the highly developed music-copying industry and the ephemerality of public taste. Some words of Burney sum up the situation as it had already existed for several decades before 1771: 'The art of engraving music there [ Venice] seems to be utterly lost, as I was not able to find a single work printed in the manner we print music in England. [. . .] Musical compositions are so shortlived in Italy, such is the rage for novelty, that for the few copies wanted, it is not worth while to be at the expence of engraving, and of the rolling-press. Indeed there, as in Turkey, the business of a transcriber furnishes employment for so many people, that it is cruel to wish to rob them of it, especially as that trade seems more brisk and profitable than any other.' 3 
Music copying benefited from the fact that Italy had pioneered the manufacture of music manuscript paper as understood today. In Venice we find, from around 1700 or earlier, special music paper on which, by means of a combination rastrum ( Paul Everett's term for a fixed assembly of multi-nibbed instruments (rastra) capable of drawing several staves at a time), 10, 12 or more stave-lines have been ruled four times on each side of an extra-large sheet of thick paper, which, folded twice and cut, yields a quire of four leaves. In Rome and Bologna we find a similar system in use, except that there the staves are ruled after the folding and cutting. The fact that manuscript paper was acquired by composers in ready-made form sometimes influenced the scoring of the music in a way that underlines how heavily conditioned by practical considerations the world of 18th-century music could become. In the popular 10-stave paper, for example, there was an incentive to limit the number of staves used to five so that two systems could be fitted in on every page; hence the high incidence of arias in which the staff occupied by the viola in the instrumental ritornellos is elsewhere taken over by the voice, causing the viola 
to drop out, or of double concertos for violin in which the second soloist appropriates the staff belonging to the orchestral first violins. 

Copyists frequently worked in collectives ('copying shops'), dividing the work of writing out the parts or score of a single composition between several hands. As Burney says, they were well paid, earning about 15 soldi (fourpence) per completed quire. They were the indispensable intermediaries between Italian composers and foreign visitors; many an anthology of cantatas or operatic arias taken back to England must owe its choice of works to the recommendation (and privileged access to music) of copyists. 

Charles Jennens's description of Italy as 'the Land of Musick' -- intentionally ironical, since he was only too aware of its symptoms of decline at the time of writing ( 1739) -- gives one image of Italy in foreign eyes that remained constant during the 150 years from Monteverdi to Galuppi. In a purely quantitative sense it was indisputably true; the social 'investment' in music was higher in Italy than anywhere else, though one must remember that in the second half of the period, through tourism and the emigration of musicians, the 'dividends' were increasingly exported. It has often been suggested that the continued flourishing of Italian music amid conditions of economic decline and political instability was a case of 'far bella figura' in the spirit of an ageing beauty applying an ever greater quantity of cosmetics. In reality, the causes of Italian backwardness were the same as those of its pre-eminence in music: the persistence of feudal social relations. It was the 'done thing' for the nobility to endow churches, patronize the opera and give direct employment to musicians, thus providing the economic sustenance for music's cultivation. In an interesting passage referring to the year 1735 Goldoni comments that dedications (of librettos, but the point must surely be equally valid for music) 'had declined from the good fortune they had enjoyed in former times': 4 fewer persons of quality wished to play Maecenas. So we end the Baroque period in Italy not only at the point where sonata form is introduced or where the hegemony of instrumental music dominated by Germans begins, but also at the point where the old, aristocratic order begins to disintegrate while the new, bourgeois order is still far from consolidation. 

Michael Talbot
University of Liverpool 

France 
Paris and its Environs 
The Baroque era of French music spans the reigns of four Bourbon kings -- Henri IV, Louis XIII, Louis XIV and Louis XV -- and three regents -- Maria de' Medici, Anne of Austria and Philippe of Orleans. Almost all the surviving music was composed to meet the needs of court and aristocratic life, which reached its zenith during the reign of Louis XIV ( 1661-1715). The royal spectacles -- entertainments combining poetry or drama, vocal music, dance, processions, costumes and scenic effects created by unseen (if noisy) machinery and dazzling fireworks -- encapsulate the extravagance and self-consciousness of the French court and the desire of Louis XIV in particular to impress the world. 1 
The palaces, the manners and the language of the Ancien Régime, so assiduously cultivated at the academy of Jean-Antoine de Baïf at the end of the 16th century and in the salons of the femmes savantes (or pricieuses, as they were also known) in the 17th, were aped by other European courts as far away as Stockholm, Berlin, Dresden and Turin well into the 18th century. But full productions of French operas were rarely mounted outside Paris and the royal châteaux, among which Versailles was pre-eminent. In general, the French kings encouraged their subjects to cultivate a national style, while the regents and their ministers (several of whom were foreign-born) actively sought the invigoration of outside influences, and in particular that of Italian art and music. 

During much of the century, this tension was to prove alternately stifling and creative as artistic freedom was first encouraged and then curtailed. The long shadow of Jean-Baptiste Lully, the Italian-born architect of French music at the court of Louis XIV and, by his manipulations, the sole composer and entrepreneur of opera in Paris during most of the 1670s and 80s, continued to hang over the next generation of French composers and almost as many writers on aesthetics. Louis XIV's revocation of the Edict of Nantes in 1685 drove thousands of Protestant merchants and skilled craftsmen into exile, seriously destabilizing the French economy, which was already compromised by war debts and corrupt tax laws. Had it not been for the earlier efforts of Louis XIV's brilliant minister of finance Jean-Baptiste Colbert to centralize in Paris all the agencies of French society, the great flowering of literature, music, architecture and fine arts might never have taken place, nor the emblems of French wealth and culture conveyed to the rest of Europe. 

Cardinal Richelieu established the Académie Française in 1635 and the Académic Royale de Peinture et de Sculpture in 1648. Under Colbert, five more were founded: the Académie Royale de Danse ( 1661), the Académie des Inscriptions, Médailles et Belles-Lettres ( 1663), the Académic des Sciences ( 1666), the Académie Royale de Musique ( 1669) and, finally, the Académie Royale d'Architecture ( 1671). The charisma of Louis XIV, the splendour of Versailles and the might of the French army eased the task of the corps of French diplomats negotiating alliances, treaties and marriages in what was essentially a protracted struggle for the domination of 

Europe between the Bourbons and their Austrian cousins, the Habsburgs, throughout the 17th century and well into the 18th. 

The French fondness for spectacles extended to all segments of the population. Before the first Versailles era ( 1683-1715) Paris had been the royal showcase for ballets de cour, comédie-ballets and tragédies lyriques. As early as the 1620s Louis XIII had ballets performed at the Hôtel de Ville for the pleasure of ordinary Parisians. But even from the time of Henri IV ballets had served as a useful means of glorifying the monarch, who was represented by mythological and allegorical characters as an enlightened and benevolent peacemaker. By using art as propaganda, the Bourbon kings became legendary in their own time, while their subjects happily basked in the reflected glory. 

Ballets de cour 2 -- made up of a loose series of solo airs, recited verses, danced entrées and a grand ballet performed by the king and several dozen nobles -- were regularly performed in the huge hall of the Petit Bourbon, the Louvre and the Palais Royal. The three Louis each danced principal roles in their day. In 1617 Louis XIII danced the role of the fire demon in the Ballet d'Armide, a work requiring the services of 64 singers, 28 strings and 14 lutes. In anticipation of the 1660 celebrations of the marriage of Louis XIV to the Spanish Infanta, work began on the Salle des Machines in the Tuileries palace; but building delays meant that it was not inaugurated until 1663, when the performances of Cavalli's wedding opera Ercole amante (with Louis XIV dancing the role of the sun in Lully's entries) finally took place. As late as 1720 Louis XV appeared there in Lalande Lesfolies de Cardenio, when the hall reopened following its refurbishment. 
Midway through the 1640s the Roman Cardinal Barberini and his entourage sought asylum at the French court. Cardinal Mazarin, the regent's chief minister and an old friend of the Barberinis, eagerly welcomed them, along with their entourage that included musicians such as the soprano Leonora Baroni and the castrato Atto Melani. Barberini's secretary, the librettist Francesco Buti, took charge of the musicians and was responsible for organizing performances of Italian opera and recruiting the designer and machinist Giacomo Torelli, as well as a cast of distinguished singers and the composer Luigi Rossi himself, who in 1647 set Buti's text for the opera Orfeo. It was performed at the Palais Royal, in Italian -- though with a French prologue and ballets interleaved. 
The Princes of the Blood, who greatly resented the powerful Cardinal Mazarin, seized upon the opportunity to ridicule him which was offered by the unprecedented expense of an opera production in a foreign language few understood and sung in freakish tones by castratos. Mazarinades (satirical songs about the chief minister) were circulated, and the queen was criticized for her part in the patronage of the Italians. When the princes briefly rose to greater power in 1648, they jailed many Italians who had lacked the foresight to flee; compelled to resort to Frenchmen for his theatrical entertainments, Mazarin cunningly subverted them for the purpose of securing the throne for Louis XIV. With his support, Pierre Corneille collaborated with Charles Dassoucy at the Théâtre du Marais on Andromède ( 1650), a tragédie avec machines, in which the Sun was implored in the prologue to halt his progress across the sky in order to pay homage to the King of France. 
Meanwhile, the poet Isaac de Benserade was being commissioned to create ballets for the annual Carnival revels; his verses were elegant, topical and predictably monarchist. Lully became his principal collaborator, not merely as the composer 
but also as a dancer. Louis XIV took six roles, including that of Apollo, the Sun God, in the 1651 Ballet du Roy des Festes de Bacchus. The image of the Sun, signalling the dawn of a golden era, was chosen for Louis XIV before his birth. In 1663 the sun was proclaimed his official emblem by the Académie des Inscriptions et Belles-Lettres; later, Versailles and, indeed, all the royal châteaux were made resplendent with golden images of the sun and Apollo. Each of the academies, including the Académie Royale de Musique, contributed in their own way to the royal allegory. Apollo was, after all, also the god of music and thus imbued with the harmony of the cosmos, as well as the ruler of the planets and the sun itself. 

When in 1652 Mazarin resumed his governorship of the regency, he immediately reinstated the foreign singers under Buti in his cabinet italien and embarked on plans for the production of a new Italian opera, by Carlo Caproli. Le nozze di Peleo e di Teti (text by Buti) was performed with a ballet whose intermèdes were interleaved between the acts. The king again took six roles; Torelli created machines that sent a chariot across the sky and a mechanical eagle to transport Jupiter. But this particular kind of marriage of French and Italian genres only just survived Mazarin, who died in 1661. The ill-fated Ercole amante was his last venture. Here he invoked the collaboration of Cavalli, Lully and the machinist Gaspare Vigarani; when the day came and the theatre was not yet complete, Cavalli Xerse was hurriedly mounted in its place, replete with a French overture, a monarchist prologue and 20 spectacular ballet entries by Lully. When Ercole amante was finally presented, the court journalist Loret devoted 200 lines to Lully's ballet and only four to Cavalli's opera, which lasted six hours. 

Louis XIV learnt early and well the efficacy of absolutism. At home he exercised control through an elaborate code of etiquette and an extensive bureaucracy which left no one in doubt as to his place. Having been exiled from Paris as a child during the Fronde, he retained little affection for the city, pausing there only during Carnival each year. He much preferred his country châteaux at Fontainebleau, Versailles, Marly, Saint Germain and Chantilly. As a result, several thousand people -- nobles, personal servants, musicians, military and maintenance personnel -were obliged to accompany him on an annual circuit. The châteaux were the scene of sumptuous feasts, theatricals and ballets de cour, masked balls, indoor and outdoor concerts, fireworks and water displays, each requiring appropriate music. Card playing and gambling, intrigue and romance were counterbalanced by daily attendance at Mass, where, by the king's command, music was sung and played -- in contravention of the restrictions on its use in Catholic services laid down by the Council of Trent a century earlier and more recently by the Archbishop of Paris ( 1662). In 1669, eight years after ascending the throne, Louis XIV decided to convert his father's hunting-lodge at Versailles into a palace of unprecedented magnificence; 13 years later, in 1682, the court finally moved there. 

The musiciens du rot were only one of many groups of skilled servants at Versailles. They each held one or more positions in the music of the chapel, chamber and stable (Écurie), a system inherited from the reign of Louis XIII and greatly augmented in that of Louis XIV. 3 Positions were bought and sold, though most often they were inherited. Ordinaires, as they were known, were recruited from the lower-middle class Parisian families of musicians belonging to the Confrérie de St Julien-des-Ménestriers. Their salaries depended upon rank, tenure and, in some cases, the instrument they played; those attached to the chamber were paid the 

most. They divided their time according to three-month semesters, commuting between Versailles and Paris, where they performed, composed and taught the daughters of the aristocracy (and, during the course of the period, the rich bourgeoisie) -- from whom they gained assistance in publishing their music, in part to enhance their positions at court. 

The musicians of the chapel included lay and ecclesiastical singers, organists, a string band and a cornettist; for special services their number was augmented by the voices of women (most often wives and daughters of the ordinaires) and, notably, Italian castratos, as well as further instruments from the chamber and Écurie. The chamber and large ensemble motets were the backbone of these services, as they were later to be in Paris at the Concert Spirituel. The king preferred Low Mass to the more formal and regulated High Mass so that he could be assured of hearing one grand and two petits motets, which he favoured over settings of the Ordinary. 

The grand motet 4 is a peculiarly French music invention -- a sacred counterpart of spectacle -- employing a Latin liturgical text (studded with double entendres paralleling the King with God), vocal soloists (the petit choeur), a chorus (the grand choeur) and an orchestra in a series of contrasting movements; such works were performed to best advantage on special occasions such as the celebrations of military and naval victories (real or idealized), royal births, marriages and deaths. Although Lully contributed many fine examples, such as the Miserere mei Deus of 1664, to the grand motet repertory and François Couperin to the petit motet, it was MichelRichard de Lalande, in his capacity as the longest-serving surintendant of the chapel music at Versailles, who provided most. The beauty of Lalande Beati omnes ( 1698) is said to have reduced the entire court to tears at the ceremonial departure in 1700 of the Duke of Anjou ( Louis XIV's grandson) for Spain, where he was to be crowned king. 

At first the musicians of the chamber were limited to lute, viol and harpsichord players; later they included violinists of the Petits Violons, flautists and the like. Among them were such men as Robert de Visée, Marin Marais and François Couperin, Jean-Féry Rebel and Michel de La Barre (see Plate 6); women instrumentalists such as Couperin's harpsichordist daughter Marguerite-Antoinette, and the viol player Marie-Anne Ursule de Caix, were appointed to the chamber only in the 1730s. The chamber musicians were expected to perform at the king's levée, at mealtimes, in private entertainments in the king's rooms (and those of Mme de Maintenon, whom he secretly wed in 1683 after the death of the queen), at the couchie and on the thrice-weekly jours d'appartement, when the king made his rooms available to the court for a buffet supper, a concert, card playing, billiards and dancing. The Vingt-quatre Violons du Roi, attached to the chamber, performed on feast days, for royal ballets and celebrations of state. 

The musicians of the Écurie -- brass, woodwind and percussionists (among them the great musical dynasties of Hotteterres and Philidors) -- performed on occasions associated with military and outdoor pageantry: parades, fêtes, hunts and for ceremonies to greet visiting dignitaries, as well as on the battlefields, on barges in the Versailles canal, with the Vingt-quatre Violons at coronations and funerals, and at a measured distance from Louis XIV when he took the air in the chiteau gardens. 

Jean-Baptiste Lully occupied a unique position in the affections of the king. His subsequent collaboration with Molière during the 1660s was calculated to please His Majesty greatly, although Molière's trenchant satire often hit rather too close 
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Jean-Baptiste Lully occupied a unique position in the affections of the king. His subsequent collaboration with Molière during the 1660s was calculated to please His Majesty greatly, although Molière's trenchant satire often hit rather too close 

to home. Together 'the two Baptistes' produced comedies with musical intermèdes -among them Le mariage forcé ( 1664) and Monsieur de Pourceaugnac ( 1669) -- at the Palais Royal theatre and at the royal châteaux. Lully's intermèdes were in effect miniature operas and in the course of the collaboration they gradually outgrew the plays. When in February 1670 Louis XIV danced in public for the last time in a performance of the comédie-ballet Les amants magnifiques, the time was ripe for Lully to produce a fully-fledged French opera. 
The inevitable rupture with Molière came in 1672, when Lully succeeded in buying the bankrupt Pierre Perrin's share of the royal privilège for the new Académie Royale de Musique -- whose personnel included an orchestra, singers (many of them members of the musiques de cour), dancers, conductors and répétiteurs, stage designers and machinists, tailors and the like. Having perceived that public opinion was also swinging in favour of sung drama, Lully was determined to capitalize on the modest if promising success of the previous administrators. Molière was ruined by Lully's ambition and, although he entered upon a promising partnership with the outstandingly gifted Marc-Antoine Charpentier, he died soon after, in 1673. Comédieballet, which had always been controversial, was eclipsed (some would say suffocated) by the new, entirely sung, blatantly panegyric and allegorical dramas which it had nurtured. When Molière died Lully was quick to appropriate the theatre at the Palais Royal for his own productions. 
He now chose to collaborate with the librettist Philippe Quinault. Between 1673 and 1686 they produced 12 tragédies lyriques, each consisting of a prologue and five acts, of which Alceste ( 1674; see Plate 4), Atys ( 1676) and Armide ( 1686) are the best known. Lully expanded the elements of his intermèdes -- recitative, airs, duos, choruses and instrumental music (some of which was for dancing) -- adding programmatic effects and a passacaille near the end. In these operas the art of infusing musical entertainment with royal symbolism and political propaganda reached its apex. The prologues were, in effect, allegorical newsreels in which events of the realm were interpreted favourably, and the heroes of both operas and prologues were always assumed to be refracted images of the king. Lully and Quinault only once miscalculated: the jealous and spiteful Juno of Isis ( 1677) was widely interpreted as an unflattering portrayal of the king's mistress, Mme de Montespan. Quinault, Lully's scapegoat, was obliged to retire for a season, as a popular song of the day made clear. 
Lully enjoyed an unusual degree of intimacy with the king (after Lully's death Lalande was similarly marked out). It was a measure of the king's regard that he was able to turn a blind eye to Lully's bisexuality -- an exception that he also reluctantly made for his own brother, Monsieur (who was after all the father of the future regent, the Duke of Orleans), sharply at odds with the king's own personal law which he imposed upon his courtiers. Following Lully's acquisition of the Académie Royale de Musique, he was granted further privileges that amounted to a virtual monopoly of musical entertainment in Paris. With his astute investments and business acumen, Lully grew wealthy on the revenues of his posts, the box office proceeds and the royalties arising from his monopoly. Lully's success was ultimately to the detriment of French music. He brooked no competition, be it French or foreign. Only a few Italian composers, pre-eminent among them Paolo Lorenzani (whom Louis XIV appointed maitre de musique to the queen and sent back to Italy to recruit castratos for the chapel), attempted to 
establish themselves in Paris during the Lullian epoch. However, a number of Italians, including Vincenzo Albrici and Agostino Steffani, and Germans -- among them Georg Muffat, J. S. Kusser, J. P. Förtsch, R. I. Mayr and J. C. F. Fischer -came to study and experience Lully's music at first hand. Such a French composer as Charpentier, who had studied in Italy, suffered seemingly unjustified discrimination. No one other than Lully was allowed to produce tragidies lyriques in public, unless they had been commissioned by the Jesuits as sacred Lenten fare: 'useful exercise and dignified diversion', as was the case with Charpentier David et Jonathas ( 1688), a work which the Mercure nevertheless had no hesitation in describing as an opera. Discouraged by the general lack of opportunity, composers channelled their creativity into sacred and chamber music genres. 

Ironically, shortly after the court moved to Versailles in 1683, the reign of the Sun King began its evening. In the 1680s Louis XIV lost both his trusted minister Colbert and his Machiavellian surintendant de musique, Lully. The cost of fitting out the château and city of Versailles had in itself been astronomic and would continue for decades to come. Then there was the disastrous series of military defeats, two famines ( 1693-4 and 1709-10) and the continuing domestic tensions between factions of the Catholic Church (the Roman Jesuits versus the Gallic Jansenists) which the sacrifice of the Huguenots in 1685 failed to stem. The neglect of the nation's agriculture, the shortcomings of the policies of absolutism -- and its reliance upon a social hierarchy in which the well born played little or no responsible role -were becoming painfully evident, with no solutions in sight. It was this same state of affairs, a century later, that was to precipitate the Revolution. 

For a time the grandiose spectacles continued, in part to hide the awful truth from the rest of Europe. Colbert had stressed that it was especially important to cultivate the arts in time of war. So, in the years following Lully's tragic accident in 1687, the Académie (now under his son-in-law's direction) presented regular revivals of his operas, as well as dozens of works by his French assistants -- Pascal Collasse, Henry Desmarets, Jean François Lalouette and Marin Marais -- and several rising stars, among them André Campra, Michel Pignolet de Montéclair and AndréCardinal Destouches, though none before Jean-Philippe Rameau truly captured the enthusiasm of French audiences. 

But as the king grew older and more reliant upon the pious Mme de Maintenon, he gradually stopped bothering to keep up the pace and the pretence. By 1704 he no longer attended public performances, preferring instead the intimacy of the concerts and comedies organized by Mme de Maintenon in her roams. In 1711 he lost his son, the Grand Dauphin (a keen opera lover and italophile), and in the following year his grandson and eldest great-grandson in the measles epidemic that ravaged Paris and the court. He died on 1 September 1715, having outlived many of the policies undertaken during his 54-year reign. 

Meanwhile, in Paris there had always been a core of aristocrats -- rich, cosmopolitan and less in awe of the king and his maitre de musique -- who imported foreign music and musicians to perform in the fashionable salons of their hôtels. During the first two regencies, Cardinals Richelieu (at the behest of Maria de' Medici) and Mazarin ( Anne of Austria's trusted minister) had actively encouraged Italian musicians to come to Paris; Mazarin's fondness for Italian opera led him to be improvident in his importations, something the Frondeurs, a faction of the Princes of the Blood and other members of the aristocracy, particularly resented. Louis 

XIV's cousin, the Duchess of Guise (whose family had sided with the Frondeurs and was therefore not welcome at court), was herself an ardent italophile. At her home in the Marais district Charpentier -- who had spent three years in the mid 1660s studying in Rome, probably with Carissimi -- composed and performed during the 1670s and 80s some of the earliest French oratorios, cantatas and an ensemble sonata in which French and Italian styles are deliberately juxtaposed. 

The eager Parisbourgeoisie, parodied by Molière with his Monsieur Jourdan (in Le bourgeois gentilhomme, 1670), sought to emulate the upper classes by hiring musicians to play and teach in their homes. Clerics, like Claude Nicaise of the Dijon Sainte Chapelle, René Ouvrard of the Paris Sainte Chapelle, Abbé Matthieu of the Paris quartier St André-des-Arts and the provincial lexicographer-cleric SVbastien de Brossard, collected, copied and circulated early French essays in the Italian genres as well as manuscripts and prints of Italian music by Cavalli, Carissimi, Legrenzi, Stradella and others. Around the turn of the century, prominent musicians such as the harpsichordists François Couperin, Louis-Nicolas Clérambault and Elisabeth-Claude Jacquet de la Guerre held regular gatherings in their homes to perform the latest French sonatas and cantatas, from manuscript parts. 
As the cultural life of the court faded, the musical events in Paris drew many of the younger generation, not least of them the dauphin, his half-sister the Princess of Conti and their cousin the Duke of Orléans -- once the pupil of Charpentier and later regent during the minority of his great-nephew Louis XV ( 1715-21). In July 1714 the Duchess of Maine (who was out of favour at Versailles) inaugurated a series of entertainments for the younger courtiers at her chiteau known as the 'Grandes Nuits de Sceaux'. Her maître de musique, Jean-Joseph Mouret, was responsible for the musical portions of the evenings and provided among other things the first French lyric comedy, Le mariage de Ragonde et de Colin ( 1714), which predated Rameau's better known Platée by 30 years. Although the last of these soirées took place in May 1715, they signalled the beginning of a new, less formal era of music in French society. 5 
During the regency of the Duke of Orleans the Tuileries palace became the official residence of the court and the Palais Royal that of the regent, who preferred to maintain a separate household and his own staff of musicians, under Charles-Hubert Gervais -- many of them Italian -- in addition to the regular musiques de cour. Philippe had never been cultivated by Louis XIV, who distrusted all Princes of the Blood other than his own heirs, and though the duke remained loyal to the boy king (the future Louis XV) he nevertheless used his temporary position of power to loosen many of the absolutist policies of his uncle's long reign. Court decorum was relaxed, and the princes were given a trial voice in government, which they quickly proved unfit to exercise. He had hoped to reform the nation's tax structure through the dîme royale and to institute private banking, but failed in both. Where Louis XIV had trod a careful path between the rival Catholic factions, the duke inclined towards Jansenism. 
It was at least a period of relative international calm, a balance of European power having finally been achieved with the Treaty of Utrecht ( 1713-15). The doors were flung open to foreign influences and, in contrast to the grandeur and ostentation of the royal spectacles of the previous reign, the Paris town houses of the Princess of Conti, the Prince of Carignan (from 1730 director of the Opéra), the financier Pierre Crozat and, later, the fermier général Alexandre-Jean-Joseph le Riche de la 
Pouplinière became the venues for intimate concerts of sonatas and cantatas and, eventually, symphonies. 

Musical entertainment had already come within the reach of the bourgeois class. Now more than ever before musicians were being employed to teach children to play, sing and compose, bringing about a boom in composition and music publishing. After the many engraved prints produced by the Bonnartatelier during the late 17th century, portraying young aristocrats performing music in courtly settings, there came the paintings of Antoine Watteau, which took music-making out of doors. 6 In order to induct Watteau into the Académie Royale de Peinture et de Sculpture, a new subject category, the fête galante, had to be formulated; musical analogues soon followed, notably the immensely popular opvra-ballet of André Campra , L' Europe galante ( 1697), reflecting in its title -- not to say its more cosmopolitan musical style -- the decentralization of music that was taking place during the regency. So although the forces of absolutism were to be regrouped under Louis XV, that which had been undone in large part would remain so. 

When Louis XV and the court returned to Versailles in 1725, the cultural life of Paris continued undiminished. The king had only the most passing interest in music and the arts, although his wife, the Polish princess Marie Leszczynska, was a music lover and italophile, his daughters were all accomplished musicians and his mistress, Mme de Pompadour, would later skilfully and energetically pursue both music and the decorative arts. The queen only rarely ventured to Paris (the first occasion was in 1728, three years after her marriage) and in 1735 directed her maître de musique, Destouches (by that time also musical director of the Académie Royale de Musique), to arrange private 'concerts chez la reine' at Versailles and Marly of programmes recently performed in Paris, in particular at the Concert Spirituel. 

The Concert Spirituel 7 was organized in 1725 by Anne Danican Philidor, a son of the royal music librarian, to present regular subscription concerts for the public at the Tuileries palace which were announced in the Mercure. The singers and orchestra of the Académie Royale de Musique performed in these concerts during Lent and at other times of year when opera was suspended. Much the most successful series of its day, the Concert Spirituel continued at the Salle des Suisses in the Tuileries palace under Mouret ( 1728-33), François Rebel ( 1734-48) and others until 1790. The Concert Italien ( 1726) and the Concert Français ( 1727-30) were short-lived. Two Lalande motets and Corelli's Christmas Concerto were performed at the first concert, in March 1725. Grands motets ( Lalande's especially), virtuoso violin sonatas and concertos were recurring items on the programmes. From the beginning the Concert Spirituel served as a forum for solo violinists such as JeanBaptiste Anet and the Savoyard Jean-Pierre Guignon. In 1728 the brilliant Italiantrained virtuoso Jean-Marie Leclair l'aîné made his début. Many foreign virtuosos such as the Turin violinist (and Leclair's mentor) G. B. Somis ( 1733) made the Concert Spirituel part of their European tours. 
But it should not be assumed that Italian music was favoured by the Parisian public at the expense of their own native art. Taste in music simply grew to accommodate them both, out of which developed what Couperinle Grand called 'les goûts-réünis'. In the late 1690s Sébastien de Brossard was already working on a dictionary which would interpret and frenchify Italian musical terms. 8 Early French essays in the trio sonata genre by Jacquet de La Guerre, Jean-Féry Rebel, Couperin and Clérambault largely remained in manuscript, though Rebel and 
Couperin did eventually publish theirs. The publication in Paris of violin sonatas by Italian expatriates Michele Mascitti (from 1704) and G. A. Piani ( 1712.), along with those of Corelli's OP. 5 ( 1708), encouraged young composer-violinists such as François Duval, J.-F. Dandrieu, J.-B. Senaillé and Louis Francoeur to bring out their own solo collections. But the relevance of distinguishing between French and Italian styles of playing is evident as late as 1738, when Michel Corrette published L'école d'Orphée. French essays in the cantata genre by J.-B. Morin, J.-B. Stuck, Jacquet de La Guerre, Campra, Montéclair and Clérambault followed close behind. Clérambault Orphée, which appeared in his first collection of cantatas ( 1710), was the most popular of its kind and epitomized the French cantata. 
Even before the turn of the century, music engraving and publishing had begun to flower in Paris. 9 Undaunted by the Ballard monopolies on the printing of operas performed by the Académie, grands motets, and collections (known as recuells) of airs de cour, music ateliers and shops such as that of Henry Foucault ('à la Règle d'or' from 1692) sprang up, often run by musicians and their wives, selling solo and chamber music in bound volumes or en blanc -- composers had short runs of their music printed, a page or a group of pages at a time, replenishing the shop stock with amended versions (this accounts for the differences between one surviving copy and another). With the rise in private musical establishments and, during the Regency, two official royal retinues of musicians, a lively competition for patrons and aristocratic pupils was inevitable. Method books for singing and playing the viol, violin and harpsichord proliferated, along with music for amateurs as well as virtuosos. The engraved dates of publication, lists of sellers and dedications on the title pages effectively document this phenomenon, as do the names of the pièces de caractère contained within each collection. Composers seeking a wider market had their works published or reprinted by the enterprising Amsterdam firm of Estienne Roger and Michel-Charles Le Cène. 
The vitality of Parisian musical life proved a magnet to foreign royalty, ambassadors, artists and musicians. The exiled Elector of Bavaria, who for a time in the 1690s had been the governor of the South Netherlands, maintained close connections with the Paris-Versailles musical establishment, which he drew upon for performances of Lully operas and private entertainments during the years 1704-6, which were in fact subsidized by Louis XIV. G. P. Telemann ( 1707 and 1738) and J. J. Quantz ( 1726) -- to name but two prominent German musicians of the era -visited Paris and were greatly influenced by their first-hand exposure to the French style. 
In 1702 François Raguenet and Jean Laurent Le Cerf de La Viéville (both from Rouen) entered into a famous debate on the strengths and weaknesses of the French and Italian musical styles 10 which in turn initiated a varied series of articles and books on the aesthetic implications. During the regency of Philippe d'Orléans, in 1715, the Opéra-Comique was created in the Foire St Laurent, offering largely satirical entertainment, while both the Nouveau Théâtre Italien at the Palais Royal, with Mouret as their composer ( 1717-38), and the Comédie-Italienne, at the Hôtel de Bourgogne (after a 20-year absence), opened the following year. The Académie continued its seasons of Lully revivals, tragidies lyriques and opéra-ballets with mixed success, and was taken over by the City of Paris in 1749. 
During the 1690s Theobaldo di Gatti was the only foreign composer to have a musical dramatic work ( Coronis, 1691) performed by the Académie, and then 
probably only because of the patronage of the Princess of Conti. New tragédies lyriques by French composers hardly fared better, however magnificent their music. Charpentier's magnificent Médée ( 1693; text by Thomas Corneille) and the operas of Desmarets, Jacquet de La Guerre, Marais, Gervais and Louis de la Coste all suffered by their close proximity to the Lullian era. 

As maître de musique at Notre Dame, André Campra was wary enough to have his opéra-ballet L'Europe galante (text by La Motte) presented anonymously in 1697, although he could count upon the powerful backing of the Duke of Orléans. In the event, it created a sensation. His Le carnaval de Venise (text by Regnard), with an Italian-texted fourth act and a final ballet, followed in 1699; thus assured of success, he abandoned his post at Notre Dame to devote himself to dramatic music. But when he tried his hand at tragédies lyriques they were never as popular as the opéraballets, with the exception of Tancrède (text by Danchet), which he wrote as a vehicle for Mlle Maupin in 1702. 

The Académie continued to present both tragedies and lighter comic and balletic forms. J.-F. Salomon's tragedy Médée et Jason (text by S.-J. Pellegrin and La Roque ) and T.-L. Bourgeois' opéra-ballet, Les amours déguisés (text by Fuzelier), both from 1713, and Mouret's opéra-ballet cum comédie lyrique, Les festes ou Le triomphe de Thalie ( 1714; text by La Font), stand out. While the works of Campra and Destouches dominated the new productions, many new composers -- among them the flautist Michel de La Barre, François Bouvard, J.-B. Stuck and J.-B. Matho -- were also getting their works performed. Lalande composed dramatic and balletic works for Fontainebleau, eschewing the Parisian public at the Palais Royal, while Clérambault and Couperin appear to have abstained altogether. 11 
Controversy surrounded the first performances of Montéclair's innovative sacred tragedy, Jéphté (text by S.-J. Pellegrin), in 1732. First the temperamental soprano Catherine Nicole Le Maure sang only on the threat of imprisonment -- and then so badly that on the opening night the audience hissed her off the stage. Then the Archbishop of Paris, Cardinal de Noailles, temporarily stopped the performances because of the biblical subject. In spite and because of the brouhaha, Jéphté was a tremendous success; Montéclair's orchestration and spatial effects were highly original and must have impressed Rameau, with whom Montéclair had carried on a dialogue in the pages of the Mercure ( 1729-30). 

It was Rameau's superbly conceived Hippolyte et Aricie ( 1733; text by S.-J. Pellegrin ) that ushered in a new era of French dramatic music, distracting many writers -- notably Jean-Jacques Rousseau with his highly critical Dissertation sur la musique moderne ( 1743) -- from their concerns with national styles to those existing within the French tradition, in particular those of Lully and Rameau. Rameau was 50 years old when he composed Hippolyte et Aricie, having perfected his craft in galant chamber music genres like the cantata, the petit motet and the sonata (though none seems to have survived). Before select audiences in Parisian drawing rooms, Rameau assimilated the da capo aria and ariette and the use of concertante instruments in even more idiomatic and colourful ways, so that Hippolyte et Aricie embodies the fruits of these experiments: cosmopolitan in style and in keeping with a progressive concept of 'les goûts-réünis'. 
The threads of the old 'style classique' and the new Rococo styles were thus spun out and interwoven in a rich musical fabric appropriate to an urbane, lighthearted segment of society (see Plate 5), oblivious to the social injustices already fomenting 
evolution. There were also those who were observing and taking stock. The creative vitality of the Grand Siècle had passed and was followed by an Alexandrian age of assessment and tributes. The achievements of the period were recorded by Voltaire in his Siècle de Louis XIV ( 1751). Évrard Titon du Tillet 12 proposed a vast monument, a 'French Parnassus', to honour French poets and musicians, and was the first to compile their biographies, while Couperin le Grand composed musical apotheoses to Lully ( 1725) and Corelli ( 1724), chronicling their hypothetical reception on Mount Parnassus. The literary and musical achievements of the Louis XV era are summarized in the writings of Louis d'Aquin de Château-Lyon. 13 
Northern Europe 
German Courts and Cities 
During the 17th and 18th centuries, the geographical area which comprised the German-speaking lands was extensive and disparate. Towns and cities on the Baltic coast which are now in the Soviet Union were once part of Protestant Germany (for example Kaliningrad, formerly Königsberg), as were cities as far south as Nuremberg and Stuttgart. Moreover, the influence of the German-speaking lands was of considerable importance in the Scandinavian countries, where German Lutheranism was firmly established. At the end of the Middle Ages, the German-speaking lands were a group of autonomous states, each with its own ruler, with no single focus of political or cultural activity. However, the states were still loosely bound together by the Holy Roman Empire. Originally founded by Charlemagne to defend the cause of Christianity in the West, the empire had lost much of its relevance by the end of the Middle Ages, owing to the reduced threat from the Moors and the Turks. One important and distinctive feature of the empire which did remain was the presence throughout the German-speaking lands of imperial cities -- cities which were governed not by the local nobility but by the Holy Roman Emperor. However, since by the 17th century the emperor wielded negligible authority, these cities were effectively self-governed, a fact that added to the political complexity of Germany at this time. Unaffected by the prohibitive taxation inflicted by the nobility upon most towns and cities, trade in the imperial cities was able to flourish. Fortunehunters appeared from all over Europe, and some of the wealthier tradesmen were even in a position to lend money to the nobility. Life in Hamburg, for example, was dominated by financial matters to such an extent that one 17th-century prayerbook carried details of the stock exchange, and showed a picture of stockbrokers on its title page. The organist who was appointed to the Jakobikirche in 1720 was described by one contemporary journalist as being able to improvise more successfully with his money than with his fingers. However, despite their freedom from the nobility, the imperial towns were neither havens of democracy nor of capitalism; authority lay with a council of town officials whose presence was determined either by hereditary status or by wealth, and trade was restricted by the continuing strength of the medieval trade guilds. 

At the beginning of the 17th century, the German-speaking lands constituted one of the most prosperous regions of Europe. In the 16th century trade had been based on the metal industries, concentrated on the main imperial towns of the south-west such as Frankfurt and Nuremberg, but by the turn of the 17th century trading interests were moving towards agriculture and the linen industry, bringing about a significant increase in the prosperity of the eastern lands. Important links emerged between the Baltic ports (such as Danzig -- now the Polish city Gdańsk -- Rostock, Lübeck and Hamburg) and the major ports of southern Europe, particularly Venice, the northerners exchanging their grain and linen for the exotic products of the south, such as fruit and spices. The main trading route across land between north 

and south gravitated from Frankfurt and the Rhineland to the newly flourishing area of Leipzig and the river Elbe, with Hamburg at its mouth. Such trading connections form an important background to the close stylistic links between the music of Hamburg and Venice in the early 17th century: for example, between the polychoral style of composers such as Andrea and Giovanni Gabrieli and that of Michael Praetorius. 

In 1618, however, an uprising in Bohemia precipitated the Thirty Years War, a bitter conflict which threatened the trading activity of all the German-speaking lands. Many historians have attempted to piece together an accurate picture of the extent of the devastation caused by the war, some estimating that it took over a hundred years for the population to restore itself to its pre-war level, but even the most optimistic accounts indicate much hardship from sieges, massacres and plagues. During the course of the war the fate of the German lands fell increasingly into the hands of foreign powers. Denmark, Sweden and France each in turn proclaimed themselves the defenders of the north German Protestant lands against the advancing armies of the Catholic south, although the presence of foreign troops was treated with only guarded acceptance by the German people. At the conclusion of the conflict, France ensured the maintenance of the disunity of the German-speaking lands so that they would remain susceptible to French influence and even invasion. The Rhineland was thus a highly vulnerable region (one of the major factors in its decline as an important trading route), and it was only the collaboration of the other major European powers that prevented France from realizing her expansionist desires. The hardship endured by the German people during the Thirty Years War affected every aspect of German life, including music. The writings of the Dresden Kapellmeister Heinrich Schütz make frequent reference to the difficulties faced by musicians at this time. One notable musical feature of this period was the prominence of sacred works for a few voices and continuo, a reflection of the generally sparse forces available for music-making during the war. 

With a fortunate outcome at the Peace of Westphalia in 1648, and the demise of Sweden's influence south of the Baltic, the north-eastern state of Brandenburg became increasingly powerful during the second half of the century, aided by its expanding economy. On the acquisition of Prussia, the Elector of Brandenburg became the first King of Brandenburg-Prussia, and Berlin emerged as an important political and cultural centre. The third king, Frederick the Great, was not only the pivotal character behind what were arguably the two most significant developments in the history of 18th-century Germany -- the rise to a major European power of Brandenburg-Prussia, and the impact of the Enlightenment -- but was also one of Europe's most zealous and fascinating patrons of music. 

The German musician was faced with the possibility of employment in two very different environments -- a court, as an employee of the ruling nobleman, or a town or city, as an employee of the town council or the church. 

By comparison with other European courts, the German courts were exceptional in their cosmopolitan nature, being dominated by Italian and French culture. To the aspiring German noblemen Italy represented all that was enviable in terms of art, whilst the French court at Versailles provided the model for the style and manners of their courtly society. Foreign musicians had been welcomed at the German courts long before the 17th century, but with the improving fortunes of 

Italian music in the 16th century and the acknowledged supremacy of Italy in other forms of art, Italian musicians became the most popular. If Germans tended to fill the ranks of the instrumentalists at the courts, the Italians were in demand chiefly as singers, but they also held many of the top Kapellmeister posts. The principal reason for this was the fashion for opera, the genre that offered rulers the most complete artistic expression of their own power and influence. Since the duties of the Kapellmeister usually included responsibility for the music of the Italian operas performed at court, Italians were extremely eligible for such posts. Vast sums of money were spent on all aspects of operatic production, and rival rulers vied with each other to attract the best Italian musicians by offering large salaries. Antonio Sartorio, the Italian Kapellmeister at the court of Hanover, received a salary of 600 thalers in 1667, whilst his two German assistants received in the same year only 300 and 220 thalers. Even the Italian scribe at the Dresden court in 1680 received a higher income than the German organist. By the early 18th century, the situation had become ludicrous. The top salary awarded to a German musician at the Dresden court in 1717 was 1200 thalers, whereas the leading seven Italian musicians collected a combined total of 32,000 thalers, averaging over 4500 thalers each. At some places Italians were also employed as instrumentalists -- usually violinists. One such example is the violinist Giuseppe Torelli who worked at the court of Ansbach. Many courts experienced difficult relations between the Italian and German musicians. Dresden witnessed several disputes: in 1666 Christian Dedekind formed a group at the court specifically for German musicians, known as the Kleine deutsche Musik, but he eventually resigned; and Johann Heinichen's quarrel with some Italian singers led to an opera's being temporarily disbanded. The writer and musician Johann Mattheson complained that Italian musicians made all the money and then returned to Italy, and published in his Hamburg journal an anonymous letter from Berlin which deplored the customary blind adulation of foreigners at the expense of indigenous talent. 

The increasing importance of all aspects of French court life at the German courts from the middle of the 17th century was in part due to the outcome of the Thirty Years War, in which France had acted as the chief guarantor of the safety of the independent German states. It became common for young German noblemen to be sent to the French court in order to acquire its manners, dress and language, and some naturally gained a taste for its music. The Count of Promitz, having experienced such visits himself, commissioned Georg Philipp Telemann to compose overtures in the French style, and Duke Ernst Ludwig, resident at Darmstadt, himself composed a set of Douze suites et symphonies. Frenchmen were employed at the German courts mainly for comedy acting and dancing, but French musicians also found work there, often as part of an acting or dancing troupe, such as that engaged by the Dresden court in 1708, which comprised seven men and six women who mainly sang and danced, and four violinists. Probably the most successful Frenchman in Germany was the violinist Jean Baptiste Volumier, who was Konzertmeister in charge of dance music at the Berlin court in the 1690s and subsequently director of the court orchestra at Dresden. Whereas most German musicians who travelled abroad to study during the 17th century went to Italy (of whom the most famous was Heinrich Schütz), for some, France became an increasingly attractive alternative. Johann Kusser, who 'Worked at the Ansbach court and later at the Hamburg opera in the late 17th century, had formerly studied for six years with Jean-Baptiste Lully 

in Paris, calling himself Jean Cousser. Both Volumier and Kusser became particularly famous for introducing to Germany the high standard of orchestral playing at the French court. 

With the Italian dominance of opera and the vogue for things French, German musicians often faced considerable competition for their livelihood at the courts. However, all musicians were subject to the whims of their court employer, who could increase or cut back expenditure on music without a moment's notice. Music was just another aspect of court finance, although it was naturally of more importance to some patrons than others. Frederick the Great provides many examples of both the advantages and disadvantages of the system of courtly patronage. On the one hand, he avidly continued the work of Friedrich Wilhelm I in establishing Berlin as a major musical centre, to the point where it rivalled the longstanding supremacy of the Dresden court in musical excellence. He was also exceptional in his enthusiastic promotion of German composers, offering them unprecedented levels of pay. But against these positive features must be placed the disadvantage of the restricted nature of his musical outlook. The musical life of the Berlin court effectively stood still during the course of his reign, since he tolerated the music of only a handful of composers, in particular Carl Heinrich Graun, Johann Adolf Hasse and Johann Joachim Quantz. When Charles Burney visited the court in the 1770s he was astonished to find a musical style which was over 30 years out of date. Frederick considered French music worthless, and Italian music meaningless beyond its role as a harmless vehicle for the prowess of Italian singers. With regard to German singers he is credited with the remark that he would as soon expect to receive pleasure from the neighing of his horse. In this climate a musician seeking originality, such as C. P. E. Bach, had little future. By contrast with the enormous salaries offered to Graun and Quantz, Bach's income remained meagre throughout his time at the court, and he suffered the humiliation of seeing a deputy harpsichordist appointed on twice his salary. The frustration of Franz Benda's years at the Berlin court can be inferred from the comment in his autobiography that he had accompanied the flautist-monarch in concertos at least ten thousand times. 

The principal benefits to be derived from court employment were the wide range of musical opportunities, from church music to opera, the possibility of a handsome wage, and, perhaps most important for a creative musician, contact with many other musicians, both German and foreign. The prestige offered by court employment is evident from the way that musicians in town or church employment who held honorary court titles tended to sign themselves first with their honorary titles and only second with that of their actual employment. Examples include Johann Mattheson, who was able to sign himself as Kapellmeister to the Duke of SchleswigHolstein, and J. S. Bach, who during his time at Leipzig gathered the titles of Kapellmeister to the Prince of Saxe-Weissenfels and the Prince of Anhalt-Cöthen, and Royal Polish and Electoral Saxon Court Composer. 

The German musician who found work in a town or city, away from the affectations and rarefied atmosphere of court life, lived amongst ordinary German people who had no particular predilection for foreign matters beyond possibilities for trade, and was subject to the generally more stable authority of a town council. Since the Middle Ages most prosperous German towns and cities could boast a permanent band of musicians, financed by the town council. During the 17th century such bands usually numbered about seven players, although their ranks were often 

increased for special occasions by the addition of apprentice musicians and amateurs. All kinds of instruments were employed by the town musicians, from flutes and violins to horns and trumpets, but the musical scope of the groups was inevitably limited by the fact that their main function was the provision of dance music and fanfares. However, in certain places the leadership of able musicians, such as Johann Schop in Hamburg or Johann Christoph Pezel in Leipzig, brought a considerable reputation to their groups, and did much to improve the generally poor impression of town musicians held by the church and court musicians. Quantz provides a fairly isolated example of a famous musician who began his career in a town band, in his case that of Merseburg. 

Apart from domestic music-making, chamber and ensemble music in the towns centred on groups of amateurs and interested professionals who met together, usually under the title of a collegium musicum. Such groups sprang up all over Germany during the 17th century, and were often based in the popular town coffee houses. The collegium musicum founded in Hamburg in 1660 by the organist of the Jacobikirche, Matthias Weckmann, had up to 50 members. It performed the latest music from all over Europe, including much Italian music. In some places a wealthy private citizen played host to a concert series, such as that organized by the Imperial Ambassador in Hamburg on Sundays in 1700. University students were another source of music-making, which often went beyond their traditional diet of drinking songs. As a law student in Leipzig, Georg Philipp Telemann formed a particularly lively collegium musicum from amongst his fellow students. Besides giving regular concerts, this group of up to 40 singers and instrumentalists also took part in performances at the opera house and services at the university church. 

The chief musical post on offer in the towns and cities was that of Stadtkantor. Each place developed its own set of duties for the holder of this post, and a variety of titles was used, but the Stadtkantor usually held responsibility for the music at all the main churches, taught at the central school, and directed the music at all the major civic and ecclesiastical occasions. The problems associated with the holding of such a post usually resulted from the extent and nature of the Stadtkantor's authority. He had to maintain good relations principally with the town council, but also with his assistants at the various churches, the organists, the town and church instrumentalists, and the Rektor (headmaster) of the school. In this last case, problems appear to have been particularly common. J. S. Bach held a lengthy dispute with the Rektor of the Thomasschule in Leipzig about authority over the choristers, and Samuel Scheidt had experienced difficulties a century earlier in nearby Halle. In Frankfurt and Nuremberg the school duties fell to a separate Kantor, and the chief musician was known as the town Kapellmeister. This situation may well have appeared attractive to musicians elsewhere in Germany. At the time when Bach applied for the post of director chori musici in Leipzig and Kantor of the Thomasschule in 1722, a number of applicants for the post objected to the requirement that they should teach Latin at the school. Bach surmounted the problem by offering to pay a deputy for this duty. But even in Frankfurt there could be occasion for dispute between the Kapellmeister and the Rektor, as, for example, when Kapellmeister Johann Herbst argued with the Rektor over whether the school Kantor should be allowed to direct some of the music in church. 

Opera achieved only limited success as a commercial venture in a few of the more prosperous cities, and the authorities generally considered it unsuitable for the 

Stadtkantor to be involved with such enterprises. It was the Dresden court Kapellmeister Nicolaus Strungk who was given authority to direct the opera house in Leipzig when it opened in 1693. A notable exception was Georg Philipp Telemann, who in 1722 became both Stadtkantor and director of the opera in Hamburg despite having initially been banned from operatic involvement. 

The differing environments and opportunities afforded by court and town employment led many musicians to move from one form of employment to the other. Bach moved from court posts at Weimar and Cöthen to the chief town post at Leipzig, but subsequently entertained thoughts of returning to a court position, particularly during his recurrent disputes with the town council. In a letter to an old school friend working in Danzig, Bach tells of his arrival in Leipzig, where prospects seemed good: 

But since (1) I find that the post is by no means so lucrative as it had been described to me; (2) I have failed to obtain many of the fees pertaining to the office; (3) the place is very expensive; and (4) the authorities are odd and little interested in music, so that I must live amid almost continual vexation, envy, and persecution; accordingly I shall be forced, with God's help, to seek my fortune elsewhere. 1 
Bach was particularly envious of the musical life of the Dresden court (see Plate 8), where he eventually at least held an honorary title. In a note to the Leipzig town council Bach again mentions the problem of poor wages: 

. . . one need only go to Dresden and see how the musicians there are paid by His Royal Majesty; it cannot fail, since the musicians are relieved of all concern for their living, free from chagrin, and obliged each to master only a single instrument: it must be something choice and excellent to hear. 2 
Bach touches on another difficulty here: the fact that most town musicians were expected to be fluent on a number of instruments. Johann Quantz, during his apprenticeship at Merseburg, studied no fewer than eleven instruments, although he specialized in just three: violin, oboe and trumpet. Quantz himself was made aware of the shortcomings of the system when he, like Bach, had the good fortune to travel to the Dresden court. Although Quantz went on to become one of the richest German court musicians of his day, he was not insensitive to the problems of town musicians. Whilst commenting on what he saw as a decline in the standard of organ playing in Germany at this time, Quantz points out that 'the much too small wages at most places provide a poor inducement for application to the science of organ playing'. 3 Bach was probably delighted when his son Carl Philipp Emanuel secured a post at the newly prestigious Berlin court, but on account of his poor treatment there C. P. E. Bach eventually sought a town post; in 1755 he failed to obtain the post formerly held by his father at Leipzig, but in 1768 he followed his godfather Telemann as Stadtkantor in Hamburg. 

A significant factor for organists was that the most famous organs in Germany were generally to be found in the spacious surroundings of the large town churches, rather than in the court chapels. Some churches even had two large instruments. During Dieterich Buxtehude's tenure of the post of organist at the Marienkirche in Lübeck, even the smaller of the two organs was equipped with three manuals, pedals and 38 stops. On at least two occasions J. S. Bach was tempted to leave court employment for such a post, one at the Liebfrauenkirche in Halle, where plans were 

afoot for a major rebuild of the organ, and the other at the Jakobikirche in Hamburg, which housed one of Germany's most celebrated instruments. 

In the 17th century, German society was dominated at all levels by religion. Well over a hundred years after the Reformation, German intellectual life continued to be centred on traditional theological matters at a time when the new doctrines of the Age of Reason were gaining much ground elsewhere in Europe. One of the main reasons why music flourished above almost all other forms of artistic activity in Germany during the 17th century was that Martin Luther had held strong views on the importance of music. He considered music the greatest treasure in the world next to the Word of God, and repeatedly laid stress on the immense value of music as an integral part of divine worship. The central position of music in the Lutheran liturgy meant that music was less susceptible to the destructive effects of the Thirty Years War than some forms of art. The strength of Lutheranism also supported the production of religious poetry in this period, and religious music and poetry came together in some forms of church music and also in songs for domestic use. Books of religious songs enjoyed an enormous popularity in Germany during the 17th century, and accounted for a large proportion of music publishing. 

In the latter half of the 17th century Lutheranism found itself increasingly under attack from Calvinism. The Calvinists had gained a firm foothold in the Germanspeaking lands when they were granted equal rights with the Lutheran majority at the end of the Thirty Years War. They objected to the elaborate church music of the Lutherans, whether the lengthy motets or the frequent chorale improvisations from the organists, as they were afraid that the music might become an end in itself rather than a means of praising God. The same objection was also raised within the Lutheran church by the Pietist movement. Many prominent Lutheran musicians became involved with this movement and composed sacred songs, often in direct collaboration with a Lutheran poet, as in the case of the organist Nikolaus Hasse and Pastor Heinrich Müller in Rostock. 

While religious songbooks for domestic use were obviously not a matter for religious dispute, opera certainly was. It was considered by many to be a corrupting influence on account of its customary adoption of secular subject matter, in particular Greek mythology. The opera house in Berlin was condemned as 'the Devil's Chapel', and denounced for its use of effeminate foreigners in depraved music and wild French dance. The Calvinists rejected all aspects of opera, including its music. By contrast, many Lutherans welcomed opera to Germany, and hoped that composers of church music would take advantage of the new musical styles that it brought. Just as some Catholic motets were sung in Lutheran churches with revised texts, so favourite operatic arias came to be performed with religious texts substituted. The Leipzig theologian G. E. Scheibel saw no reason why a church congregation should not be moved to tears with powerful music in the same way as the audience at an opera house; one of the leading figures in the establishment of the opera house at Hamburg was the Pastor of the Catharinenkirche, H. E. Elmenhorst. Even so, commercial opera houses were always founded in the face of considerable religious opposition. 

The chequered history of opera in Germany reveals much about German culture and society in this period. In France, composers were able to draw upon a rich tradition of indigenous secular literature, but German composers had no equivalent tradition from which to build a German form of opera. The operas performed in 

Germany were mostly sung to Italian librettos, either in Italian or in complete or partial translation, but the tales of classical mythology held little interest for most of German society. At the commercial German opera houses, such as that in Hamburg (founded 1678), Italian opera initially delighted with its novelty and spectacle, but then failed to sustain the public's interest, causing a number of opera houses to close. Some attempt was made to found a German form of opera based on religious themes, but this was overshadowed and eventually eclipsed by the growing popularity of the oratorio and cantata. It is perhaps significant that the two most successful German operatic composers of the early and mid 18th century -Johann Adolf Hasse and George Frideric Handel -- found their fame mostly outside Germany, Hasse in Italy and Handel in England. The union of national music and literature found in the operatic masterpieces of Lully or Alessandro Scarlatti is paralleled in Germany not by any operatic achievement, but by the Passions of J. S. Bach. 

By the beginning of the 18th century, German opinion was becoming subject to the spirit of rationalism. Many devout Lutherans welcomed the fresh attitudes fostered by the philosophers. The musical writings of Mattheson, for example, breathe the spirit of the new age. He argued for a fundamentally new approach to music in German society, and saw the key to its acceptance as being a change in the traditional view of musical education which held as its main aim the provision of able singers for the chorales on Sundays. He wished for a new openness towards music in all its aspects, which would keep up with the latest developments in music and not be obsessed with the past. Mattheson bemoaned the fact that music could not be studied as an independent science at the universities, and expressed a desire to establish an endowment for a professorial chair in music at Leipzig. However, he also commented that if a suitable teacher could be found for the school of his home town (thus at a more fundamental level in society), he would like that ten times more. In Hamburg, Mattheson found himself at odds with a less progressively minded Stadtkantor, but he managed to find a refuge for his views at the cathedral, because this was an imperial institution and therefore outside the jurisdiction of the Stadtkantor. Here Mattheson was able to adopt all the latest developments in musical style, and also to employ singers from the opera, pioneering the use of women in church music. Mattheson's radical opinions brought him into confrontation not only with members of the Hamburg establishment but also with traditionalists all over North Germany. A pamphlet appeared from the theology faculty at the University of Göttingen which condemned Mattheson's acceptance of the new 'theatralisches Kirchenmusic', and a major criticism of his views written by the town organist at Erfurt challenged Mattheson's questioning of traditional music theory. Mattheson did much work as a translator, of both political and musical documents, and his interest in philology helped to establish a thorough German vocabulary for musical criticism. In his Critica musica, the first German music periodical, Mattheson reproduced the famous articles of Raguenet and Le Cerf de La Viéville on the relative merits of French and Italian music in both the original French, and, in columns opposite, German translation. 

The writings of Mattheson and others like him may be viewed as a significant branch of the revival of literature in 18th-century Germany. In addition to periodicals, major dictionaries and biographical works appeared during the course of the century, as well as treatises on performance, and these placed Germany in the 

forefront of European musical literature. Initially the leading free towns of Hamburg and Leipzig were the centres for the new publications, but with the accession to the Prussian throne of Frederick the Great in 1740, Berlin became increasingly important. 

In his youth, Frederick the Great had revelled in the cosmopolitan atmosphere of the Berlin court, and in particular the access this had given him to foreign music, literature and philosophy (see Plate 9 ). Although his uncultured and militaristic father Friedrich Wilhelm I had suppressed these elements at court to some extent, they had far from disappeared altogether, and the young Frederick's interests were treated with great sympathy by his French tutor and governess. Friedrich Wilhelm was quite unable to stifle his son's interests, although his attempts to do so were both frequent and harsh. Denounced by his father as a 'flautist and poet' -- a description that was intended to be wholly derogatory -- Frederick boldly signed himself 'Frédéric le philosophe' at the age of 16, and soon counted the likes of Voltaire amongst his friends and correspondents. On his accession to the throne, Frederick began to transform life in Berlin, both at court and in the city, changing everything that he had so disliked about his father's rule. A new opera house was immediately commissioned for the court, and new freedoms were granted to the ordinary citizens of Berlin. The radical philosopher Christian Wolff was reinstated as a professor at the University of Halle, having been expelled by Friedrich Wilhelm I, and the court Kapellmeister Carl Heinrich Graun was sent off to Italy to recruit new singers. Frederick's liberal religious views turned Berlin into a home for religious refugees from far beyond the borders of Brandenburg-Prussia. The new intellectual and philosophical environment which Frederick the Great created in Berlin formed the background to Berlin's new role as the chief centre of musical theory and criticism. The performance treatises of Johann Quantz and C. P. E. Bach are perhaps the two most famous musical products of Frederick's Berlin, but other notable contributions include Friedrich Wilhelm Marpurg Der critische Musicus an der Spree, the first journal devoted to reviews of musical compositions. Frederick's narrow musical opinions may seem inconsistent with his liberalism in other matters, but there were a number of contradictory features in his character. The youth who, under the pretence of hunting, would hide in the woods playing flute duets, and who began his military training by wounding himself when he fell off his horse onto his own sword in full view of the army generals, went on to become one of Europe's most powerful and respected men. He far excelled the military exploits of his father, despite his insistence on taking his flute and a clavichord with him on his conquests. 
The political disunity of the 17th-century German-speaking lands caused music, like all other forms of art, to be particularly susceptible to foreign influence. Our understanding of German music of this period is constantly illuminated by the examination of its foreign elements, not least the music of J. S. Bach, where different national styles are sometimes treated separately and at other times skilfully combined. In France, François Couperin and others had attempted to marry the French and Italian styles to create a higher form of musical art (seen, for example, in works such as Couperin's Les goûts réünis), but Johann Quantz claimed for the Germans a pre-eminent role in the ideal of the union of national styles: 
If one has the necessary discernment to choose the best from the styles of different countries, a mixed style (ein vermischter Geschmack) results that, without overstepping the bounds of 
Central Europe 
The Austro-German Courts 
The history of music 1600-1750 in the Habsburg lands of Austro-Bohemia and in the southern German region of Bavaria centres on the relationship between indigencus talents and traditions, and outside influences. 

Among the historical events and developments that primarily affected the shaping of this musical culture were the religious tensions and changes that erupted most markedly in the first half of the 17th century, and the rise of the Habsburg dynasty. While the dynastic faith of the Habsburgs was firmly established as Catholic, before 1600 the Protestant Reformation had been allowed to encroach into the territories of central Europe, where it took diverse forms (including a strong Calvinist following in Bohemia); thus in the period 1550-1600 there was religious and educational diversity, and an impression of tolerance (as one Catholic observer noted: 'In affairs of religion everyone does as he pleases'), 1 with the Catholic establishment in central Europe surviving alongside the varied manifestations of Protestantism. A decisive change in attitudes came about after 1600. The strength of the Counter-Reformation, growing slowly from the 1550s on, increased to a point where the intellectual zeal of the Jesuit movement (expressed for example in the founding of educational institutions such as the Clementinum ( 1556) in Prague) was now matched by the political ambitions of the Habsburgs. Although these developments unfolded in a much more complex and less consistent way than can be suggested by a brief summary, nevertheless by 1620, with the Battle of the White Mountain (near Prague), the Counter-Reformation in central Europe entered an aggressive phase marked by policies that were designed to enforce the essential Catholic religious unity regarded as an expression of loyalty to the house of Habsburg. Wars, rebellions, purges, persecution and enforced exile replaced the relatively peaceful situation obtaining previously. In Bohemia after 1620 Protestant leaders were dealt with severely and the Protestant community at large was subject to punitive measures. The Thirty Years War ( 1618-48), here as elsewhere, caused devastation to the indigenous populace and to the stability of its culture. From this period of political and religious unrest emerged the crucial status of the Habsburg territories as centres of the Counter-Reformation. With the Peace of Westphalia in 1648 the house of Habsburg, traditionally holders of the title Holy Roman Emperor and (from the 16th century onwards) Kings of Bohemia and Hungary, now gained decisive sovereignty over its inherited lands of Austria and over Bohemia. The Habsburg emperors were secured in their leadership of German Catholicism. 

Among the Habsburg Emperor Ferdinand II's supporters at the Battle of the White Mountain were Count Tilly's efficient Bavarian troops. Bavaria too was an important scene of Counter-Reformation activity, from the intellectual and educational strides of the 16th century to the more military political activism of the 17th century. The Catholic university of Ingolstadt in Bavaria (founded 1476) nurtured generations of Jesuit Counter-Reformers: Emperor Ferdinand II, whose 

mother Maria was descended from the Bavarian ruling family, was himself educated at Ingolstadt University. These Jesuit centres -- Ingolstadt, the Prague Clementinum, the Michaeliskirche (inaugurated, with much musical pomp, in 1597) and Collegium Gregorianum (founded 1574) both in Munich, among other colleges and churches -also formed leading centres of musical activity. The Jesuit dramas performed with music, cultivated in southern Germany, Austria and Bohemia, have been seen as preparing the ground for the enthusiastic adoption of Italian opera. (The Benedictine institutions in Austria -- among them Salzburg University -- were similarly centres of music and drama). Their educative aims were directed not only at the student performers (through Latin texts) but also at the audiences: biblical and allegorical subjects were conveyed vividly through the combination of dramatic action, spectacular scenes and costumes, fine rhetoric and music. From the mid 16th century, Jesuit dramas became required entertainment at court festivities, as opera was to become later: celebrated occasions such as the wedding of Wilhelm, heir apparent to the dukedom of Bavaria, and Renata of Lorraine in 1568, when the splendid Munich court musical events were under the direction of Lassus, included performances of Jesuit dramas -- in this particular case a Tragedy of Samson the Strong, with incidental music by Lassus. Biblical subjects might include those with musical implications such as the drama of King David (David . . . prudens) performed at the Clementinum in 1673. There is evidence that the music of the Jesuit dramas (much of which has not survived) was designed to match characters and Affekte rather than simply to decorate the action. 

It could be said that court music itself was designed not only to decorate court life, but also to convey and consolidate fundamental religious and political ideals. The maintenance of a Hofkapelle (often founded on illustrious precedents such as the grandiose Kantorei directed at Munich by Lassus as Hofkapellmeister, 1563-94) was inspired at the Baroque courts by a network of interlocking motives, personal, cultural, political and religious. The organization and location of a Hof kapelle might suffer changes imposed by political events. Munich court musicians moved in the early 18th century with their elector (Maximilian II Emanuel) first to Brussels and then in exile to France (the court becoming increasingly francophile in taste) before returning to Munich in 1715. Meanwhile, performances of Italian opera ceased temporarily at Munich. It cannot be assumed however that the fortunes of a court necessarily affected the long-term continuity of its musical life. While Vienna was catastrophically disrupted by the great plague of 1679-80 and by the Turkish threat culminating in the siege of the city in 1683, the overall impression is of a continuing concern for (and vast expenditure on) music at court, even in difficult times. Clearly musical patronage depended on factors besides the purely political or economic. Personal piety was one important factor, given public expression through music and ceremonial. The celebration of Gottesdienst (Divine Service) with the emperor and his entourage regularly in attendance at various churches and chapels in Vienna was a spectacular event. It served to emphasize the identification of Habsburg rule with the Catholic faith. Ferdinand II practised devoutly, and daily, the observances pertaining to his religion. Under Ferdinand and his successors, members of the central Habsburg Hofkapelle in Vienna kept up the composition and performance of liturgical music (in learned stile antico as well as in modern concertato style), intricately linked with the court and church calendars. Court composers were not limited to practising an ephemeral art of little wider significance. Although much 

court music was naturally of an occasional kind, its style was not therefore necessarily trivial. The tradition of stile antico in Vienna found its apogee in Fux, who regarded it as his vocation to preserve the old style with its deeply learned associations, and whose teachings continued to influence profoundly the study of counterpoint well beyond his own time. 

Personal taste and patronage formed another crucial element in court music. Among some remarkable individuals responsible for musical patronage was the gifted Henriette Adelaide of Savoy, who (apparently homesick at the Munich court, where she came in the 1650s as the young bride of the Elector Ferdinand Maria) gathered around her for her own distraction and cultural satisfaction a coterie of Italian artists. She herself wrote poetry (there is a court reference to her as 'nostra illustre poetessa'), 2 sang, danced in ballets, and played lute and harp: there are records of family music-making with Henriette Adelaide as singer, Ferdinand Maria playing cembalo, and his brother Maximilian Philipp performing on the recorder. A particular favourite was Giovanni Battista ( Giambattista) Maccioni, Munich court chaplain, poet and musician, and outstandingly talented as a harpist. Maccioni taught Henriette Adelaide harp, and collaborated with her on the texts of various musico--dramatic works. In his dedication of the libretto of his dramma musicale L'Ardelia ( 1660) to Henriette Adelaide he refers to the 'darkness' of his soul, which could not have found illumination without the 'bright rays' of the illustrious Adelaide's lofty intellect. 3 Besides the required adulation there seems to be real admiration here for Henriette Adelaide as patroness and connoisseur. 

A succession of equally notable musical patrons occupied the powerful post of prince-archbishop at the court of Salzburg. The widely cultured Archbishop Wolf Dietrich (r. 1587-1612) had studied at the Catholic Collegio Germanico in Rome and envisaged, as well as a redesigned Salzburg, a re-creation of his Italian life on Austrian soil: his first Hofkapellmeister was the Cremonese Tiburtio Massaino. Significantly, Wolf Dietrich's last Kapellmeister, Peter Guetfreund, italianized his name to become Pietro Bonamico. Wolf Dietrich's successor, also an alumnus of the Roman Collegio Germanico, Archbishop Marcus Sitticus von Hohenems (r. 1612-19; brother of another important patron of the arts, Count Kaspar von Hohenems), was even more deeply interested in Italian culture: through his Italian mother and her connections, as well as his own inclinations, he was inspired to maintain a link with Italy during his Salzburg reign. In Rome he built the Palazzo Altemps; among its accoutrements was an integral theatre (restored and still in use this century for theatrical performances). At his Salzburg residence the italianate court theatre (inaugurated 1614) was described by the chronicler Matthias Weiss (first Rektor of Salzburg University, founded 1622 with its own theatres) as very fine and artistically arranged with changeable scenery ('versabilibus machinis'). 4 And at the nearby palace of Hellbrunn (built 1615 as the Archbishop's summer residence) he instigated seemingly the first 'natural' theatre of the time and the first such on Austro-German ground, the Steintheater, created out of a rocky grotto that lent itself to transformation into an outdoor stage with generous accommodation for audience, and was obviously particularly well suited to the performance of pastorals. In pioneering Italian Baroque theatre design at Salzburg, Marcus Sitticus also pioneered the introduction of opera from Italy: from 1614 onwards his court and guests witnessed performances of a series of Italian operas including an Orfeo ( 1614, repeated 1617-19 for various state visits) and an Andromeda ( 1616, repeated 1617- 

18) at the Residenz-Theater to celebrate the marriage of his nephew Jakob Hannibal II von Hohenems to Anna Sidonia, and probably identical with an opera in musica, Il Perseo, put on in 1619 for the visit of the Archduke Leopold (librettists and composers are not known). The cultivation of Italian opera continued during the reign of another italophile archbishop, Paris Lodron (r. 1619-53), and subsequently: when the Elector Ferdinand Maria of Bavaria and his wife Henriette Adelaide came on a visit to Hellbrunn in 1670 an opera was put on at the Steintheater to mark the occasion. 

Vienna -- administrative centre of the Habsburg Empire -- was also an important centre of Italian Baroque theatre and music drama. Here, too, a distinguished line of gifted and generous patrons in the Habsburg emperors ensured the continuing importance of the city musically throughout the Baroque period, and here, too, there were strong links with Italy; both Ferdinand II and Ferdinand III married members of the Gonzaga family. Ferdinand III, Leopold I, Joseph I and Charles VI were themselves composers of opera, oratorio, church and chamber music, and not merely in occasional dilettante fashion: Leopold I composed and collected music (mainly by contemporary Italians: Carissimi, Pasquini, Stradella) with an assiduousness more to be expected of a professional musician. 5 The emperors, and members of their families (such as Leopold's second wife Claudia Felicitas of Tyrol), played and sang in musical performances; Charles VI liked to direct operas from the harpsichord. As knowledgeable composers and performers, and discerning listeners, these imperial patrons were in a position to attract excellent personnel and to extract the best from the court musicians in their employ. Their courts also attracted some of the finest Italian architects and stage designers -- the Burnacinis in the reign of Ferdinand III and Leopold I ( see Plate 12 ), the Galli-Bibienas in the reign of Charles VI (see Plate 13) -- and librettists such as Minato, Zeno and Metastasio. Appreciation of music was part of a general and informed interest in the arts. (The Habsburgs founded and patronized various Italian-style accademie in Vienna). Emperor Leopold wrote poetry in Italian (the language cultivated by aristocratic Austrian society at the time). Charles VI was fluent in several languages and a keen collector of objets d'art. Contemporary commentators perceived such cultural and intellectual interests as affording, when time permitted, a welcome relief to the administrative cares of high imperial office. For the Habsburgs, music was perhaps the most congenial of all those interests. 

The ramifications of such enlightened patronage were multifarious and farreaching. One aspect concerns the practice of dedicating compositions to aristocratic and church leaders. Symptomatic of the Austro-German sympathy for the new Italian Baroque style is the frequency with which Italian composers in the early 17th century -- among them Claudio Monteverdi -- dedicated madrigals, sacred concertato works and instrumental sonatas to various Austro-German rulers and their families. Dedications might also imply the hope of (perhaps further) patronage, or convey gratitude for favours already granted. The court composer, later Hofkapellmeister, Fux, in dedicating his Missa Ss Trinitatis to Emperor Leopold, expressed appreciation of his faith in Fux's abilities; it has been suggested that this Mass was dedicated to the emperor specifically in thanks for Fux's appointment to the recently-established post of Hofkomponist. The emperor had made this appointment in 1698 'proprio motu' (that is, by the unusual procedure of deciding on his own initiative without formally consulting the court musical administration). 

He may have had some earlier opportunity of hearing Fux's compositions and determined then to secure his services for the Hofkapelle. (Such talent-scouting was common, and extended to the practice of enticing students to abandon their courses: the Rektor of Graz University complained that the alumni musici from the Jesuit college, the Ferdinandeum, were encouraged by the Styrian nobility and clergy to run away in order to enter their service). Fux's subsequent career shows how support of the court musicians encompassed the granting of subsidies which enabled their works to be published, thus reflecting glory on the court and portraying their achievements more lastingly among a wider public. A number of Fux's works in different genres, including his opera Elisa ( 1719), his Concentus musicoinstrumentalis ( 1701) -- dedicated to Emperor Leopold's son, later Emperor Joseph I -- and the celebrated Gradus ad Parnassum ( 1725), dedicated to the Emperor Charles VI, were all printed at the expense of his imperial patrons. (Vienna, though established as a 'musical capital' -- 'eine Hochburg der Musik' 6 -- was not at that time as flourishing a centre of music printing as it was to become later in the 18th century. Viennese Baroque music tended to be published outside Austria; for example at Augsburg, Nuremberg and Amsterdam.) The imperial patron might also be honoured in the title of a court composition, as with the Aria Augustissimi . . . Imperatoris Ferdinandi III by the court organist Wolfgang Ebner, published at Prague in 1648. (There are examples of the musician almost as court chronicler, referring to contemporary events: Poglietti's suite Ribellione di Ungheria and the pieces in Fux's Concentus entitled 'Die Freude der treuen Untertanen' and 'Die in Verwirrung gestürzten Feinde' commemorated imperial victories.) 

The Viennese Imperial Library (K. K. Hof bibliothek, now absorbed into the Österreichische Nationalbibliothek) contained some splendid presentation volumes of music in manuscript. Among them were some landmarks in Baroque keyboard music, most notably the collected (though not complete) works of Froberger in a set of codices dedicated to the Viennese emperors and displaying the beautiful calligraphy, lavish gold-tooled leather covers and elaborate decorative designs (incorporating imperial motifs) characteristic of the special care taken in preparing such presentation copies. The variety of forms represented here (toccatas, fantasias, ricercars, capriccios, canzonas, variations and dances) may have been intended to demonstrate to his employers the range of the composer's capabilities. Froberger's keyboard works furnish further examples of pieces in which imperial personages appeared by name: the Lamentations he composed (analogous to the French tombeau) included two intensely expressive memorials to Ferdinand III and Ferdinand IV. Another aspect of imperial patronage illustrated by Froberger's career was the readiness with which the emperors granted study leave and the necessary financial support, in particular for journeys to Italy so that their court musicians might learn the much-favoured Italian style at source, under the guidance of such outstanding composers as Carissimi, Frescobaldi and Pasquini. Among court documents for 1637 is a reference to Froberger's grant from the emperor for a journey to Rome ('Davon ist dem Röm. Kays. May und Cammer Musico Johann Jacobus Froberger auf vorhabende raiss nachn Rom 100 fl. allergn. verwilligt worden. . .'). 7 These study visits had varied and important implications for the cultivation of Italian music in Vienna and elsewhere. 

Besides the inevitable connections with Rome (Salzburg exemplifies these, and was indeed labelled 'the northern Rome', just as Munich was dubbed 'the German 

Rome'), the Catholic lands of Austro-Germany preserved important links with Venice. The grandeur of the Venetian polychoral style, the more intimate attractions of the few-voiced concertato style, the richly developed musical and scenic effects of Venetian opera, found a ready reception on South German and Austrian soil. The manifestations and implications of this Venetian influence were wide-ranging. Andrea and Giovanni Gabrieli worked at the Munich Hof kapelle of Duke Albrecht V (r. 1550-79), to whom the elder Gabrieli later dedicated sacred vocal works. The fashion in Munich for Venetian polychoralism lasted into the 17th century and beyond: the new chapel ( 1603) in Duke Maximilian's residence was equipped with two organs; and during a special centenary celebration at the Augustinerkirche in 1724 a festive Mass was performed 'unter einer gedoppelten Musique auf beiden Chören'. 8 Much polychoral music in the Venetian style was published at Munich by Nikolaus Henricus (son-in-law of the Munich printer Adam Berg); among such publications was the Circus symphonicus ( 1608) by Lassus's second son Rudolph, Hoforganist at Munich from 1589 and Hofkomponist from 1609. During the golden age of Italian opera in Munich, from the 1650s to the 1680s, Venice was a vital source of influence. (The Austro-German courts later became centres of the Neapolitan style in opera, oratorio and liturgical music.) Some leading contributors to the Munich court operas of the earlier period, such as Kerll's librettist, the court poet Domenico Gisberti, and the court musical director Agostino Steffani, were themselves of Venetian origin. The talented designer Santurini came from Venice to Munich (returning to Venice to run his own theatre) and astounded the court with a remarkable repertoire of scenes, machines and costumes, mixing the courtly Baroque and the fantastic, and displaying the technical sophistication characteristic of mid17th-century Venetian opera. Not only composers were sent by their aristocratic patrons to Italy to further their education. The local designer Caspar Amort travelled to Italy to study at electoral expense, entering the court service in the 1640s soon after his return to Munich. Patronage of Italian opera might entail performances of works from outside, such as Cavalli's Egisto ( 1643) and his Giasone ( 1650), both at Vienna; or of works by Italians in residence at Austro-German courts, as with Cesti's Il pomo d'oro ( 1668; see Plates 11 and 12 ), also at Vienna, or the collaboration between the librettist Ferrari and the Viennese (Veronese-born) court composer Antonio Bertali, whose typically Venetian operatic comedy of disguise, L'inganno d'amore, was produced by the Vienna Hof kapelle during the Imperial Diet at Regensburg, 1653. Although Italians inevitably dominated the composition (both textual and musical) and the stage performance of opera, as indeed they dominated the Hof kapellen altogether, nevertheless German and Austrian composers were by no means excluded. Kerll at Munich, Biber at Salzburg and Fux at Vienna furnish examples of excellent composers encouraged by their employers to rival their Italian colleagues in the pre-eminently Italian genre of opera. 

In opera and allied forms, as in instrumental music, the presence of a noble patron was frequently acknowledged: the patron or patroness might take part personally. By convention, prologues and epilogues referred directly or allegorically, and in laudatory fashion, to the court rulers and their families, or to visiting dignitaries. The splendour and colour of these festive operas can hardly be over-estimated (nor that of the court theatres: if none of the great rooms of the official residence was deemed adequate for a particular occasion then a new theatre might be built lavishly to house performers and spectators; such were the origins of the Salvatortheater 

constructed by Santurini at Munich). The most celebrated festal operas -- Cesti's Il pomo d'oro for the marriage of the Emperor Leopold I to Margareta Teresa, daughter of the King of Spain; Fux's Costanza e Fortezza (incorporating the imperial motto) for the coronation of the Emperor Charles VI as King of Bohemia at Prague in 1723 -- gave a notable impetus to the fashion for Italian opera in Austro-Germany and Bohemia ( see Plate 13 ), but they were simply the peaks of a constant round of operatic and other entertainments put on at great expense to mark the enormous number of occasional and recurrent celebrations arising at court. For coronation anniversaries, name-days, birthdays, the birth of an heir, betrothals, weddings and state visits, a whole series of events might be arranged, together forming a kind of gigantic 'Gesamtkunstwerk' with music taking an important role. Typical ingredi-ents of such court festivities included hunts, dramatic tournaments, ballets -- the Viennese equestrian ballets were especially famous, though ballets on foot were also popular -- and operas, firework displays, masked balls, feasts with Tafelmusik, all fulfilling the dual function of providing enjoyment for members of the court and exhibiting its glories to the guests. Considerable ingenuity was exercised in devising ways of honouring the celebrants. For the wedding of Ferdinand III and Maria of Spain in 1631, a Balletto a cavallo (equestrian ballet) was designed to form the names Ferdinand and Maria. Much reinforcing of the ruler's authority was exerted amid the splendours of these performances. A vast gathering assembled to honour the Emperor Leopold I on a visit to Munich in 1658 saw, among other spectacles, the young Elector Ferdinand Maria appearing as the sun god in a gold chariot, with Prince Maximilian Philipp as the moon god in a silver chariot, in G. B. Maccioni and J. K. Kerll's Applausi festivi. The scope of the entertainment might be on a cosmic scale: in the Applausi festivi, apart from representations of the sun, moon, stars, rainbow and so on, there were the chorus representing various nations (including the more exotic -- Africans and Americans) paying homage, and Mounts Vesuvius and Etna sending their fires up to heaven. For the music of these entertainments (much of it lost, though librettos and scenic designs often survived) the composers must have matched the constant visual stimulus with appropriate musical magnificence. In a Turnierspiel (tournament play) such as the Applausi festivi the wind instruments would naturally play a central part. Court trumpeters and drummers were trained to a high standard. Performances of tournament plays took place in purpose-built halls (the enormous Turnierhaus at the Munich court, for example) or outdoors. Outdoor performances of opera (also exploiting the wind instruments to splendid effect) might require specially designed stages, as with the open-air theatre built by the celebrated Vienna court architect Giuseppe Galli-Bibiena at the Hradschin (royal castle) in Prague for Fux's Costanza e Fortezza. There was usually a canopy to protect the emperor and empress and their immediate entourage, but other spectators were less comfortably accommodated: in a letter of 1716 to Alexander Pope, the English traveller Lady Mary Wortley Montagu evoked the contrast between the magical qualities of the open-air scenery in a performance of Fux's Angelica vincitrice di Alcina at the summer palace Favorita in Vienna (complete with fleets of ships on the water), and the effect of a sudden shower of rain ('the ladies all sitting in the open air, exposes them to great inconveniences . . . the opera was broken off, and the company crowded away Lady Mary Wortley Montagu commented that 'Nothing of that kind ever was more magnificent; and I can easily believe what I was told, that the decorations and habits cost the emperor thirty 

thousand pounds sterling'. 9 In all, a complete set of festivities for a special celebration, involving hundreds of performers and thousands of spectators and lasting days or even weeks, might cost some 50-70,000 florins (Gulden). 

As Hofkapellmeister ( 1715-40) Fux earned a yearly salary of 3100 florins; as viceHof kapellmeister ( 1711-15) he had earned 1600 florins, and this was the amount paid to Caldara as vice-Hof kapellmeister under Fux. A 1729 list of the imperial musicians has, besides Fux as Kapellmeister and Caldara as vice-Kapellmelster, various administrators, court composers, organists, a cembalist, theorbists, violinists, a viol player, cellists, trombonists, cornettists, oboists, bassoonists, horn players, trumpeters and drummers. In general, numbers increased over the Baroque period (with some reduction during the Thirty Years War and in the 1740S under Maria Theresa). In Fux's time the orchestral forces at the Vienna Hof kapelle numbered in all some 50 players, excluding the court trumpeters and drummers. The colourful scoring of Fux's church music in the grand concertato style, and the virtuosic solo instrumental parts, reflect the variety and quality of the ensemble at his disposal. In his 'Latest Reports' of the imperial court ( Allerneueste Nachrichten vom Röm. Kais. Hofe, Hanover, 1732), J. B. Küchelbecker stressed the emperor's generosity and suggested that the excellent conditions of service led to his Imperial Majesty's having 'the best virtuosi in all the world' ('die vortreff lichsten Virtuosen in aller Welt'). 10 While the regular court reports in the press give an impression of the public pomp and ceremony attached to the membership of the Imperial Hof kapelle, the court archives afford a more personal insight into the lives of these musicians. Understandably, money matters figure prominently. In 1656 it was recorded that the Hof kapellmeister Antonio Bertali, after a total of 25 years' service 'with great diligence and effort' ('mit grossen vleiss, und mühe') wished to draw attention to his relatively low salary, and in particular would like to be able 'to help his son graduate'. 11 There are frequent references to journeys of the Hof kapelle to other courts for ceremonial visits and performances. Again there are human glimpses beneath the official protocol: also in 1656 the vice-Kapellmeister Sances requested gracious permission to be excused from a projected journey to Prague, on account of his wife's illness, as he could not leave her with their nine young children. 12 Extra payments might be made to the musicians for performances outside Vienna. In addition to the basic salary there were many such opportunities to earn occasional payments. Court musicians might hold several related posts concurrently; in the early decades of the 18th century when Fux was vice-Hof kapellmeister he was also Domkapellmeister at St Stephan's, and directed the Kapelle of Joseph I's widow, Wilhelmine Amalia. Apart from salaries, miscellaneous expenses connected with the Hof kapelle included payments for teaching (as well as teaching within the Hofkapelle, court musicians taught members of the ruling family), purchase of instruments, clothing (naturally most often for the choristers), wedding presents, pensions paid to musicians and their families: the total expended on the Hof kapelle was, as Küchelbecker remarked, substantial in the extreme. 
One important item of expenditure was the recruitment of musicians for the Hof kapelle, often effected by agents and contacts in Italy. (This was the general practice at the Austrian and South German courts. After his return to Italy in the early 1660s, Maccioni was active in recommending Italian singers and composers for the Munich court.) Naturally the singers appearing at these courts were predominantly Italians (including both castratos and female sopranos), among them 
such famous names as Faustina Bordoni and Farinelli, at Munich and Vienna. In the earlier Baroque period an interesting reflection of the change from Netherlands domination to Italian leadership in music comes in the records of personnel at the Austrian and South German courts. By the late Baroque the courts were overrun with Italian musicians. At Vienna the two most powerful posts of Hofkapellmeister and vice-Hof kapellmeister were regularly occupied by Italians during the period 1660-1740: Sances, Draghi, Pancotti, Ziani and Caldara. In this period the only non-Italians to hold these posts were J. H. Schmelzer and Fux. Native talent flourished particularly in the sphere of keyboard music where, with a few dis-tinguished exceptions, Italians after the mid 17th century contributed comparatively little. While Italians took over so many of the court posts, Austrians and Germans remained the most prominent in the lists of court and church organists. Georg Muffat at Salzburg, Kerll at Munich and Vienna, Ebner, Froberger, Murschhauser (organist of Unsere Liebe Frau, Munich), Gottlieb Muffat ( Vienna) and Pachelbel (organist at the Stephansdom, Vienna, in the 1670s) made significant contributions to an Austro-German keyboard tradition founded on a strong sense of heritage and on fruitful teacher-pupil relationships. In Bohemia, town organists' posts were often passed down through several generations of one family, and many leading Bohemian musicians in the 18th century came from local organists' families (including Franz and Georg Benda, C + ̆ernohorský, Johann Stamitz, Franz Tůma and Johann Dismas Zelenka). Traditionally the Bohemian Kantoren (the title was applied to school-masters, but its musical implications were not accidental) were entrusted with musical duties in church, and applicants for schoolmasters' posts were expected to be well qualified in singing and organ-playing; surviving documents show that musical ability together with the obligatory fidelity to Catholic beliefs was placed before general pedagogical considerations. 

On the one hand there are extant records of aristocratic patronage confirming the impression that a significant amount of Italian musical culture was imported into Austria, southern Germany and Bohemia. In the early 18th century Count Franz Anton Sporck employed an Italian opera troupe, led by Denzio, to perform Venetian operas at the theatre in his Prague residence and at his country seat. Through Denzio's connections with Vivaldi, several Vivaldi operas appeared in the Prague repertory. (Comments such as 'Estata molto applaudita' were entered by Count J. J. von Wrtba (d 1734) in the librettos of some operas by Vivaldi that were performed at Sporck's theatre.) 13 On the other hand musical education bound up with the church, and popular music-making, relatively immune to sophisticated foreign influences, continued to be embedded in Bohemian life. One interesting aspect of this concerns the Jewish musical community in Prague. Their oppressed state, and their concentration in the ghetto area, ensured the continuity of a traditional and individual style of performance. In the mid 17th century there was a Jewish guild of some 20 string- and wind-players. At a festive procession in the ghetto to mark Archduke Leopold's birthday in 1716 some 40 or 50 instrumentalists accompanied the singers. Other town music guilds complained that the Jewish musicians lowered the standing of the art; but these guilds were generally uneasy about possible rivals ranging from court Kapellisten to Jesuit students (the students might be willing to play at feasts and balls for less money than the official guilds). In Prague, in addition to imported musicians and musical events, there were local traditions featuring music for special occasions. To commemorate St John of Nepomuk there was an 

annual procession in boats up the river Vltava, with water-music to accompany the traditional pilgrimage to the saint's statue at the Charles Bridge. Local composers such as FrantiS + ̆ek Brixi and his brother S + ̆imon contributed to the music written for this ceremony. The combination of music, spectacle and ceremonial was as endemic in folk religious culture as it was in court society. At Salzburg music featured in a rich communal cult of theatrical folk processions and pageants associated with secular and sacred feast days. The archbishops themselves took an interest, and indeed appeared personally, in such processions: it may have been thought wise to draw them in to some extent under the archbishop's control. (One aspect of music not directly centred on the courts was the production of instruments: Austria, Bohemia and Bavaria were richly endowed with instrument makers, again often working in a family tradition.) 

In a variety of ways, both fruitful and detrimental, court, peasant and 'bürgerlich' cultures impinged on one another. There were significant attempts to absorb folk culture into the artistic recreations of the aristocracy. A favourite entertainment at the imperial court in Vienna was the Wirtschaft, in which the emperor and empress dressed up as a country innkeeper and his wife, offering hospitality to their guests. A 'peasant wedding' (Bauern-Hochzeit) of this kind for Shrove Tuesday in February 1731 featured, besides 'Host: his majesty the Emperor' and 'Hostess: her majesty the Empress' (Wirt and Wirtin), a colourful collection of village characters (including a village Jew and Jewess, bride and bridegroom and their parents), and peasant couples in different national costumes (Spanish, English, French, Italian, Bohemian, Austrian, Swabian, Tyrolean and Moravian), these roles all being taken by members of the nobility. This event could almost serve as an allegory of Viennese court music, where folk elements -- especially in instrumental dance-suites such as those of Schmelzer and Fux -- jostled with the fashionable Italian and French styles. Often collected together under Latin titles, these works expressed the typical mélange of different cultures, learned and popular elements, which made up the Austro-German Baroque style. 

Susan Wollenberg University of Oxford

The British Isles 
Private and Public Music 
Posterity has been unkind to the music of Stuart and Georgian England. The German musicologists of the last century who devised the concept of 'Baroque music' saw the period in terms of a clear line of development from the Italy of Monteverdi to the Germany of J. S. Bach. English music was either ignored altogether, or was seen as a weak and backward tradition that was rightly dominated by the German genius of Handel. Unfortunately, it is a view that is still with us today, and it has been reinforced by English cultural historians with more of an interest in literature or the visual arts than music. 

Part of the problem is that if the word 'baroque' is to retain any of its architectural connotations of rhetoric, chiaroscuro and irregular ornament, then the English Baroque only began -- if at all -- towards the end of the 17th century, when English musicians, like English architects, began to be interested seriously in developments abroad. Before then, certainly up to the Civil War, English music was still essentially late Renaissance in character. At the other end of the period, composers in England were still writing concerti grossi in the Corelli tradition during the 1770s and 1780s, long after the supposed end of the Baroque period, and long after J. C. Bach and C. F. Abel had popularized the Classical symphony in London. 

Another aspect of the problem concerns the enormous contribution made to English musical life by immigrants, especially from the 1690s onwards, when England quite suddenly became a world power and London became Europe's leading commercial centre. If we see English music only in terms of her native composers, then they will appear to be dominated by what an Oxford critic of Handel Athalia called 'a great number of foreign fidlers'. But if we set chauvinism aside and study the music of these immigrants as well, then a different picture emerges. The English musical style, concerned with melody and harmonic colour more than structure, exerted a powerful influence on even the most individual foreign composers, as Handel L'Allegro or J. C. Bach's Vauxhall songs show. Furthermore, they came to London not because the competition there was weak, but because England's musical institutions afforded them more opportunities than anywhere else. Far from being a Land ohne Musik, mid-18th-centuryEngland probably had the richest musical life of any European country at the time. 

England in 1600 was one of the most centralized countries in Europe. Most of her wealth and perhaps a fifth of her population of just over four million was concentrated in the home counties. London, with a population of over 200,000, was more than ten times the size of her nearest rivals, Norwich and Bristol; an extraordinarily large proportion of the nation's commercial, intellectual and artistic life was to be found in her noisy and crowded streets. Above all, London was the seat of England's highly centralized form of government, organized around the person of the monarch. 

Musical life was correspondingly centralized at the beginning of the 17th century. 

With the exception of Thomas Weelkes at Chichester and John Wilbye at Hengrave in Suffolk, all of England's most important composers before the Civil War lived in or around London or were connected with the court in some way. The Reformation had caused the decline of the traditional centres of provincial music, the cathedrals and collegiate foundations; many of their most talented musicians, like Thomas Tallis, were subsequently attracted to a court that was increasing in size and splendour during the 16th century. A century later, with the court itself in decline, London's theatres, concert halls and parish churches became the main centres of employment. Apart from a brief period during the Civil War when court musicians left London in large numbers to seek work, it was not until the end of the Baroque era that musical life outside London began to revive, aided by the increasing prosperity of provincial towns and by the amateur musical societies that flourished in them. 

In the Renaissance, the court was not a particular building but an institution: it was a mobile society of courtiers, administrators and domestic servants that accompanied the sovereign on an annual circuit of royal palaces and great country houses. During the three legal terms, the main working part of the year, the court stayed close' to the City -- at Whitehall or one of the other palaces along the Thames from Greenwich to Richmond. In the summer it ventured further afield, often on a leisurely progress around one of the more distant parts of the kingdom, though its musicians were often allowed to remain behind. 

Music was provided for the court by a number of separate groups or consorts working in the section of the royal household known as the Chamber, under the jurisdiction of the Lord Chamberlain. The largest and oldest of them was the Chapel Royal, the royal choir. Administered by the Dean of the Chapel (often a bishop) and an elected sub-Dean, the Chapel Royal consisted of 12 children and 32 singing men or 'gentlemen', from whose ranks were taken the Master of the Children and two or three organists. The first duty of the Chapel was to provide the sovereign with daily choral services, though in the 16th century it also provided secular entertainment in the form of choirboy plays. Little is known about its secular activities in the 17th century, but it must have provided the voices for the birthday and New Year odes that were a feature of Restoration court life, and its members probably contributed a good deal to informal music-making. 

The Chapel maintained its position as the leading choir in England, partly because the Master of the Children had the right to recruit boys from cathedrals and chapels throughout the country -- by force if necessary; many institutions were also compelled to pay the salaries of their best musicians ( Thomas Tomkins of Worcester, for instance) while they were away for long periods at court. However, these enforced absences did at least keep provincial choirs abreast of the latest developments, and help to explain why their repertory in the 17th century was so dependent on the work of Chapel Royal composers. 

The verse anthem, first developed in Elizabethan times from the consort songs of choirboy plays, was the characteristic product of the Chapel throughout the Baroque period; its intricate interplay between solo voices, choir and viols (or possibly cornetts and sackbuts) was particularly suitable for the almost domestic acoustics of the chapels at Whitehall and the other royal palaces. From the court, the verse anthem repertory spread to cathedrals (where the organ normally replaced the viols) and private chapels. At the Restoration, the Chapel Royal was revived 

under the energetic leadership of Captain Henry Cooke, who trained a precociously gifted group of boys that included Pelham Humfrey, Michael Wise, John Blow, William Turner, Henry Hall and Henry Purcell. First as boys and then as men, they developed a new type of verse anthem that borrowed elements of the French orchestral style and Italian vocal music, replacing the viols with a violin band and organ continuo. 

Although the Chapel Royal declined sharply after the accession of William and Mary, its role in English church music was not replaced by provincial choirs; in general they were at a low ebb throughout the 18th century. Instead, the best talent was beginning to be attracted to a new source of employment. The Great Fire of 1666 and the steady expansion of London in the decades that followed resulted in the construction of a great number of splendid new churches, designed by Sir Christopher Wren and his associates, and each equipped with an organ. Since many of the existing London churches were also beginning to be equipped with new or improved organs at this time (often provided by the builder or a parishioner in return for an annuity), the result was that a new profession -- that of the London church organist -- came into being. Many distinguished 18th-century musicians, including Maurice Greene, J. C. Pepusch, William Boyce, John Stanley and Charles Burney, found it convenient to combine such a post with their other activities. 

The rest of the musicians in royal service were instrumentalists, organized into a number of separate consorts with different roles in the daily round of court ceremonial. In 1600 there were five of them: a band of trumpets and drums, three consorts of wind instruments and a violin band. The 16 trumpets need not detain us long: like similar groups at other courts, they adorned state occasions with improvised fanfares and played no part in the literate musical culture until the 1670s. The three wind consorts were a mixed group of eight shawms and trombones, a consort of six flutes and a consort of six recorders. In the 1630S they were combined into a single group of 15 men, and moves were made to change over to the more modern and flexible combination of cornetts and sackbuts. Their main duty was to accompany the daily ritual of the sovereign's dinner, though they also took part in court masques, and during the reign of James I they began to play in the Chapel Royal on special occasions. A manuscript at the Fitzwilliam Museum, Cambridge, contains a selection of their repertory from about 1610 until after the Restoration: it includes part of the famous music 'For His Majesty's Sagbutts and Cornetts' written by Matthew Locke, possibly to accompany Charles II's coronation procession on 22 April 1661. 

Like the wind consorts, the violin band took part in court ceremonial, though it is likely that it concentrated mainly on accompanying dancing; the texts of many court masques of the period mention it in this role. We know that it played normally in five parts, using the layout of one violin, three violas and bass like the French Vingt-quatre Violons. At the Restoration, it was enlarged from its pre-war strength of about 15 to 24 to bring it into line with the French court orchestra. At the same time, groups from the band began to be used in the Chapel Royal and in the London theatres. By the time Purcell began to write for it around 1680, the band was using the more modern Italian 'string quartet' layout. 

A sixth group, called variously 'The Lutes and Voices', 'The Private Music' and 'The Consort', was developed at court during the reigns of James I and Charles I, in part from ensembles in Prince Henry's household and that of Charles as Prince 

of Wales. It was quite distinct from the violin band, and consisted of a number of lutenist/singers, a few viol players, two violinists, a harpist and an organist or virginals player; in effect, it was a distinguished group of soloists who provided the royal family with a variety of vocal and instrumental chamber music in their private apartments -- hence the title 'The Private Music' (see Plate 15 ). Its string players, for instance, appear to have played the great repertory of contrapuntal consort music written by court composers from John Coprario to Matthew Locke -- particularly fantasy suites or 'setts' for one or two violins, bass viol and organ. 

James II drastically rationalized the Royal Music soon after his accession in 1685. All the instrumental consorts were replaced by a single ensemble based on the Twenty-four Violins. The new group was, effectively, an up-to-date orchestra of wind, strings and continuo, though by the 1690s its duties were largely confined to important state occasions, and by the middle of the 18th century a post in the royal band was virtually a sinecure. 

Waits were humble civic equivalents of the court instrumental consorts. Originally guards and watchmen, by 1600 they were small consorts of adaptable instrumentalists (six was a common number) who could provide their town with music for a variety of outdoor and indoor occasions. Though some were not far removed from itinerant buskers, the best, like the waits of London and Norwich, were literate and highly accomplished musicians who played lutes, viols and violins as well as the traditional 'wait pipe' (the shawm) and other wind instruments. The London waits, for instance, provided music at the Blackfriars Theatre for the King's Company ( Shakespeare's troupe) and employed a number of prominent composers such as John Wilson, Robert Taylor and Simon Ives. The first half of the 17th century was the heyday of the waits; after the Restoration they were supplanted in London's musical life by public concerts and a new type of musical theatre, though they continued to exist there and elsewhere until the 19th century. 

Before the Civil War, London had two theatrical traditions. The various commercial theatres gave spoken plays, largely in the Elizabethan manner, on a plain stage with music apparently confined to preliminary incidental music and a few songs and dances. At court, masques and pastoral plays were performed with the Italian arts of perspective scenery, stage machinery and artificial light, and with the full resources of the Royal Music. At the Restoration, Charles II wisely decided not to revive a regular court theatre; it had contributed to his father's financial difficulties and the Puritans had attacked it as a symbol of the court's immorality and decadence. Instead, he authorized the establishment of two patent companies under royal patronage; as nominal members of the royal household, they came under the jurisdiction of the Lord Chamberlain. This arrangement, which lasted in essence until the 19th century, brought together the two pre-war theatrical traditions. Ordinary plays, including a number by Shakespeare, were given in a manner derived from the masque, with masque-like scenes set to operatic music. At first the Twentyfour Violins, divided into two groups, provided the music for important productions. Later the two playhouses established their own bands; by the 1690s virtually every new play or revival was provided with a specially composed suite of incidental music, heard before the play began and between the acts. The culmination of the Restoration musical theatre was the series of elaborate musical plays or 'semi-operas' with music by Henry Purcell, given under Thomas Betterton's direction at the Dorset Garden Theatre; at the time Dioclesian ( 1690), King Arthur ( 1691) and 

The Fairy Queen ( 1692) were regarded as Purcell's finest achievements, while the miniature italianate opera Dido and Aeneas ( 1689) was performed in private and remained virtually unknown. 

The triumph of semi-opera was short-lived: within a few years of Purcell's death in 1695, Italian opera swept it from the stage (see Plate 23). Italian opera, especially after Handel Rinaldo (the first to be written specially for London, performed at the Haymarket Theatre from 24 February 1711), attracted the artistic and social élite permanently to its cause. Italian singers and instrumentalists surged into England, Handel found himself at the forefront of English musical life and a promising generation of English composers -- including Croft, Eccles and Weldon -were effectively deprived of employment in the theatre. 

Although J. C. Pepusch and J. E. Galliard wrote a number of italianate English operas as afterpieces to spoken plays between 1715 and 1718 (they were the model for Handel Acis and Galatea, 1718), English musical theatre was mainly confined to low comedy for the rest of our period. Pantomime, a favourite type of afterpiece, became popular in the 1720s, mainly through the antics of John Rich, the greatest Harlequin of the century. At this period it rather curiously combined serious allsung mythological scenes with spectacular scenic effects and danced episodes derived from the commedia dell'arte. Ballad opera was a craze that lasted for just a few years, following the great success in 1728 of Gay The Beggar's Opera, produced at Lincoln's Inn Fields with music arranged by Pepusch. However, The Beggar's Opera continued to be performed throughout the century and its satire of Italian opera, as well as its use of popular tunes, influenced many subsequent works, such as Lampe The Dragon of Wantley ( 1737) and Arne Love in a Village ( 1762). Arne made his name in the theatre with Comus ( 1738), a reworking of Milton's famous 1634 masque. This modified revival of the semi-opera, which came soon after a temporary collapse of Italian opera in London, heralded a return to seriousness in the English musical theatre, and its pre-Romantic rural atmosphere attracted many imitations, including Handel's oratorio L'Allegro ( 1740). 

The public concert was an English invention, though until the end of the 18th century concerts were given by amateurs as often as professionals, and they were held in taverns, theatres, pleasure gardens or assembly rooms as often as purposebuilt concert halls. All concerts were given by groups of instrumentalists, sometimes including voices; the solo keyboard recital belongs to a later period, though concerts nearly always included a number of contrasted solos among the ensemble items. Though John Banister is usually credited with giving the first concerts in London in the 1670s, similar events were held in Oxford during the Commonwealth. The Civil War had acted as a powerful stimulus to music in the provinces, since many court musicians had left London, and amateurs and professionals alike 'chose rather to fidle at home, then to goe out & be knockt on the head abroad', as Roger North put it. Under the energetic professorships of John Wilson ( 1655-61) and Edward Lowe ( 1661-82), both amateurs and professionals (occasionally including virtuosos like Thomas Baltzar and John Banister) met weekly at the University Music School and at the house of the organist William Ellis to play consort music on a mixture of violins, viols and continuo instruments; the music they played forms the basis of the Music School collection in the Bodleian Library, Oxford. 

A similar meeting, at which French-style orchestral music was played with professional bass violinists, was held in the Castle Tavern in Fleet Street during the 

1680s; it eventually evolved into the fully professional concerts at York Buildings, off the Strand -- London's first proper concert hall. The output of composers like the Moravian Gottfried (or Godfrey) Finger, who was one of the promoters of the York Buildings concerts (c 1689-97), shows that the new concert-going public preferred to listen to sonatas that combined virtuosity and tunefulness with unusual scorings. Finger's sonatas call for trumpets, oboes and recorders with strings in novel combinations; they are typical of the growing repertory of instrumental music that was offered to amateurs in printed editions by John Walsh and his Netherlands counterpart, Estienne Roger. 

The most remarkable music meeting of the period was the one run from 1678 to 1714 by the coal merchant Thomas Britton above his shop in Clerkenwell. Britton's concerts were unusual for the quality of his performers (they reportedly included Handel and Pepusch), the nobility of his audience and, to judge from the posthumous sale catalogue of his music library, the catholicity of his taste. Britton represents the beginning of an antiquarian strain in English music that became more pronounced as the century progressed. His interest, for instance, in mid-17th-century viol music has its counterpart in Pepusch "Academy of Ancient Music", in Maurice Greene and William Boyce Cathedral Music, in the antiquarian interests of the Oxford professors William and Philip Hayes and, finally, in the great histories of Burney and Hawkins. By espousing antiquarianism, English 18th-century musicians were able to combine their traditional conservatism with a contemporary pre-Romantic nostalgia for the past. 

In the early 18th century, concerted music was increasingly heard in theatres and pleasure gardens. After 1710, italianate concertos and sonatas replaced specially composed suites as interval music in plays and operas. For instance, the repertory of concertos for fifth and sixth flute (small recorders in C and D) by William Babell, Robert Woodcock and John Baston, as well as the concerti grossi and sonatas of John Humphries, seem to have been written for Lincoln's Inn Fields in the second and third decades of the century. Handel's concerti grossi and organ concertos fulfilled a similar function during performances of his operas and oratorios at the Haymarket or Covent Garden. Spring Gardens at Vauxhall (south of the Thames opposite Whitehall) existed in Restoration times, but regular concerts only began there after 1732; its major rivals were Marylebone Gardens (opened 1738) and Ranelagh in Chelsea (opened 1742). Judging from the collections of 'Vauxhall songs' published by Arne and others from the 1740s onwards, the principal fare was songs and cantatas with orchestral accompaniment, though organ concertos became popular later in the century. 

The extraordinary popularity of the Corellian concerto grosso in England can be best explained by its usefulness to the many orchestral societies that sprang up all over England around 1750 (see Plate 16); presumably, hired professionals played the concertino parts, leaving the ripieno to their employers, the gentlemen amateurs. Although the earlier English concerto sets were mostly published by London composers such as Humphries, Geminiani, Festing, Giuseppe Sammartini and Handel, the lead later passed to the provinces: the work of John Alcock at Lichfield, Charles Avison at Newcastle or Capel Bond at Coventry shows how high musical standards were, even in quite small towns. Furthermore, these same societies took up the much more difficult and richly scored galant symphonies of the 1770s and 80s with equal enthusiasm. 

In the early 17th century, children normally learnt music initially through a solo instrument. An early 17th-century book on the organization of aristocratic households by ' R.B.' recommends 'the Base Violl, The Virginalls, Lute, Bandora or Citerne'; the more advanced skills needed to play or sing in consort were normally found only in the most musical households. Around 1600, when keyboard instruments were relatively rare and expensive, the lute was -- as Dowland put it in 1609 -- 'most in request'; it was cheap and portable, it had a large and worthwhile repertory and its tablature notation was easy for beginners to learn. Even so, the popularity of this increasingly complex instrument (around 1620 it acquired new tunings and extra strings from France) declined later in the century in favour of the simpler lyra viol and five-course guitar. Virtually all the Tudors were lutenists; Charles I played the viol 'exactly well', and his sons, Charles II and James II, took up the guitar, as did a number of their contemporaries, including the diarist Samuel Pepys. While the viol played 'lyra-way' in chords from tablature was an English invention, the vogue for the guitar was part of the Restoration enthusiasm for French culture; Francesco Corbetta, the leading exponent of the instrument in France, visited London and in 1671 dedicated La guitarre royalle to Charles II. It was taken for granted that these instruments were learnt partly so that the players could accompany their own singing (from tablature early in the century, and later from unfigured or figured basses). Keyboard instruments only began to be used generally for this purpose in the 1690s. 

Although the Jacobean and Caroline keyboard repertory is commonly called 'virginal music', there is no reason to think that it was always played on the singlestrung rectangular instrument; harpsichords and domestic organs were also common. Rectangular virginals continued to be made in the Restoration period (the latest is dated 1679) though English makers were by then already producing a newer triangular type with a miniature bentside; it was called 'spinet', after the Italian spinetta, and may have been introduced to England by Girolamo Zenti, who worked briefly for Charles II. From then, the spinet reigned supreme in ordinary English houses until it was supplanted by the square piano in the 1760s and 1770s. English Baroque keyboard music can be divided into a 'high' repertory, written largely by professionals for their own use, and a 'low' one, made up of simple teaching pieces, dances and arrangements of popular songs. The latter sounds best on (and was doubtless largely intended for) the virginal and the spinet, while the former, particularly in the 18th century, was written specifically for English harpsichords. Around the middle of the century, the two rival family firms of the Swiss Burkat Shudi ( 1702-73) and the Alsatian Jacob Kirckman ( 1710-92) developed large and powerful instruments that combined elements of the Italian, French and Flemish national schools. They were ideal for playing the range of English and Continental music -- including Zipoli, Domenico Scarlatti, Rameau and C. P. E. Bach -- that was available from London publishers; just as English musicians developed antiquarian tastes, so they became increasingly eclectic as well. 

I have outlined an alternative to the traditional view that English music between Purcell and Elgar is unworthy of notice. Decline there certainly was; but it did not come substantially until around 1800-30, when most of the familiar musical institutions of the 18th century -- the court, the cathedral choir, the English musical theatre, the orchestral society, the pleasure gardens and home chamber music -were all at a low ebb or had more or less come to an end. The causes of decline are 

complex: they extend into other areas of cultural life, and beyond into larger questions of politics and history, in which the Napoleonic wars, industrialization and the decline of aristocratic life each played a part.

The Low Countries 
The Netherlanders 
The division of the Low Countries into two political entities in the late 16th century shattered a centuries-old cultural unity which, particularly in the 15th and 16th centuries and especially in the field of music, had held a dominant position in the western world. From that time until the French Revolution the South Netherlands continued to be under the rule of Spain or, from 1715, of Austria (though the episcopal principality of Liège preserved its independence). The territories of the north joined to form the Republic of the Seven United Provinces. The reshaping of Europe at the Congress of Vienna, following the upheaval of the Napoleonic Wars, reunited the two states, but the so-called United Kingdom of the Netherlands did not last for long. In 1830, yet again, two separate sovereign states in the Low Countries came into being, the Kingdom of Belgium in the south and the Kingdom of the Netherlands (commonly though incorrectly known as 'Holland') in the north. 

The political separation, endorsed internationally in 1648 by the Treaty of Westphalia, was not the only factor to force the two states apart. While the centre of political and economic importance undoubtedly lay in the South Netherlands in the 15th and 16th centuries, by the end of that period it had shifted to the north. The South Netherlands, under Habsburg rule, were dominated throughout the Baroque era by a conservative Catholic church and an equally conservative, Catholic and largely foreign nobility. The former economic prosperity slipped into decline, mainly because of the loss of access to the Schelt estuary. Learning and the arts also declined, and in the 17th century it was only in painting (with Rubens in the forefront) that the glories of the past were maintained. 

In the north, in spite of the armed conflict that had brought them into being, the United Provinces rose to become a major European power, founded a formidable overseas empire, and filled their coffers through the vigorous pursuit of worldwide trade. Learning, literature, painting and architecture flourished as never before. The Dutchman has good reason to refer to the 17th century as his 'Gouden Eeuw' ('Golden Age'). This vigour wanted in the following century, and the Republic gradually lost its political standing in Europe. 

The music of the Baroque clearly reflects the different social, economic and religious structures of the two states. A major common denominator is perhaps the fact that in neither south nor north did music return to the heights it had reached in the Renaissance. But conventional musicology has painted too negative a picture of 17th- and 18th-century music in the Low Countries -- although that view is now under re-examination. But modern research is unlikely to alter the fact that both parts of the Netherlands were left behind by other great European nations. Why this should be so, in a period that witnessed so impressive a flowering of the other arts -- such as both Dutch and Flemish painting in the 17th century -- remains an enigma (see Plate 19 ). 

The breach with the past is less marked in the South Netherlands, particularly 

in church music. The south remained true to the old religion, and there was little change in the institutions of sacred music. The great churches like Ste Gudule in Brussels, St Donatian in Bruges and St Bavon in Ghent maintained their traditional establishments and trained their singers and instrumentalists in their choir schools. Heavy losses of source material make it impossible to assess the liturgical music of these churches, but almost certainly it was not progressive. Until well into the 17th century the names of the great 16th-century composers (Clemens non Papa, Orlande de Lassus and Philippe de Monte) recur; but Italian monody seems to have become known only very late and even then it was not widely disseminated (an example is the Sacri concentus, 1630, of Léonard de Hodémont). The motets and Masses of the Catholic Englishman Peter Philips, who found asylum at the Brussels archducal court, are among the more important sacred works of the earlier 17th century -- far superior to those of local church composers, whose use of continuo still seems conservative. In this area Henry Du Mont was important, but, as he spent almost his entire life in Paris, he lies beyond the scope of this essay. 

Not apparently until after 1650 are more up-to-date stylistic features found, and then mainly in non-liturgical music for private worship (for example, the songs with continuo of Lucas van Waasmunster). It was then, too, that the concertato style became established in south Netherlands motets and Masses. Late in the century the Italian High Baroque style was introduced by two immigrants, Pietro Torri and Pietro Antonio Fiocco. Fiocco's eldest son, Jean-Joseph, was a prolific composer of Italian oratorios in the 1730s; another son, Joseph-Hector, is best known for his Lamentations for Holy Week. The motets of Pierre-Hercule Bréhy, maître de chant at Ste Gudule, reveal French influence. 

In the more Catholic southern area of the United Provinces, too, the concertato style is found in motets and Masses. As early as 1631 Viadana's influence can be seen in the motets of Herman Hollander, phonascus of the Church of Our Lady in Breda. The liturgical works of minor masters like Benedictus Buns ( 1666-c1710) or Carolus Hacquart belong to a similar tradition. But the production of Catholic church music in the Republic in the Baroque was distinctly modest. 

The prevailing of the young state was Calvinism. Any music had to be simple and austere. In services the use of music was restricted to the liturgy. Up to the middle of the 17th century psalms were unaccompanied; eventually organ accompaniment was reluctantly permitted. Church buildings, and thus organs too, were the property of towns, and organists were therefore municipal employees. They had to play not only before and after services on Sundays but often at specified times during the week. These 'organ recitals', under civic auspices, were an institution in the United Provinces. Organ-building was a flourishing craft in the Baroque era, and the magnificent instruments of the time are still internationally admired. Much of the music played on them, from the time of the great Sweelinck (d 1621) onwards, is gone beyond recall, for improvisation was an important feature of the organist's art. 

Town bands, an international musical institution, were to be found in the larger towns of the United Provinces up to the middle of the 17th century. Composed typically of cornetts, trombones, flutes and trumpets, they played in the town square for civic receptions, banquets and other festivals. In addition, there was the carillon, a typically Dutch form of public music-making. Bell-players, like organists, were civic employees; often the same person held both posts. The bells cast by François 

and Pierre Hemony, brothers from Alsace-Lorraine who settled in the United Provinces in 1641, had a precision of tuning and clarity of timbre that gained the brothers commissions for carillons throughout the country. The installation of a pegged cylinder enabled the carillon to play automatically at set intervals -- usually every quarter-hour -- while the carillonneur's contract often required him to play manually once or more a week. The sound of the carillon, especially in large cities, has always made a strong impression on foreign visitors: Burney, for one, was impressed by the 'jingling of bells' when he visited the Netherlands in 1773. 

The collegia musica played an important role in the evolution of instrumental music in the Republic. These musical societies, upper-middle-class in origin, came into existence in many towns from the end of the 16th century onwards (see Plate 18 ). Their repertory was originally orientated towards vocal and sacred music, but during the 17th century they turned increasingly to instrumental music, and this remained their chief interest. Often a town council expressed support for the activities of a collegium by making a room available for its use or stipulating in an organist's contract that he assume its direction. In the 18th century some of the collegia musica became semi-public institutions, first by admitting guests to their sessions, later by obtaining monopolies to license itinerant musicians to play in the town and to regulate admission to their performances. The 19th-century successors of the collegia often influenced the founding of professional, civic orchestras. The activities of the collegia musica and similar associations, with their mixture of professional musicians and amateurs, were a source of inspiration not only to composers -- from the time of Sweelinck's polyphonic settings of the Geneva Psalter ( 1604-21) to the Concerti armonici ( 1725-40) of Count van Wassenaer, reflecting the move from sacred vocal music to instrumental -- but also to the many 17thcentury painters who delighted in portraying groups of musicians. 

The role of the collegia in the musical life of the North Netherlands is all the more significant because neither the relatively austere court of the stadhouder nor the Calvinist church were active patrons. Much of the instrumental music of the minor Dutch Baroque masters was composed for this kind of social music-making. Keyboard and lute music were also cultivated in the 17th century (see Plate 25 ), and towards the end of the century the viola da gamba enjoyed a brief vogue, with such composers as Hacquart and above all Johannes Schenk. The outstanding vocal work was Constantijn Huygens's collection of monodies, Pathodia sacra ( 1647). Operatic activities were not such as to excite international attention. Indigenous opera was modest; much of it amounted to no more than musical interludes in spoken drama. Opera performances in The Hague and Amsterdam were dominated by works from the foreign repertory, especially French. 

The first half of the 18th century was a great age of music publishing in the United Provinces. Amsterdam, with the publishing houses of Mortier, Witvogel and above all Roger and Le Cène, was an international centre of music printing. Good trading links facilitated the rapid distribution of their products. This brought Dutch music into direct contact with the international repertory, especially the Italian. This 'internationalization' of musical taste and activities is reflected in the frequent references to the many foreign musicians who chose to reside there. Longerterm visitors include composers such as the Germans Hurlebusch, J. W. Lustig and A. W. Solnitz, the Frenchman Jean-Marie Leclair, and the Italians P. A. Locatelli and Carlo Tessarini. On the other hand, some Dutch musicians, such as the 

composers Willem de Fesch and Pieter Hellendaal, spent most of their careers abroad (in England in their cases). 

In the South Netherlands, unlike the United Provinces, church and court patronage was an important factor in musical life. Shortly before his death, Philip II of Spain had transferred the province to his daughter Isabella as her dowry when she married Archduke Albert in 1598; the childless couple ruled, in effect, as governors of a Habsburg fief. Their musical establishment in Brussels, very similar to that of their predecessors, was known as the Chapel Royal. Music at the court was divided in the customary way between chapel and chamber. 

The importance attached to music at the Brussels court depended on the taste of successive governors. Over the years the Chapel Royal and the chamber gave employment to many minor composers born in the South Netherlands, notably the keyboard master Peeter Cornet (d 1633), as well as well-known foreigners. The English organist and composer Peter Philips was at the court from as early as 1597 until his death in 1628, and another English Catholic, John Bull, organist at Antwerp Cathedral, was also often in Brussels during that time. Many foreign musicians were employed in the chamber: a Spaniard, Pedro Rimonte, was director from 1603, and an Italian, Gioseffo Zamponi, held the post around the middle of the century, while such notable names as Biagio Marini, J. J. Froberger and J. K. Kerll appear in the records for periods of varying duration. During the 17th century the emphasis shifted from vocal music to instrumental. However, the most obvious difference between south and north is in theatre music. As early as 1634 a Ballet des princes indiens, in which monodic singing alternated with dance, was given at the Hôtel d'Orange in Brussels, and in 1650 the governor ordered a production of Zamponi opera Ulisse nell'isola di Circe in celebration of the marriage of Philip IV of Spain -an event to remind us that the old tradition of lavish festivals on state occasions, redolent of the age of the dukes of Burgundy, still had some residual life at the Brussels court. 

Towards the end of the 17th century, Pietro Torri was master of the Brussels chapel; he was followed by P. A. Fiocco. Fiocco also directed the earliest public opera houses in Brussels, the Théâtre du Quai du Foin and, from 1700, the Théâtre de la Monnaie; on his death in 1714 he was succeeded by his son, Jean-Joseph, who like his father was a prolific composer of concertante sacred music. It was not until 1746 that a native musician, the violin virtuoso Henri-Jacques de Croes, from Antwerp, was named master of the chapel. 

There is ample variety in the broad view of music in the Low Countries during the Baroque, especially when the separate developments of south and north are considered. Certainly there is no denying the paucity of names of truly European rank among native musicians, particularly by comparison with the Renaissance era; but that need not detract from the substantial contribution, in relation to the size of the area, that the Low Countries made in some sectors of the period's musical life. 

Albert Dunning Università degli Studi, Pavia (Translated by Mary Whittall) 

The Iberian Peninsula and its New World Colonies 
The Spanish and Portuguese Heritage 
The century following the death of King Philip II in 1598 has often been characterized as a time of decline and decadence, during which Spain's power and influence dwindled and cultural development was stifled by isolationism. This profoundly negative picture is only partly justified. 1 The Spanish Habsburgs remained a force in European politics, and Spanish artists and writers made essential contributions to European culture. Spanish music of the period is less well known. It has not been studied widely or performed, partly because it has survived in manuscript sources which are difficult to consult. Further, most of the early research was devoted to sacred music, which as compared to secular music was indeed in decline. 

In fact, Spanish culture shows a complex but striking originality. Spain experienced a second Golden Age because art was both a solace and a vital emblem to her proud rulers. Cultural patronage, once divided among competing noble houses, became centralized as the Habsburgs and their ministers systematically stripped noble families of their wealth, drawing them to the Madrid court and compelling them to live as courtiers. The arts had two primary functions: when financed by the court they could proclaim the power and grandeur of the monarchy, while for the educated commoner and the nobility they were a forum for social criticism and a mirror of society. The visual arts were especially important for their representational potential and their immediate impact. Music, however, did develop its own propagandistic and nationalistic function, towards political or religious ends, especially certain forms of vernacular sacred and theatrical music. Under King Philip III (reigned 1598-1621) and his minister the Duke of Lerma cultural patronage did not expand, but the role of music is clear as representative of its patrons. The court supported its Capilla Real, its ministriles (players of wind instruments), trumpeters, and chamber musicians for the king's and the queen's households. Latin sacred music in the orthodox Renaissance style was the mainstay of the chapel, thanks to the direction of Mateo Romero, a Flemish composer trained in the Franco-Flemish tradition that had dominated the chapel since the time of Charles V. 

Secular music at court was also fairly conservative. Sophisticated monody and recitative, so fashionable in Italy, were unknown until 1627. While innovative Italian instrumental styles and techniques may have been imported by foreign string players, secular vocal music was mainly heard in simple polyphonic settings of wellknown tunes, and the chamber musicians mostly provided dance music for palace balls and intimate entertainments for the queen. Theatrical spectacles were rare: the king preferred dancing, and the queen considered them improper and lascivious. The first of Philip III's reign, a masque given in celebration of the birth of the future Philip IV in June 1605, at Valladolid, exemplifies the conservative approach 

with its formal polyphony for two choirs followed by elegant dances in a traditional style. On less formal occasions current styles of secular music were absorbed into theatrical performances, as in 1614 and 1617 when, after Queen Margarita's death, Philip III and his children were entertained at the Duke of Lerma's country estate with plays by Lope de Vega and Luis Vélez de Guevara. 

With the accession in 1621 of Philip IV, the 'Planet King', contemporary observers proclaimed a new Golden Age. The monarchy was transformed into a stronger, more vital institution through a carefully planned agenda in which the arts had a well-defined role. Attention to domestic affairs was reflected by a dignification of 'native', popular and emblematically Spanish forms of art. Fashionable courtly poetry was nationalistic in its adaptation of material from the popular sphere; similarly, fashionable song settings by court composers such as Mateo Romero, Juan Blas de Castro and Carlos Patiño adapt well-known tunes and characteristic rhythms that give them a national identity. These were also adapted for the public theatres in comedias by the leading dramatists, treating themes of immediate national, moral or social interest. 2 Here songs were largely used in scenes of everyday life, to reinforce verisimilitude. Although many of the composers whose songs survive worked in the elevated sphere of the court, secular songs, in an ingenious but simple diatonic style, were thus products of early 17th-century Spanish culture. 

In the new age ushered in by the young Philip IV and his valido, the CountDuke of Olivares, visual display became essential as politically emblematic art, for the king and his ministers were eager to promote a positive image. A new palace, the Buen Retiro, was hurriedly constructed, and several royal sites were refurbished with the guidance of the leading court artist, Diego Velázquez. 3 The new vision of the monarchy also provoked a renewed interest in court theatrical spectacles, all of which relied on music to some extent. The king hired Italians to supervise the scenic effects, which thus were similar to those seen in the best court theatres elsewhere. 

This reliance on italianate effects did not signal the incorporation of foreign musical styles. In the first two decades of Philip's rule the music for court plays was similar to that for the comedias, except that the former could exploit a larger number and wider range of singers and instrumentalists. But there is no evidence of music in the Italian style: traditional Spanish songs and fashionable songs by the court composers were still the mainstay at court as in the town. 

In 1627 the court audience saw an opera in the Florentine style with a Spanish text by the leading dramatist, Lope de Vega: La selva sin amor, conceived by Cosimo Lotti, Philip IV's first Italian stage architect, to display his talents. The Bolognese lutenist Filippo Piccinini, who joined the Spanish court in 1613, was obliged by the Florentines to compose the score; he claimed unfamiliarity with the recitative style, also unknown to the Spanish court composers. 4 Although Lotti's scenic effects were highly successful, La selva sin amor made virtually no impression on the course of music in Spain. Opera was not established as a genre, and the recitative style was not taken up immediately by Spanish musicians. Neither did the new concepts of 'speech in song' and totally sung theatre inspire commentary (as far as we know) from the usually vociferous circle of court dramatists and musicians. The foreign genre (pastoral opera) and the humanistically inspired musical style (recitative) seem to have been rejected by both the artistic community and the royal patrons. 
No further operas were performed at court until 1660, though the recitative style was reintroduced in the 1650s. In 1652 the court dramatist Pedro Calderón de la 
Barca prepared an elaborate mythological drama for the theatre at Buen Retiro. Music had a more important place here and in subsequent court plays, especially in the mythological semi-operas, where recitative distinguished the conversations of the gods from those of mere mortals, and lyrical song became the vehicle for divine messages to the mortals. Recitative was suggested by the king's Italian stage engineer, Baccio del Bianco (see Plate 20 ), and the papal legate to Madrid, Giulio Rospigliosi, the distinguished poet and librettist. 5 According to Baccio's letters, the Spaniards knew nothing of recitative and were sceptical about 'acting in song'. 6 Nevertheless, a Spanish adaptation of recitative became an essential ingredient of the mythological semi-operas by Calderón and the composer Juan Hidalgo, and was used occasionally in the pastoral zarzuelas, in which spoken dialogue was standard. 7 The music in both genres was largely Hidalgo's creation, although others ( Juan del Vado, Cristóbal Galán) occasionally wrote for the court plays. Hidalgo's music is not italianate and is instead shaped by characteristically Spanish rhythms and melodic clichés, closely tailored to the poetry. 

Amid the comedias, semi-operas and zarzuelas produced at court, the two Calderón--Hidalgo operas of 1660, La púrpura de la rosa and Celos aun del aire matan, were exceptional. Planned to celebrate the Peace of the Pyrenees and the marriage between Louis XIV and the Infanta Maria Teresa, 8 the operas were commissioned to display the court's elegance in competition with the French celebrations (in which Cardinal Mazarin planned to produce Italian opera, by Cavalli). Although a nonSpanish genre was chosen, Celos aun del aire matan demonstrates that text and music were conceived and executed without recourse to foreign models. This and La púrpura de la rosa were decidedly native products; Hidalgo and Calderón produced a Spanish operatic style (in which the predominant texture is that of the strophic air, even for narrative and dialogue) more than a decade before Lully and Quinault developed a French one. 
The most important musical institutions besides the court were the cathedrals, the large churches and the municipal theatres in the largest cities. The factors that influenced music at court held everywhere, and uniformity rather than diversity was the rule. In secular music, the styles of the most famous composers ( Romero, Juan Blas de Castro and Hidalgo) were legitimized by royal approval, and their works became models. Large-scale compositions by leading church composers were copied and passed on to fellow maestros de capilla in lesser churches. Although the CounterReformation had imposed a reformed orthodoxy and uniformity, the decline in religious education and simplification of religious thought seems also to have brought an avoidance of innovative forms and styles. Latin sacred music was generally composed in strict counterpoint or in the grand 16th-century polychoral style. But the vernacular villancico was prolifically cultivated in all regions; it could be solo or multi-voiced in texture, instrumentally accompanied or a cappella, and could embrace a variety of poetic styles and topics. Villancicos were heard by large numbers of people at important religious celebrations; the texts thus had to be audible, and the styles tended to be contemporary and sometimes semi-theatrical. Some clerics and moralists detested villancicos because of their secular and popular tendencies, but it was precisely this that made the villancico a useful source of broadly appreciated religious propaganda, and it was virtually the only form of non-liturgical religious vernacular music before the 18th century. 
The cultural and stylistic framework for music established by Philip IV and his 
second wife, Queen Mariana, survived into the early years of their successor, Charles II, a weak, lacklustre ruler who provided no strong impetus for the renovation of Spanish musical culture. For some significant royal occasions no new works were commissioned but successful ones from a past epoch of splendour were revived. When in 1679 Charles II married the French Princess Marie-Louise of Orléans, the lack of royal control and interest led to the prolongation of an established style -that of Hidalgo, which continued to dominate Spanish music until well after the composer's death in 1685. 

Given that Spanish music in the 17th century was predominantly restrained, light in texture, highly rhetorical, diatonic, contrapuntally anchored rather than freely expressive, and not profusely ornamented, the term 'Baroque' may seem a misnomer. It can however serve for the grandiose court productions which were 'Baroque' in their effect, although their music was not especially 'Baroque' in character; the fullblown European Baroque style reached Spain as a self-conscious importation or adaptation, not as the invention of native artists. This turn from a national style to an imported one is closely related to political events -- the dissolution of the Spanish Habsburgs and the turbulent arrival of a new monarchy ( Philip V, reigned 170046), a changed model of patronage and patrons with little interest in Spanish culture. 

The first adjustments, which pre-date the War of the Spanish Succession ( 170214), were probably related to a weakening of national identity and changes in musical personnel. Late in the Hidalgo epoch several important musical posts became vacant; reports indicate that competent Spanish replacements could not be found, and some were filled by foreign musicians, often Italians who had served the ruling houses in the Spanish possessions of Milan and Naples. Contemporary Italian and French styles were probably introduced to the court by these new employees in the 1680s and 90s. The first theatrical composer to use them in his zarzuelas was Sebastián Durón, organist in the royal chapel from 1691, whose theatrical scores (written c 1696-1713) show three layers of style: songs in the established Spanish manner of Hidalgo; songs which show Italian traits in their treatment of the text; and fullblown da capo arias in the italianate pan-European style. These three levels are also found in early 18th-century anthologies of songs for plays in the repertory of public theatres, indicating that the foreign influence had begun to filter down from the court to affect public theatre music. 

The coexistence of styles and aesthetics, a fact of early 18th-century musical life in Madrid, became characteristic of the late Baroque in both Spain and Portugal. While 17th-century Iberian music, especially between 1640 and 1690, presents a unified style which depended upon an exchange between the popular and the courtly, 18th-century Iberian music presents a gradual division between the elevated realm of the court (with its foreign tastes and, eventually, foreign composers such as Giacomo Facco, Francesco Corselli, Francesco Corradini, Nicola Conforto, G. B. Mele and Domenico Scarlatti) and the popular domain, partly detached from the court. In Spain this became a firm demarcation with the accession of the Bourbon dynasty. In recently independent Portugal foreign music was a refreshing tonic after more than a century of Spanish domination; foreign expertise was essential to the development of a strong musical establishment with royal patronage in a country that had offered little opportunity for musical education or professional advancement during the turbulent 17th century. 

Both the Austrian and the French candidates for the Spanish crown represented 

threats to native musical traditions. When the Habsburg Archduke Charles of Austria set up a court in Barcelona during the war years, Italian musicians were brought from Vienna to perform operas, cantatas and oratorios in the style of those composed at the imperial court by Caldara and others. In Madrid (and later in such cities as Valencia and Cádiz where administrative appointees of the crown modelled their courts on the royal one), Bourbon rule proved no less damaging: the descendants of Louis XIV (Philip V, grandson of Louis XIV, and Ferdinand VI) and their wives lavished money and favours on Italian musicians, actors and painters, and royal authority was invoked to justify the sometimes illegal actions and often scandalous ambitions of Italian entrepreneurs, determined to establish Italian opera as a commercial enterprise. In fact, Italian opera, seria and buffa, in early 18th-century Madrid was marked by spectacular financial disasters and plagued by its inability to cultivate a public outside the court. It failed as a public venture, and even at court was successful only during the more than 20 years in residence of the famous singer Farinelli ( Carlo Broschi). Farinelli rarely appeared himself but supervised the productions from 1738 and lured other well-known Italian singers to the comfortable surroundings of the Spanish court. Although the Coliseo in the Buen Retiro was refurbished for opera in 1737, the well-paid Italian singers performed only a few operas each year, along with frequent concerts of arias and serenatas in more intimate settings. During the reign of Ferdinand VI and María Bárbara de Braganza ( 1747-58), the happy band of Italian singers and an orchestra travelled with the king and queen from one royal site to another, so that Italian opera had become a private affair, wholly dependent on its dedicated patrons. 

In a famous portrait of Ferdinand VI and María Bárbara with their court by Jacopo Amigoni, a Venetian friend of Farinelli's brought in to design and paint scenery and royal portraits, the monarchs appear surrounded by an opera set: in a balcony are Farinelli, the violinist José Herrando and Domenico Scarlatti (see Plate 21 ). Scarlatti's case exemplifies the peculiar style of patronage practised by these rulers. He had served as maestro di cappella to the Portuguese ambassador in Rome before his appointment as master of the Cappella Giulia in the Vatican. He was invited to Lisbon as mestre de capela to John V in 1720 or 1721. John V's excellent musical establishment was already endowed with many Italian musicians and, unlike Madrid, Lisbon became a centre for Italian opera. 

During his early years there Scarlatti composed sacred music for some of the elaborate religious ceremonies that so delighted the king and contributed to the series of Italian serenatas and cantatas. But he was hired particularly to teach the king's daughter, María Bárbara de Braganza. When she married Ferdinand of Spain in 1728 Scarlatti continued in her employ at the Spanish court's temporary residence in Seville and from 1733 in Madrid. Probably because his patroness and pupil was enamoured of the harpsichord, he all but ceased to write anything besides keyboard music. Many writers have described the 'Iberian' and especially 'Andalusian' sounds in Scarlatti's sonatas, and several have noted his apparent influence on Iberian composers. But his was a very private employment, in which he played and composed exclusively for his patroness, so it is difficult to explain how other Spanish and Portuguese composers could have come to know his music. His sonatas were collected and copied into exquisitely bound volumes for María Bárbara; few were published in his lifetime. 

It may be that in Lisbon, Seville and Madrid, and during court sojourns elsewhere, 

Scarlatti performed with or taught royal musicians. In Lisbon he worked with Carlos de Seixas, organist of the patriarchal chapel, whom he evidently revered. 

The keyboard sonatas of two excellent Spanish composers who also served Ferdinand VI, Sebastián Albero and Padre Antonio Soler, share some of the stylistic and technical traits of Scarlatti's. Albero probably came to know Scarlatti's music after he was appointed organist in the Spanish royal chapel in 1748. The prolific and talented Soler, organist ( 1752) and choirmaster ( 1757) at the monastery of El Escorial, indeed described himself as 'disciple of Domenico Scarlatti'. 

Foreign singers, instrumentalists and composers came to dominate music at the Spanish court in the early 18th century. By 1756 the lists of musicians in the Capilla Real and the Coliseo in the Buen Retiro included many more foreign than Spanish names. This affected all genres of cultivated art music without banishing totally the estilo español. The zarzuela was transformed between 1690 and 1750 by its absorption of styles and conventions from opera seria. Public performances of comedias continued as they had in the Golden Age of the Spanish theatre, during Calderón's lifetime. His last disciples, Antonio de Zamora and José de Cañizares, dominated the repertory of newer plays with music and zarzuelas. The latter now included song-texts in poetic metres appropriate for italianate da capo arias, with indications for recitative and for the inclusion of French dances, especially the minuet and the contredanse. During the first 30 years of the 18th century the zarzuela flourished with Spanish composers such as Antonio Literes and José de Nebra, although the marriage between a popular theatrical form and the musical style of a foreign ruling class damaged its potential for growth and success. By the end of the Baroque period the zarzuela was again the focus of a popular movement of musical nationalism. 

The dialectic between native and foreign styles was also a point of contention for church composers. The villancico, long sensitive to native traditions and tastes, ran a course similar to that of the zarzuela until 1765, when the performance of vernacular sacred music was suppressed. It increasingly adapted foreign elements, notably da capo arias replete with luxuriant melismas. The royal chapels were hospitable to forms from opera seria and cantata. The Bourbons did not object to 'operatic' music in the liturgy, in spite of controversy among church musicians and clerics. Joseph de Torres y Martínez Bravo (chapel organist from 1686 and maestro, 1720-38) was a firm defender of the foreign style and propelled its diffusion throughout Spain through the publications of his Imprenta de Música and his own religious works and theoretical writings. Most Spanish composers defended the purity and aptness of the stile antico for sacred texts. A controversy lasting over 20 years arose in 1702 over the freedom allowable in church music over text setting and 'modern' elements; this was sparked off by the Catalan composer Francisco Valls's Missa 'Scala Aretina' which included what some heard as an intense and licentious use of dissonance. 

By contrast, the 'modern' and 'foreign' styles and genres were not only accepted in 18th-century Portugal but became wildly popular. Portugal can claim no national style and musical identity in the 17th century distinct from that of its possessive neighbour, Habsburg Spain. 9 It is hardly surprising that little important literature in Portuguese was produced; Lisbon society preferred to be entertained by visiting Spanish companies and its own promising writers were sent to Spain. Nor was Portugal's subservient, conflict-ridden political and economic status conducive to the growth of art music. Since 1589 the country had been ruled by the Spanish 

Habsburgs, whose cultural dominance was aided by the tradition that Portuguese monarchs married Spanish infantas. Independence was granted in 1668, although a reluctant John IV ( 1604-56) had been proclaimed king in 1648 and there had been revolts since 1640. The Wars of Independence continued until 1713, so that Portugal was economically weakened during most of the Baroque period. Portuguese musicians had migrated to Spain in search of employment: Manuel Machado was one of Philip IV's chamber musicians, and the harp and guitar player Juan de Serqueira was the most esteemed composer in the Madrid theatre companies for nearly 50 years ( 1676-1723). Serqueira's works attest to his versatility in adapting to the stylistic changes that filtered down from the court to the popular, public theatres, and he was one of the first Iberians to experiment with the cantata. 

Within the Iberian context Portugal produced some excellent composers. Évora Cathedral was famous as a home of conservative vocal polyphony; among the prominent composers who studied there and were influenced by the great teacher Manuel Mendes (d 1605) were Duarte Lobo and Manuel Cardoso. Further north, the Augustinian monastery of Santa Cruz in the university town of Coimbra maintained a productive, self-sufficient musical establishment with its own instrumental shops, resident composers, independent musico-liturgical practices and an important library of local sacred and secular music. The Augustinians were ready to adapt to new trends, some of which originated at the Spanish court, if with some delay: along with simple sacred pieces in the stile antico, their manuscripts contain theatrical songs, romances and vilancicos, and larger polychoral pieces, some with solo sections for obbligato instruments. Most of the vernacular pieces have Castilian texts and use the same musical gestures and devices found in Spanish songs. But a few of the vilancicos have Portuguese texts; some were written to celebrate Portuguese independence. 

The establishment of a court in Lisbon after 1640 does not seem to have provided a focal point for the growth of a national tradition. John IV was interested only in conservative a cappella polyphony; although the catalogue of his monumental music library (destroyed in the 1755 earthquake) shows that he collected music, old and new, in every genre, from all of Europe, including the most influential and radical Italian publications of the early Baroque, only sacred music was performed at court, and the musicians he supported all composed conservative polyphony. In 1649 he wrote a short pamphlet defending the efficacy and expressiveness of traditional vocal polyphony against the Italian musicians and humanists who had proclaimed the need for a new style; a second pamphlet defending the Palestrina style was written in 1654. Perhaps because of his position as spiritual and political leader, John's taste and opinions seem to have been widely shared by Portuguese composers. 

During the reigns of King John V ( 1706-50) a nd Joseph I ( 1750-77) the musical life of court and capital were transformed according to the tastes and interests of monarchs who delighted in luxury and ceremony. Through vigorous royal patronage, musical education, the musical establishments of religious institutions, and regular public performances of secular and theatre music were all restored, first at court and then in public. Although little music has survived, contemporary comments suggest that Lisbon musical life was characterized by the same duality of styles as existed in Madrid, except that John V carried on a Portuguese tradition by insisting on the severe a cappella style in Lisbon Cathedral, the churches and the royal chapel, and went to considerable expense to obtain copies of the choirbooks used at the 

papal chapel. In 1723 he even prohibited vilancicos in church, perhaps because the genre had been 'secularized', tainted by absorption of the modern theatrical style and such forms as the da capo aria. In the later 1720S theatrical performances in public (comedias, operas or zarzuelas) had virtually ceased, largely because of the king's disapproval. Earlier, in the first decades of the century, the court had commemorated royal birthdays and other festive occasions with Spanish plays and zarzuelas, mostly with new music by Portuguese composers. The plays chosen were among those most frequently given in Madrid. This is explained by the presence of Spanish troupes in Lisbon and by the sponsorship of court entertainments by the Spanish ambassador. The zarzuela, however, did not survive. In the 1720s it gave way to the Italian cantata and serenata, a process aided by the singers and composers (including Scarlatti) imported from Rome. John V founded two new schools of sacred music and encouraged the musical education of some composers by sending them to Italy; António José Teixeira and Francisco António de Almeida, both to become prominent members of the royal chapel and to compose italianate operas, were among them. 

The Italian domination of music in Lisbon was established by 1730. Italian musicians were busy providing music for concerts and serenatas, and in the period 1735-42 operas, in Italian and in Portuguese, were presented in public increasingly often, led by Schiassi Farnace ( 1735) and Leo Siface ( 1737). Portuguese operas, principally by Teixeira, were given at a different theatre. Almeida wrote what was probably the first Italian opera by a Portuguese, La pazienza di Socrate ( 1733), a 'dramma comico' for court carnival celebration at Paço da Ribeira -- one of seven or eight Italian operas performed at court in John V's reign. 

The controversy over the pan-European Baroque style, if of minor consequence in Portugal, was (as we have seen) complicated and divisive in the context of 18thcentury Spanish culture and politics. As it was Spain that dominated the culture of the New World, colonial musicians were equally attached to the estilo español, and the controversy eventually spread to the most prosperous Spanish dominions. It is clear that Iberian musical genres and idioms were firmly implanted in courtly and ecclesiastical institutions there by the early 17th century. Numerous musicians from the Iberian peninsula migrated, some in the service of aristocratic administrators, others according to the dictates of the religious orders. Many composers from the south of Spain held positions in New World churches and cathedrals, cultivating the contrapuntal style of late 16th-century Spanish cathedral music as practised in Seville, Málaga and Cádiz. From the mid 17th century the strongest influence came from Madrid, the cultural model for the sophisticated colonial courts; an official description of a performance paid for by the Viceroy of Peru in 1672 praised the production as staged 'just as at the Retiro in Madrid'. The repertory of comedias and autos sacramentales in the New World is identical with that in Madrid, and certain dramatists retained their popularity with American audiences well into the later 18th century. Well-known secular songs, theatre songs and villancicos from Castile appear in anthologies and as well-worn performing parts in New World archives. 

Because of the enormous geographical extension and variety of the Spanish and Portuguese dominions in America, the sharp differences in conditions between provincial and urban areas in the colonial period, and the complicated relationships between social classes and musical styles of Iberian origin, it is difficult to generalize 

about the chronological and stylistic definition of the Baroque in the New World. Through the education and indoctrination carried out by the religious orders, often supported by the Spanish government, native musicians had been introduced to polyphony during the first century of Spanish domination. Spanish maestros trained and conducted ensembles largely of local talent, the Indians being especially proficient as instrumentalists. Most of the music available to us from the early 17th century is sacred, in the conservative contrapuntal style or simple homophony, although music for multiple choirs was also cultivated. Later, and throughout the 18th century, the polychoral and concerted styles seem to have become common both for Latin sacred music and for villancicos. After 1670 the development of formal and stylistic characteristics closely followed that of Spain and Portugal, and the estilo español became dominant. The villancico, prolifically cultivated, adapted to local traditions and absorbed native, folk and popular elements as in the mother country. 

This stylistic continuity resulted partly from deliberate emulation and partly from the influence of Spanish musicians in the New World -- among them such men as Juan Gutiérrez de Padilla, from Málaga and Cádiz, who became maestro de capilla of Puebla Cathedral, Mexico; the harpist and composer Lucas Ruiz de Ribayaz accompanied the new viceroy on his journey to Peru in 1667 and returned to Madrid before the publication of his harp and guitar manual ten years later; José Marín, a noted composer and a tenor in the royal chapel who made a financially ruinous trip to the New World before 1649; Tomás de Torrejón y Velasco, who went from Madrid to Peru in 1667, becoming maestro de capilla of Lima Cathedral and writing the first New World opera, La púrpura de la rosa, given in Lima in 1701 in honour of Philip V's birthday and accession; and Juan de Araujo, who preceded Torrejón as maestro at Lima and subsequently directed the musical life at several important cathedrals ( Panama, Guatemala, Cuzco and La Plata [now Sucre]). 

Although the late 17th-century Spanish aesthetic survived in secular and church music in the colonies through the 18th century, the stylistic duality imposed under the Bourbons in Madrid was also produced in several places in the New World. Because of the taste of a controversial viceroy appointed by Philip V, Lima, 'City of the Kings' and administrative centre of the Spanish colonies, was the first to hear the pan-European style, brought by the Milanese composer Roque Ceruti and his small group of musicians in 1707. Their sonatas, serenatas, arias, French dances and an occasional opera were performed at this ' Versailles of the southern hemisphere', though it is unclear how the new music was received beyond the court, given the xenophobia of the Lima merchant class and the traditional Spanish values of the aristocracy and of certain clerics. In Cuzco, 'City of the Incas', the European styles were rejected entirely by the criollo leadership, while far away in Mexico City, the first Mexican-born director of the cathedral chapel, Manuel de Zumaya, seems to have initiated the performance of foreign styles and genres in New Spain ( Mexico, Central America). His La Partenope ( 1711) was probably the first Italian opera seria performed in the New World, and his villancicos present the same stylistic diversity as those of his Spanish contemporaries. 

Spain, then, like France and England, developed a national musical style and independent genres that served local culture, politics and religious institutions, and were further locally adapted and legitimized in the Spanish New World. The strong cultural and imperial identity promoted by Philip IV at the heart of the Baroque 

period for Spain and her dominions encouraged Spanish musical independence from foreign models. Baroque musical culture in the Spanish orbit was a complex of unique relationships between secular and sacred music, court and public entertainments, popular music and cultivated art music, and native and foreign styles -neither isolated from the European Baroque, nor dependent on foreign innovation. 

Louise K. Stein The University of Michigan Ann Arbor 

Voices 
The three half-centuries into which the Baroque period can be divided are characterized by three distinct vocal styles. In the early Baroque an even-toned, worddominated style flourished, heavily ornamented at specific places, according to the accomplishment and taste of the singer. The middle Baroque is arguably a true bel canto period when the melody reasserted its dominance over the words and embellishment was limited; national styles were at their most clearly defined. The late Baroque embodied a rapprochement of national styles and a further emergence of vocal ornamentation, to an unprecedented degree. 

The smoothness that was a feature of Renaissance vocal polyphony was also a desideratum of vocal performance. In his Practica Musica ( 1556), Hermann Finck -after complaining about singers whose throat embellishments (Kehl-Coloratura) resembled the bleating of a goat (a comparison often found in descriptions of bad singers) -- described the sounds required in polyphonic music: 'The treble and the alto should not ascend too high, and no voice should overpower the others and disturb us by shouting or be so strained that the singer changes colour, becoming black in the face and seeming to run out of breath, such as those basses who buzz like a hornet imprisoned inside a boot, or puff and blow like a burst bellows.' Clearly the quality of sound often departed considerably from the classical ideal of smooth counterpoint with no part obtruding. 

A century earlier, Conrad von Zabern of Mainz had been similarly critical of the state of vocal art in Germany ( De modo bene cantandi choralem, 1474). He advocated concorditer cantare (perfect ensemble) and mensuraliter cantare (rhythmic precision), and called for devotionaliter cantare (keeping soberly to the written notes and not deviating by too much embellishment) or discant and satis urbaniter cantare (civilized, 'urbane' singing, as opposed to the crudities of peasants 'who bellow like cattle'). On the other hand, he scorned 'aspiration' (articulating with a sharp emission of breath) and the practice of holding high notes too long and too loudly. The parallel with Finck and other writers of the late Renaissance and early Baroque are clear: the tendency to elaborate, the increase in complexity, is followed by a reversion to simplicity. 
The Renaissance desire to keep the parts equal in volume necessitated either limiting their ranges or requiring them to accommodate their timbre and volume according to pitch. The need to avoid one voice standing out at the top of its range caused the 16th-century singer to decrease in volume as he ascended and increase as he descended (as specifically requested by Conrad). The ideal was taken from the ancients; Plato and Aristotle had advocated voices neither too sharp nor too dull, but even, clear, flexible and moderate. Finck called for a sweet and tender treble and a bright, sonorous bass. In the church style the voices were expected to merge imperceptibly: as basses rise in pitch, they should sound like tenors, while rising tenors should sound like altos and altos like trebles, necessitating the use of falsetto or head voice; when descending, voices should approach the timbre of the next below. By comparison, modern choral singing is top-heavy, with singers trying to maintain their tonal quality throughout their range. 
When, at the end of the 16th century, the new monodic solo style arrived, singers probably carried their habitual practices from polyphony into solo music, changing timbre from one register to another. Although certain writers talked of three registers -- chest, throat and head -- references are rare in Baroque times to more than two, as delineated by Giulio Caccini 1 with his 'voce piena' and 'voce finta', the latter generally regarded as falsetto. 

The use of falsetto had grown out of the necessity, because of a lack of available boys, to replace or supplement the treble or alto voices in polyphonic textures with men, generally baritones or basses, singing in falsetto. By the end of the 16th century, castratos were beginning to replace the falsettists in Roman chapel choirs. In solo singing the disagreeable qualities of the falsetto voice were widely scorned, for example by Caccini, writing from Florence in Le nuove musiche ( 1602) that 'nobility of good singing, which is born of a natural voice, cannot come from feigned [i.e. falsetto] voices'. Bellerofonte Castaldi, in the preface to his book of Venetian monodies, duets and trios fancifully titled Primo mazzetto di fiori musicalmente colti dal giardino bellerofonteo ( 1623), wrote that 'because the subject is love or disdain which a lover has shown towards his beloved, it is represented in the tenor clef, whose intervals are appropriate and natural for masculine speech, it seeming to the author laughable that a man should make overtures to his beloved in a woman's voice and beg her in falsetto to take pity on him'. 

But it was not only the scarcity of boys' voices that required the use of falsettists in the upper parts of polyphonic music. In the late 16th century the growing range and complexity of the music, especially for the upper voices, made it increasingly difficult to use boys' voices at the top. The falsettists were best suited to the alto ranges and produced an intolerably unpleasant sound in the increasingly high soprano parts. Something had to give, and what gave was the virility of certain boys chosen at a young age for the barbarous but effective practice of castration, producing male voices at the soprano pitch, capable of all the virtuosity and volume of a fully mature singer. The castratos were to come fully into their own as solo singers somewhat later. 2 
While the falsettist gave way to the castrato in the church, in secular music, particularly partsongs and madrigals, women -- ineligible to sing in church -- were increasingly accepted and fashionable. The madrigal reached its zenith at much the same time that the solo song became popular. Madrigals achieved a spectacular success at the court of Alfonso II d'Este under the direction of Luzzasco Luzzaschi. In contrast to the amateur performances of the concerto delle donne, the concerts of the 'Ladies of Ferrara' (generally but inaccurately known as 'the three ladies of Ferrara') mark the turning-point in vocal ideals from the Renaissance to the Baroque, looking back at Renaissance polyphony and forward to the Baroque and the new music of Caccini and the Camerata. 

The Ferraraconcerto delle donne (a term used equally to refer to amateur and professional women's ensembles) acquired a reputation throughout Italy for its brilliant, florid singing; the performances of the professional singers must have been spectacular, as the extreme difficulty of the music in both range and agility testifies. What had been an incidental feature of court life in the 1570s became after 1580 an integral, almost obsessive cult. 3 Not all observers were impressed: the Florentine ambassador, reporting that he had finally been admitted to a performance taking place during a game of cards, found it tedious, but admitted to ignorance of music. 4 
As the experiments of the Florentine Camerata shifted the emphasis away from church music, solo secular song became the dominant form. A new style known as the 'canto da camera', to distinguish it from 'canto da chiesa', was fast developing, though many of the new chamber singers were equally proficient performers in the church style and were employees of the church. The practice of using falsetto and head registers continued throughout the Baroque era. It was usual for a tenor to adopt falsetto above g′ (a practice still followed into the 19th century). 5 Some early Baroque singers made a virtue of this necessity. Giovanni Maffei mentioned in his Discorso della voce ( 1562) those who could sing passages 'now in the bass, now in the middle, now in the soprano, most beautiful to hear'. 

As vocal experimentation gathered pace, some singers developed exceptionally large ranges. Caccini has a bass going down to B′ flat in his last Nuove musiche song. More curious still are those songs that gad about amongst the clefs: Francesco Rognoni's Selva di varii passaggi ( 1620) contains one which proceeds from c″ down to the same low B′ flat. In such songs the singer must almost certainly have used falsetto and head register as well as chest, but probably the extreme notes were of modest volume. The smallness of the rooms in which such music was peformed, the number of listeners and the clear, resonant acoustics provided by the marble floors and high ceilings rendered it unnecessary to sing as loudly as was necessary in a large church. In the Palazzo Ducale in Mantua, for example, most of the rooms used for domestic and musical purposes were of modest size, including the Sala degli Specchi where Claudio Monteverdi L'Orfeo may have first been performed in 1607. 

Many treatises of the late 16th and early 17th centuries refer to the differences between the two styles. Writing in Naples in 1613, Pietro Cerone commented in El melopeo that 'choral singers sing to the crowd with full voices, chamber singers with soft, low and falsetto notes, modifying their voices to balance with the instruments accompanying them, organ, guitar, harp or others'. Lodovico Zacconi ( Prattica di musica utile, 1592) wrote that 'many singers [in Venice] learnt to sing through soft singing in private houses, where shouting is abhorred', and that chamber singers were not 'forced to sing like the paid singers in the churches'. Cesare Crivellati wrote in his Discorsi musicali ( 1624) that 'in churches you sing differently from music-rooms: in churches with a loud voice, in music-rooms with a subdued voice', and in fact most 17th-century descriptions of Italian chamber singers and singing stress softness, sweetness and lightness rather than brilliance and passion. This concept is the antithesis of our modern notion of church as opposed to secular singing where the former is expected to be 'reverent', i.e. reserved, while the latter is uninhibited and extrovert. 
In his famous Istitutioni armoniche ( 1558), Gioseffo Zarlino described church singing as 'a voce piena' ('in full voice') while chamber singing was more subdued. There was also a difference in social status between chamber singers and those employed to sing in church. Many of the singers or singer-composers who published books of solo songs had their titles or their social position -- nobile gentiluomo for example -- indicated below their names; they were dilettanti, in the best sense. Indeed, the composers of the Camerata and their immediate successors occupy an almost unique position in musical history: with them, theory preceded practice and the aristocracy was part of the avant-garde. 
Caccini referred to the notion of ignoring the exact time values and of adding 
notes of one's own invention as nobile sprezzatura; this 'noble negligence' -- a musical counterpart to poetic licence -- was a kind of aristocratic casualness and disregard for the rules and regulations of harmony and counterpoint by introducing dissonance to convey more vividly the meaning of the text. Those committed to the seconda prattica, nearly all of whom were singers as well as composers, felt free to exercise their fantasy in their solo songs, and it is interesting to speculate why a composer like Monteverdi wrote so few. Perhaps the amateur disregard for the rules offended his professional spirit and approach to composition, which was in some ways conservative, despite his own spirited defence of the seconda prattica against criticism. 

The more refined chamber styles meant that the singers kept the general volume level more or less equal to that of normal speech, enabling them more easily to develop the agility necessary to perform the passaggi, trilli, groppi, tirate and all the rapid-fire ornamentation required in the 'new music'. To the human voice, louder means slower; and the astonishing agility and limberness of the vocal tract required for some of the more virtuoso solo songs and arias (such as 'Possente spirto' in Act III of Monteverdi L'Orfeo) cannot be achieved at the volume required of, and habitual to, the modern operatic singer. The hallmark of early Baroque singers was their agility, not their volume. 

Caccini's two volumes of Le nuove musiche ( 1602, 1614) are the point of departure for Baroque solo singing. Many of the songs had been written as early as the 1580s, so were contemporaneous with the events at Ferrara, discussed above. In his famous preface of 1602 -- a bible for the modern student of early Baroque singing -- Caccini wrote that he was publishing the songs so that the kinds of embellishments he sang, and the appropriate places for their use, once and for all would be made clear; he vented his spleen on singers who added lunghi giri (lengthy passages, twistings and turnings) in inappropriate places. As early as about 1580 Count Bardi, mentor of the Florentine Camerata, had complained to Caccini (in his 'Discorso mandato a Giulio Caccini, detto Romano, sopra la musica antica e'l cantar bene') of those who sang 'badly ordered passages that even the composer himself would not recognize as his own music', and most other writers at the time agreed that over-ornamentation was an abomination. 

Caccini's ornaments are of two basic kinds: the passaggio, developed from Renaissance diminutions, and the 'affective' types such as the esclamazione, the trillo and the ribattuta di gola -- the real innovations, which engendered dismay and even disgust in some listeners. The trillo was almost certainly performed by glottal articulation rather than by the muscular jerks of the diaphragm often heard today. Glottal articulation is a rapid spasm of the muscles controlling the larynx, causing the glottis to open and close in a rapid oscillation -- similar to coughing or laughing but less violent. The difference lies in that, in singing, it closes only partly, for it is kept ajar by steady breath pressure; the increase in breath pressure necessary to cause oscillation can come only from controlled diaphragmatic support. The contention of some modern teachers that Baroque singing is unsupported arises partly from their having heard such expressions as 'singing in the throat', 'beating in the throat' and similar descriptions by contemporary writers to explain the performance of the trillo or other rapid ornaments; articulation in the throat has nothing to do with the modern 'singing in the throat', which refers to faulty production (the so-called 'raised larynx syndrome'). Further, some scholars have misleadingly described the trillo as 'controlled vibrato'; but since the technique of glottal articulation serves 

equally well for the execution of rapid passaggi, it is likely it was used for both. I have demonstrated to my own satisfaction that this can be a convincing way of performing these very demanding gorghe and it would be difficult to imagine how one could perform passaggi with an articulation produced by 'controlled vibrato'! 6 
Most treatises make it clear that, at least in the Florentine style, rapid vocal articulation was executed from the throat. But not everyone liked it; in the 18th century, when the trillo had fallen into disuse, it was referred to as the 'goat's trill' (Bockstriller). Singers probably no longer commanded this technique; and when P. F. Tosi likened some singers' shakes to the 'quivering of a goat' in his Opinioni de' cantori antichi e moderni ( 1723), he no doubt had them in mind. By this time the glottal articulation of early Baroque music could no longer be used because the music was heavier, the accompanying instruments more robust, and singers would have been instinctively aware that they needed a different technique, particularly for fast passages. Yet in the 16th- and 17th-century treatises, it is clear enough what they meant with so many references to the throat: gorga, gorgia, gorgheggiare. Caccini was quite unambiguous on this: 're-strike each note with the throat on the vowel a'. 

Antonio Brunelli wrote in his Vari esercitii (published in Florence in 1614) that 'quavers should be sung dotted, and beaten with the throat, not with the mouth as many do'; 7 he went on to say that, because of their speed, semiquavers were not sung dotted, 'but one should beat them with the throat distinctly one upon the other in order that the passage becomes convincing'. Brunelli was very insistent on this: 'the whole basis of the placing of the voice [disposizione] consists in this beating in the throat, and to this the attention should be drawn of beginners setting themselves to study'. Nearly all the Italian diminution treatises (beginning with that of G. B. Bovicelli in 1594) agree on the execution of the trillo as a throat articulation, and all emphasize the necessity of the notes being clearly separated (spiccate bene). 

Most monodies were written for high voices, tenors or sopranos. The clefs were chosen essentially to keep the extremes of the range as nearly as possible within the staff and to avoid ledger lines, and it is a mistake to interpret them as an indication of stereotype of voice or sex. Sopranos, male or female, were accustomed to singing the entreaties of a man to his mistress, or vice versa, and tenors would sing a sighing young virgin's lament, all with no sense of incongruity. In 1607 Bartolomeo Barbarino ( 'Il Pesarino') wrote in the preface to his second collection of madrigals that they 'may be sung by a tenor at the octave below, which is the appropriate one for singing to the chitarrone or theorbo, but to accommodate those who play the harpsichord, and particularly for the ladies, it occurred to me to put them in the [soprano] clef'. 

Countless solo motets are written in the soprano clef, very few in the tenor, and many in the soprano are headed 'soprano o tenore' or 'cantus vel tenor'; octave transposition was even more common in church music than in secular. The pieces in Giovanni Legrenzi's collection of 1676 are mostly in the soprano clef but marked 'for soprano or tenor'. Tenors were more used to transposing from the soprano clef than vice versa, since they would have learnt the soprano clef as boy trebles. They may have been having a thin time at the opera in the 1670s, but they still sang regularly in the churches and oratories and at the concerts of the many accademie, which provided an opportunity for composers and singers to display their talents before a particularly discerning audience. The 17th century saw an increasing tendency towards the use of higher voices and the further separation of voice from 

bass line. This became the rage when the castrato voice was added to those singing the upper lines. In the operas of the later part of the century, the tenors were often relegated to lesser roles -- old men or soldiers -- and to comic or travesti roles such as nurses and female servants. 

If the most important change in vocal practice during the 16th century had been the addition of women, the most important in the 17th was the emergence and the rise to dominance of the castrato. Although it was in church music -- where they had gradually replaced the falsettists from the 1580s and 90s -- that the castratos first appeared, they were quick to take advantage of the vogue for opera. They joined forces with the virtuoso singers of Ferrara, Mantua, Florence, and Rome in the new art form and sang in such works as Peri L'Euridice ( 1600) and Monteverdi L'Orfeo ( 1607). In the Papal states, where women were forbidden to appear on stage, female roles were sung by boys or castratos. The main roles, however, at least in the first decades of the 17th century, were taken by tenors and female sopranos, notably Francesco Rasi, almost certainly Monteverdi's first Orpheus, and Vittoria Archilei, Peri's Eurydice. Archilei must have been a wonderful singer, for so many people heaped praise on her: in his preface to L'Euridice, Peri dubbed her 'the Euterpe of our age', adding that she had always found his music worthy of her art and had adorned it not just with gruppi and lunghi giri of the voice but also with 'those graceful and light embellishments that cannot be written down or learned from books'. Sigismondo d'India enthused just as fervently in his Musiche ( 1609), praising her excellence and her intelligence. 
Rasi also achieved great fame. He composed his own book of secular songs or monodies ( Vaghezze di musica, 1608), which contain some remarkable passaggi and written-out embellishments very similar in style to those in 'Possente spirto'. There the embellished version, printed above the simple one, may well show Rasi's own hand; Monteverdi could have allowed Rasi to sing his own ornaments and then liked them enough to have them printed in the score (though the lack of acknowledgment may argue against this). That so accomplished a virtuoso was in demand as a madrigal singer points to the slender division between soloist and ensemble singer. The bass Melchior Palantrotti, who also sang in L'Euridice (as Pluto), had previously been involved at Ferrara with the music of the Este court and the concerto delle donne. But the bass voice was little in demand compared with the tenor or the soprano. Caccini, with a tenor's natural prejudice, wrote that 'the bass register is less capable than the tenor of exciting the emotions'. 
Italian singers also had opportunities to perform at the accademie -- evening concerts at the literary academies or at noblemen's palaces. It was at such gatherings that Italian cantatas were most performed. Singers could use a more refined manner than they did in the opera house and composers generally wrote subtler music in cantatas than in operas, where an eye had to be kept open for popular appeal and commercial success; the cantata also provided an opportunity for the tenor, frustrated by the lack of grand operatic roles. The vast majority of surviving 17th- and 18thcentury cantatas remain in manuscript. Ninety percent of these are notated in the soprano or treble clefs, but there is every reason to suppose that Barbarino's remarks a century earlier about octave transpositions still held good. This is corroborated by Michel Corrette's statement ( Le parfait maître à chanter, 1758) that a continuo player should adjust the bass notes as necessary when accompanying a tenor in the soprano clef at the lower octave. 
During this period, Italy -- and Italian singers and musicians -- reigned supreme. Foreigners arrived to marvel at the architectural and artistic splendours of the Renaissance and the virtuoso singers and instrumentalists of the day. Visiting Rome in 1639, André Maugars remarked in a letter (Response . . . sur le sentiment de la musique d'Italie) on the lack of bass singers there: 

There are many castratos for the treble and alto [parts] with extremely beautiful natural tenor voices, but few deep bass voices. They are all very assured in their parts, and sing at sight the most difficult music. Moreover they are almost all born actors, which is why they succeed so perfectly in their comédies musicales. . . . They have various voice modulations [passaggi? -- or a reference to a Frenchman's perception of the castratos?] which we do not have . . . . They perform the coloratura with more coarseness [rudesse], but are beginning to improve. 

Young singers, as well as instrumentalists and composers, went to Italy to study, armed with stipends from patrons eager to import the Italian style to their courts. 

In France, the solo songs incorporated in the ballets de cour -- the airs de cour -were successful as a genre on their own. Forty-three books of airs de cour were printed between 1608 and 1643 with songs by the most famous composers of Louis XIII's court: Pierre Guédron, Antoine de Boësset, Gabriel Bataille (himself the publisher of a song series) and Étienne Moulinié. They were characterized by great rhythmic freedom; the almost complete absence of bar-lines encouraged the flow of the melodic line, and this led to a natural closeness to the spoken word which had been notably lacking in all the theoretical attempts to 'unlock the secrets of Greek music' 8 by the Pléiade and later the Académie de Poésie et de Musique founded by Baïf and Courville. 

One of the great singers of airs de cour was Pierre de Nyert, a French nobleman, singer and teacher. He visited Rome in 1633 and two years later brought the Italian style back to Paris where he became a valet de chambre to the king. He soon achieved a profound influence on the court and on musicians such as Michel Lambert and Bénigne de Bacilly, who published an important treatise on singing in 1668. Both studied with Nyert, who taught them an Italian concern for clear pronunciation and declamation. He claimed that the diminutions about which he had learnt in Italy should be kept for the second and subsequent verses of an air and should be closely related to the meaning and structure of the poetry. This last injunction may have been in spite of, rather than in imitation of, Italian practices: Italian monody is full of passaggi and other embellishments that take little account of the suitability of the words. Nyert was probably heeding the warnings of such Italians as Caccini and Bardi who had complained bitterly about such malpractices. Fortunately, Mersenne included an example of French decoration (broderies) in his Harmonie Universelle ( 1636-7): Antoine de Boësset's air 'N'espérez plus mes yeux' is shown (overleaf) with three different ornamented versions, one by Boësset himself, the others by Bacilly and Moulinié. 

By the death of Louis XIII in 1643, French reactions to the Italian style and Italian singers were beginning to take a negative turn. French ornamentation was more regulated than Italian, attempting to stay closer to the rules of art of the ancient Greeks. Music was a vehicle for delicate sentiment and gently flowing decoration, not for what some Frenchmen had called the unbridled passions and 'violent convulsions' of Italian singers. This negative reaction seems to have been directed 

more against the opera singers than the subtle and restrained practitioners of airs de cour. In any event, there was massive and persistent opposition to the castrato voice; the French castrato Blaise Berthod may have enjoyed royal patronage, but he also had to endure merciless lampooning and satirical jibes from courtiers and the press. The reason for French antipathy to the castratos has often been a matter of 

conjecture, and it has been suggested, possibly jocularly, that the difference between the Italian and the French temperaments can be epitomized by their respective attitudes towards castratos: when a Frenchman hears a grown man singing in the voice of a woman, he is discomfited and embarrassed, feeling that his own virility is somehow threatened; the Italian thanks God that he has been spared this horrible mutilation and settles down to enjoy the sound of high voices, which Italians have always loved. 

The resistance of the French to 'violent' Italian singing existed from the begin- 

ning. Guédron's attempts to introduce a more declamatory element and greater emotional intensity into the airs de cour had met with resistance, and French singers returning from Italy and attempting to sing (and act) in the new style were ridiculed. When, on Cardinal Mazarin's invitation, Leonora Baroni arrived from Rome in 1644, some commented on the coarseness (rudesse) of her voice. But while more criticism of the singers' 'violence' and 'convulsions' followed the 1647 Paris performances of Luigi Rossi' Orfeo, most observers were impressed by the beauty of the singing and the richness of Rossi's harmonic language. Lully exploited the differences between the Italian and French vocal styles, for example in the Ballet de la raillerie ( 1659), where he included a humorous dialogue in which French Music accuses Italian Music of 'taking too much liberty in your singing, making it, on occasion, extravagant', to which Italian Music replies, 'You, by your languishing tones, cry more than you sing'. Lully's adoption of a rhetorical theatrical style -- to create in tragédie lyrique a musical reflection of Racine -- meant that he preferred actors who could sing, rather than the reverse. 
In France the royal printer Ballard issued monthly collections of airs de cour from 1608 onwards to which amateurs, ladies among them, and professionals contributed. They were performed at the homes of musicians and the nobility, as well as at court (where Louis XIII both sang and composed them). Music-making seems to have been confined to the court and the Parisian salons and did not spread to the provincial châteaux to the extent that it did in the country houses of England or the small courts of Germany. Whereas in Italy opera made a rapid descent from its inception at the Medici and Gonzaga courts to the popular level of the Venetian street trader and gondolier, in France no such popularization took place, neither then nor at any point until the Revolution. Singers often accompanied themselves on the lute, a practice that survived much longer in France than in Italy. French singing was more languid, slower and less brilliant than the Italian, with the appoggiatura (or port de voix) gaining early popularity. 
By the middle of the 17th century the French had begun to codify their rules for performing vocal music. Bénigne de Bacilly published his exhaustive Remarques curieuses sur l'art de bien chanter in 1668. Some of his remarks are curious indeed, but he provides us with a long list of the agréments used in mid-17th-century France -- invaluable, since other treatises and singing methods are few at this time. Many of Bacilly's music examples come from the songs of Michel Lambert, which, typical of the mid-century French style, are best accompanied by harpsichord or theorbo, since by this time the accompaniments are simply basso continuo, the lute tablature accompaniments having died out. 
Lambert employed written-out embellishments (doubles) to a second or third strophe; these remain at the same level of complexity throughout, lacking the concluding climax characteristic of Italian music. The recitative style was slow to develop in France, largely because of the nature of the French language and the French preoccupation with vers mesuré and the quantities (as opposed to metrical schemes) that distinguished French verse. 
In his tragédie lyrique recitative, Lully adhered strictly to the poetic rhythms of Philippe Quinault's Alexandrine verse. He repeatedly went to hear the tragic theatre recitations of Mme Champeslé ( Racine's mistress) in order to imitate her manner and to reflect the constantly changing metre of the verse in the alternation of time signatures. Embellishment by the singers was not tolerated. 
Throughout the 17th century Italian singers travelled widely in Europe -- to Spain and Portugal, the Netherlands, Britain and Scandinavia as well as France and the German-speaking lands -- popularizing their music and style of singing wherever they went. Caccini visited the French court in Paris in 1604-5. John Dowland had probably heard Caccini perform at the Medici court in Florence in 1595 and was himself influenced by Le nuove musiche, which was sufficiently well known for John Dowland's brother Robert to include two of its songs in his 1610 song collection A Musicall Banquet. This contained music by John and continental composers whose fame had reached these shores, such as Caccini or the Frenchman Charles Tessier. 
English musicians assimilated the Italian manner more easily; they were quicker than the French to admire and imitate it. Travellers such as Thomas Coryate, who recorded his journey through the Low Countries, France and Italy in Coryate's Crudities (1608), returned full of enthusiasm for the new music. Another was Nicholas Lanier who went to Italy on King Charles I's behalf to acquire paintings, and wrote an early English monody in the stile recitativo, Hero and Leander (c 1628). The English language, with its smooth flow, makes a strange bedfellow for the Italian recitative style, with its clearly defined articulation and accentuation. 9 One reason why native opera never really developed is that English does not need to be sung to achieve its most expressive effect. 
English solo vocal music developed its own style in a rhythmically varied and emphatic kind of arioso, a true English compromise between recitative and aria. Henry Lawes, perhaps this style's greatest exponent before the Restoration, was intent on setting English words in a natural way rather than in imitating the Italians. Indeed, in the preface to his Ayres and Dialogues ( 1653), he was scathing about the pervasive Italian influence and even set the table of contents of an Italian songbook 10 to music to illustrate how slavishly the English would listen to anything in Italian without understanding the words. But English singers did manage to adopt the Italian manner of adding passaggi and divisions. 
Between the Elizabethan song composers and the Commonwealth period there appeared a genre generally known as 'florid song'. One of its best sources is Giles Earle's songbook of 1615, which contains this singer's handwritten versions of many popular songs, often quite heavily embellished -- a good example of what a singer would have done with the basic printed text in performance. (It shows that English singers could not have been that far behind their Italian counterparts, at least in agility; these embellishments are often intricate and difficult to perform.) Generally, however, English singers seem to have been content with a simpler, sweeter type of melody in the first half of the 17th century. This may have something to do with the amateur tradition and, to some degree, with French influence. 
English singers had difficulty with Italian affective ornaments; the throat articulation technique, so useful in Italian music, is less successful with the runs in English florid song. The trillo was first described in print in English in an anonymous translation of Caccini's preface, published in John Playford A Breefe Introduction to the Skill of Music ( 1654) -- claimed to be a discourse by an English gentleman returned from Italy, but is in fact a straight translation of Caccini with some omissions. 
Playford himself provided some illuminating footnotes; referring to the trillo, he averred that some English singers 'beat or shaked with their finger upon their throat' to attain it. He also said that the best way to learn to perform it is by means of a 
six-note scale up and down (a method I have found very effective in teaching the technique). Playford also quotes a 'gentleman at a musical practice' who claimed that he had learnt to sing the trillo by imitating 'that breaking of a sound in the throat which men use when they lure their hawks, as he-he-he-he-he; which he used slow at first and after more swift on several notes higher and lower in sound, till he became perfect therein'. 

The use of tone with vibrato and 'straight' tone have always coexisted, though different musical cultures and fashions have tended to favour one over the other. Since most 16th- and 17th-century solo singers also sang in ensembles for madrigals, they employed vibrato affectively rather than as a regular component of their voices. The church singers were accustomed to singing with boys and falsettists, who used very little. Probably, vibrato gradually increased as solo singing grew in popularity and women began to take part in music-making with men in the 'new music', with its emotional effects and the deliberate introduction of the 'passions'. There too we should assume that vibrato was more of an ornament, used to enhance emotional effects, rather than a perpetual quality equally intense throughout a piece. 

Another important difference between English and Italian practices was that in England the falsettists (or altos) continued to sing in church choirs and were not supplanted by castratos. Castratos were rarely heard in England until the early 18th century, and when they did come it was mainly as operatic stars such as Bernacchi, Nicolini, Senesino and Farinelli (see Plates 21, 22 and 23 ). In the Anglican tradition, the alto remained principally a choral voice. Purcell wrote a great deal for the alto voice which he sometimes referred to as a 'high contra tenor'; he was an alto himself. There has been disagreement about what kind of voice this actually was. Since chamber pitch in England was very low, probably below a′ = 400, as in France, it is more likely that Purcell's solo alto parts were written for a high tenor (such as later became common in France, the 'haute-contre'). The low tessitura of such lines becomes almost ridiculously so at a pitch nearly two semitones below modern concert pitch. The Purcellian alto seems more likely to have been a high, light tenor making use of the voix mixte -- a combination of chest and head registers. The virtuoso solo bass makes a reappearance in Purcell's music, in the form of the Rev. John Gostling who like the solo Italian basses of the early Baroque combined an enormous range (two and a half octaves) with great agility. 

In Germany the new Italian manner had been introduced by such composers as Heinrich Schütz, who absorbed the new influences into the German tradition in a highly sophisticated way. Schütz was particularly successful at setting the German language in the Italian declamatory style. German was more easily adapted to the new style than was English or French, though native singers seem to have had as many problems as their English counterparts with the new affective ornaments, to judge from Christoph Bernhard's treatise, Von der Singe-Kunst. 
After the ravages of the Thirty Years War, German princelings sought to revitalize court life by imitating the splendours of Versailles, in particular aspects of spectacle and standards of instrumental playing. But while importing French as well as Italian instrumentalists, they continued to hire only Italian singers to augment native forces. Many German princes, eager to have Italian opera at their courts, had a predilection for castrato singers. Germany and Austria were the only countries besides Italy and Spain where castration was perpetrated. 
The Lutheran Church maintained a strong conservative tradition and a stubborn 
opposition to change throughout the Baroque era, as J. S. Bach found out more than once. Until the mid 18th century, Lutheran choirs remained exclusively male, with boys and youths singing the upper parts. Castratos were forbidden, so church musicians were forced to use boys even when they were inadequate to the task. Puberty was late compared with modern times: there are instances of 18- and 19year-olds still singing treble. Church archives show that some youthful singers would appear again and again on their registers, sometimes even reverting to the higher voices after singing tenor or bass. Clearly the local manner of singing allowed this; one can only surmise that these changes of voice level by pubescent singers must have been achieved through the extensive use of falsetto and head voice. Even in modern times, tenor Evangelist parts in Passion music -- so central to the Lutheran tradition -- require a judicious amount of head and mixed voice. In his important manual Der vollkommene Capellmeister ( 1739), Johann Mattheson advocated the replacement of boys' voices with those of women: 'In the beginning I was required to place [the women] so that no one could see them; ultimately, however, no one could hear or see enough of them'. 

During the early years of the 18th century, the influence of Italian opera was spreading across the whole of Europe: itinerant Italian singers were flocking across the Alps, to the East, West and North, armed with arie di baule -- arias in their luggage which they sang whenever those of the composer did not suit them. Only in France did the invasion meet with serious resistance. The popularization of music that Italian opera brought in its wake also brought with it a less refined public than the courtiers who had listened to music in their palaces and castles. The public in the Venetian opera pits were a rabble, and there are accounts of troublemakers being ejected and even beaten up by the local equivalent of 'bouncers'. 11 Elegance and refinement, subtlety and intelligence were less exciting than brilliant fast runs, high notes, vast leaps and virtuoso vocal athletics. 

Vocal embellishment became very much influenced by instrumental styles and particularly by violin music. The singer Faustina Bordoni was famous for her agility, as is borne out in the many arias her husband, Johann Adolf Hasse, composed for 






her; Francesca Cuzzoni excelled in cantabile and the pathetic. Embellishment came to encompass much wider vocal ranges and greater use of the appoggiatura and the trill (shake), as well as the instrumental arpeggio. Indeed, heavily ornamented singing went on well into the 19th century. 

As the ranges of instruments increased, so did the ranges of singers. Tenors and sopranos seldom sang above G or A in their respective octaves in the early Baroque; by the early 18th century sopranos sometimes ventured up to c′′′, though the tenors seldom went above a′. 12 One reason for the advance of high notes concerned the comparative acoustics of opera house and palace rooms: in a larger building, with the greater absorbency of its plush furnishings, low notes would carry far less well than in a marble-floored, comparatively empty room in a courtly palace. As theatres and theatre orchestras grew larger, singers had to adapt in order to be heard; and the higher they sang, the better they were heard. 

The castratos were the highest paid of the singers -- in fact the highest paid of all musicians, earning far more than the composer: in Italy, a leading castrato could command ten times the composer's fee and sometimes even more, while in London the castrato Caffarelli was paid 1000 guineas (plus a further 150 travelling expenses) for a season -- equal to the amount Handel was paid to compose and direct the operas in which he sang. This was understandable: it was the castrato (and the soprano) who drew the audiences to the public opera houses, while the composer remained a secondary figure, rarely even mentioned on the handbills. 

One of the most important features of 18th-century singing was the cadenza. The word, meaning an elaborated cadence, originally referred to the small notes with which the singer decorated the penultimate long note of a piece. During the 18th century this came to mean a much longer and more elaborate series of decorations, scale passages, arpeggios, messe di voce effects and the like, which a singer generally kept for the final cadence in an aria. Tosi reported that singers often sang three or more cadenzas during an aria but said that they should sing only one, at the end. Giambattista Mancini later wrote ( Riflessioni pratiche sul canto figurato, 1774), that an aria without a cadenza was unsatisfactory and 'languid'. 
Some teachers ruled that singers should not attempt a cadenza longer than could be sung in one breath; others said that its range should not greatly exceed that of the written notes of the aria and should consist of passages derived directly from 
the music. By the mid 18th century, however, singers were disregarding these rules, and continued to do so into the 19th; the longest known vocal cadenza, performed by Gaetano Crivelli at La Scala in 1815, is supposed to have lasted over 25 minutes. Tosi, writing in 1723, after a long career as a (castrato) singer, deplored the habits of the modern singers as regards cadenzas: 'The presumption of some singers is not to be borne with, who expect that a whole Orchestra should stop in the midst of a well regulated Movement, to wait for their illgrounded Caprices, learned by Heart, carried from one Theatre to another and perhaps stolen from some applauded female singer.' 

The degree of vocal ornamentation encouraged, permitted, tolerated or abhorred varied greatly during the Baroque era, as tastes and fashions changed and national and individual styles emerged, separated and then coalesced. The pendulum-like swings between simplicity and complexity, between rigour and excess, have always been a part of musical, as of all human, activities. To a performer of this music, three centuries later, it is a constant challenge to one's musicianship to catch the right points in these swings and to find a just balance between the diverse influences at work during the whole of the Baroque era

Instruments 
While for all instruments the Baroque was a period of revolution, with new ones appearing and those of the Renaissance changing to such an extent that they were all-but new, this revolution was a slow process, with different instruments changing at different times. In addition to the surviving instruments of the period, our information comes from three main literary sources, two of them well illustrated, for the instruments of the early Baroque: Praetorius's Syntagma musicum (Vol. II de Organographia) in Germany in 1619, Mersenne Harmonie Universelle in France in 1636-7, and Talbot's manuscript, compiled in England between 1680 and 1690. 1 Whereas in Praetorius, at the very beginning of the 17th century, some instruments already appear in their Baroque form, in Talbot, written around the birth dates of Bach and Handel, by which time the Baroque was fully established, there is evidence for the continued use of some Renaissance instruments. 

The string instruments were the first to change, with the viols in Praetorius already recognizably the Baroque model. They were also the first to be affected by changes in taste, for by the time that Talbot wrote, they were already going out of fashion in England. Purcell, in the late 17th century, was the last major English composer to write for viols, and he was regarded as old-fashioned for so doing. And yet, when he died, the Baroque woodwind were only just beginning to be accepted in Britain. 

Both viols 2 and violins were invented in the early Renaissance, between 1470 and 1500, and within a century of the earlier of those dates both reached their established form which was to persist throughout the Baroque. Recent research suggests that the instrument heretofore generally accepted as 'the' early Renaissance viol, with a longer back than front and forward-sloping shoulders, may well be the invention, possibly imaginary, of later periods. Thus, while there was certainly a wide variety of viol shapes in the early Renaissance, not until the later 16th century may there have been anything that could be regarded as a standard pattern of viol, so that the shape as we generally recognize it is that of the Elizabethan era. The main characteristics of the viol, in all periods, are six strings tuned in fourths, at low tension, with a third in the middle, with frets on the fingerboard, held on or between the knees (hence the name viola da gamba or leg fiddle), with a low-arched front and a flat, or flattish, back, and bowed with the bow held underhand. It was pre-eminently the instrument for chamber music, for playing in groups as a consort of viols of different sizes, from treble to bass (see Plate 7 ), and into the early Baroque the ideal bowed string instrument. When, as we shall see, the consort of viols was replaced by the violin band, the bass viol (see Plate 6 ) was the one size which remained important, now usually with seven strings, with a considerable solo repertory in France and some use in Germany and elsewhere as well. In central Europe one special form survived into the Classical period. The baryton, the favourite instrument of Haydn's employer Prince Nikolaus Esterházy, was a bass viol with sympathetic strings that could also be plucked by the left thumb for added accompaniment to the bowed strings. 

The violin, which began as a three-stringed instrument, a rebec (see Plate 18) on 

a newly shaped body, 3 was used mainly for dance music in the early Renaissance. It seems not to have become accepted as an instrument for serious music until the early 17th century, by which time another string had been added and makers such as Andrea Amati, and his successors Jacob Stainer in Austria and Antonio Stradivari and others in Italy and elsewhere, had brought it to its finished form. In contrast with the viol, it had four strings tuned in fifths at high tension, without frets, was held upwards on the shoulder or against the upper arm (hence the name viola da braccio or arm fiddle), had a high-arched belly and back, and was bowed with the bow held overhand (see Plates 9 and 19 ). It was, par excellence, a solo instrument, though when the family of violins, again from treble to bass, supplanted the consort of viols, it was perforce used in groups. This change came initially in France, with the Vingt-quatre Violons du Roi, the violin band of Louis XIII, consisting, according to Mersenne, of six violins, twelve violas in three different sizes, and six basses. A string band such as this was brought to England by Charles II at the Restoration, when, in all fashionable circles, it almost immediately replaced the consort of viols, and it became also the fashionable sound throughout Europe. 

Strings on both viols and violins were at this time all of gut, thus limiting to some extent the available sonority of the lower register, for too heavy a gut string produces a comparatively dull sound. One of the benefits of improving technology in the mid 17th century was the invention of the slow feed on the lathe, and it was this that allowed the introduction of gut strings covered with a coil of wire, the first evidence for which comes in the 1660s. 4 The difference of tone quality on the violin G string, and on the lowest string on all the other instruments, between the high-twist gut and catlines, which had previously been used, and the new covered strings was considerable. It is a difference that is only beginning to be appreciated today, now that we are becoming conscious of the difference, too, between our modern whining steel strings and the plain gut which held sway, even for the E string, until the early years of the 20th century. 

The violin itself (see Plate 24 ) was also very different from the modern instrument. The neck was at least a centimetre shorter and was straight, rather than canted back as it is on the modern violin. The bridge was lower, the soundpost, the pillar which supports, internally, the treble foot of the bridge, was more slender, and the bassbar, the girder which runs up the inside of the body under the bass foot of the bridge, was also more slender and much shorter. As a result, the tone quality of the Baroque violin was very different from that of today. The feel of the instrument was different, too, for because the neck was straight, there was a wedge between the upper surface of the neck and the under surface of the fingerboard. This was necessary because the fingerboard must rise to follow the plane of the strings lest, as the player produces higher notes, there be too great a distance to press the string to the fingerboard. Because the accepted upper range was less than today, the fingerboard was much shorter than on the modern instrument, but as composers wrote higher and higher parts, the fingerboard was lengthened progressively throughout the Baroque period to accommodate this greater range. There was, of course, no chin rest (that was introduced by Spohr in the early 19th century), and therefore much of the weight of the violin was taken by the left thumb. This affected the way in which the fingers moved on the fingerboard, and the silent shift of position, which is so firm a feature of modern violin playing, did not exist in earlier times. Shifts were audible, and probably slower than today, and thus the ways in 

which notes were linked together differed from modern practice. Bowing was vastly different, for the bow stick, instead of being cambered towards the hair, curved away from it, resulting in much lower tension on a narrower ribbon of hair than the modern bow, and the point of the stick curved down gently towards the hair, rather than being held away from it as today. As a result, the sound was less strong but there was a much more marked difference of tone between up-bow and down-bow, and between strokes taken at the heel and at the point of the bow, an entirely different sound from the modern ideal of seamless bowing. 

Of the plucked string instruments, lutes, harps, and keyboards were the most important, with guitar and other plucked strings more often confined to domestic and casual music-making. The Renaissance lute (see Plate 18 ), tuned like the viol with six strings in fourths and a third, was already out of fashion, but larger instruments with extra bass strings, often carried on an extended neck, were still in use, indeed remained so until late in the 18th century, mainly as continuo instruments. The lute was also still a solo instrument, especially in Germany, and many composers such as Silvius Weiss wrote works for the ordinary lute with some extra bass courses (see Plate 19 ), not least among them J. S. Bach, whose solo suites exist for lute as well as for violin and violoncello. 

The harp was increased in size around 1600 and acquired first one and then a second extra rank of strings, so that the main Baroque form of the harp, after Monteverdi's arpa doppia (see Plate 15 ), was the triple harp, an instrument which has remained in use in Wales to the present day. The two outer ranks of strings were tuned diatonically, with chromatic strings in the middle rank. This was the harp for which Handel, for example, wrote a concerto, but which was mainly used, again, as a continuo instrument. A diatonic harp, with a single rank of strings, was also used, and in a late 16th-century encyclopaedia 5 this instrument is described as preferable to both lute and harpsichord, for unlike the lute every note came from the full length of the string and so with full tone, and unlike the harpsichord it could be plucked in an infinite variety of ways, and could thus produce many different tone colours. 

Nevertheless, the harpsichord was the most commonly used continuo instrument (see Plates 9 and 14 ), because of its ease of use and its greater facility in playing in chords, and it was also, of course, a solo instrument. There were two main varieties in the early Baroque, the Italian and the Flemish. The Italian instruments usually had only one keyboard, with three ranks of strings, two in unison and one an octave higher, described as 2 × 8′ + 1 × 4′. The Flemish had the same three ranks of strings, though usually rather shorter in length for the same pitches than the Italian, so that the Flemish sound might be described as fuller and darker and the Italian as brighter. The harpsichords made by the Ruckers family in Flanders, however, had two keyboards, on the lower of which the notes appeared to be a fifth lower than they sounded; the lower manual F key plucked the same strings as the C key of the upper manual. The purpose of this arrangement is still a matter of dispute. By the early 18th century, two other national schools had arisen, the French and the German, the former deriving from the Flemish and the latter from the Italian, and by the middle of that century a third, the English. By this time, the use of two keyboards was the norm, but, instead of transposing the music into different keys, they produced different sonorities so that the player was able to contrast one passage with another, and even one hand with the other. One eight-foot rank was plucked 

nearer the nut (the bridge on the wrest-plank) than the other, thus producing a different tone colour, so that the two unison ranks could contrast with each other, and the four-foot rank could be added to one of these. There was always a way of coupling both keyboards so that all three ranks could be sounded together for the fullest tone and volume. Further devices were an extra row of jacks to pluck the string very close to the nut, called the nazard in Germany from its nasal sound, but called the lute stop in England, and a row of small pads of buff leather which could be slid against the strings to mute them, called the buff or harp stop in England but, confusingly, the lute in Germany. 

It is important to remember that these various national schools of harpsichord making persisted through the 18th century. Bach's music was conceived for the instruments by Hass and Silbermann, Couperin's for those by Taskin and Couchet, and Handel's for those by Shudi and Kirckman, and as a result all three sounded quite different, a difference which is too often forgotten and lost today. A fascinating speculation is whether Domenico Scarlatti's sonatas were conceived for Cristofori's piano, an instrument which was, as we shall see, as popular initially with the Spanish court as that master's music. 

There were also small harpsichords, in the early Baroque the virginals (see Plate 19 ), which survived from the late Renaissance. This was an instrument with a very different tone quality from the harpsichord, with strings running across the instrument instead of away from the player. Again there were different national types, the Italian and French, called spinetto and épinette respectively, and the Flemish. There were also two types of Flemish, the ordinary virginals and the muselaar, the latter plucking the strings near the middle of their length and producing a darker and more hollow sound. Both were often equipped with a smaller fourfoot instrument which could be used with, or contrasted against, the main virginals. In the early 18th century a new small instrument, the wing-shaped or leg-of-mutton spinet, was devised, but this should really be considered a domestic harpsichord, designed to take less space in the room. 

The perfect domestic keyboard instrument, but one which was used more in Germany than elsewhere, was the clavichord (see Plate 25 ). This is the only keyboard whose player is in direct contact with the string as long as the note is sounding, for his finger is on one end of the key, and the tangent on the other end is touching the string. By increasing or decreasing the pressure on the key he can produce louder or softer sounds, something that was impossible on all other keyboards of the period, and he can also produce a vibrato on the note by a slight up and down movement of the finger on the key, the Bebung of C. P. E. Bach. Because one clavichord could be mounted on top of another, to simulate the manuals of the organ, with the possibility of a pedal clavichord as well, it was the ideal practice instrument for organists. It could be used in the warmth of the home, instead of playing in a cold church, and there was no need to pay someone to pump the bellows. The German name for the clavichord was Klavier (that for harpsichord was either the Italian term cembalo or Instrument), and it was for the Klavier that Bach wrote the 48 Preludes and Fugues to show that there were better ways available of tuning a keyboard instrument than either any variety of meantone or equal temperament. 

A keyboard instrument which was invented around 1700 was Bartolomeo Cristofori's gravicembalo col piano e forte. When plucking a string mechanically, as with the harpsichord and spinet, it is impossible to make more than a very little difference 

of loudness by finger pressure on the key. When striking it, however, a much greater difference is possible. Hence the Italian name for the instrument, a keyboard instrument with softness and loudness. This first version of the piano, a keyboard instrument whose strings were struck with hammers, was comparatively unsuccessful in its day, partly because this type of expression in music was not yet desired, but chiefly because the light stringing then in use was more suited to plucking than to hammering. Bach did not much like Silbermann's version of the instrument in Germany, and in Spain, where a number of Cristofori's pianos had been purchased for the court with initial enthusiasm, many were converted into harpsichords. Not until the latter part of the 18th century, when the Industrial Revolution made covered and more suitable strings available, did the piano come into its own. 

The other main keyboard instrument was the organ. In Germany and the Low Countries this had already reached its Baroque form by the early 17th century, as can be seen in Praetorius. It was a large instrument, divided into discrete sections which could be contrasted the one with the other, known as Werkprinzip. There were, as a rule, three manuals or keyboards, each controlling a complete organ, with treble and bass ranks of pipes and choice of sonorities, but each producing different types of sound. One manual controlled the positive, usually placed behind the organist's bench, Ruckpositif in German and, because it was behind or sometimes under the bench, Chair organ in English, which was transmuted into Choir. Another manual controlled the Brustwerk, placed in front of the organist. This was often provided with doors that could be opened or closed to increase or diminish the amount of sound produced, the Swell, which was invented in Spain in about 1700. The third manual controlled the Hauptwerk, the Great in English, placed higher up. In addition, there were low bass pipes, controlled by a pedal keyboard. While all this could be coupled to play together, especially on the French organ, one of whose features was the plein jeu, used in contrast to solo stops, the normal practice, in Germany at least, as can be seen in Bach's music, was to contrast one section with another, so that the trio sonata, a number of which Bach wrote for the organ, was indeed three distinct voices working against each other. It is a constant surprise in modern performances of Bach cantatas to hear the organ part confined to a small chamber organ, the equivalent of the Ruckpositif alone, instead of being played on the magnificent instrument which was a standard feature of all great German churches. Only in England, and often in Italy, were organs less developed, for separate pedal sections were unknown in England until late in the 18th century or after. This was mainly a result of the Puritan destruction of almost all preCommonwealth organs, something from which many English churches failed to recover until the late 19th century. 
The wind instruments were later in development. The first was the flute, a word which, when used alone in the Baroque and unqualified by adjectives, always meant the recorder. Whereas the early Renaissance recorder had been cylindrical in bore and made in one piece of wood, by the later Renaissance the bore had been tapered, narrowest at the foot, thus improving the tuning, especially of the upper notes, and allowing for a slightly increased range. It was not until after the middle of the 17th century that this design was radically modified as part of a general overhaul of all the woodwind instruments which, initially, took place at the French court under the aegis of the musicians of the Royal Band, the Hotteterres and their associates (see Plate 26 ). This was partly due to changing fashions of music, the desire for 
larger and more varied ensembles, and particularly due to the desire for more instruments which would blend with the band of violins rather than playing in the old Renaissance groups of like instruments. There was also a desire for a greater range from the woodwind instruments and the realization that this could best be achieved by more precise reaming of the bore. It was, perhaps, chiefly the general rise in technology, with better lathes and other tools, that made this development possible. 

The result was the three-piece recorder, with a cylindrical head joint, a quite rapidly tapering main body carrying the six finger-holes and thumb-hole, and a separate foot joint, with a sharper taper, carrying the little finger-hole. The transverse flute, which was called traversa in Italian, and in English and French often German flute or flûte d'Allemagne, as an alternative to transverse flute or flûte traversière, was also similarly modified at the same time (see Plates 6 and 9). The head joint, again, was cylindrical in bore. The body, again tapering towards the foot, carried the six finger-holes, and a cylindrical foot carried a closed key. On both recorder and traversa, opening the finger-holes in sequence from the lowest produced a diatonic scale; chromatic notes could be produced only by closing a hole below one that was open, called cross- or fork-fingering. Obviously, one could not close a hole below the lowest hole, and thus the only way to flatten the note produced by opening that hole was by half-closing it. This is not difficult on the recorder, which is held downwards, but is more awkward on the traversa which is held sideways. A key was provided on the traversa to obviate this awkwardness, and this was the first time that a closed key was used on any instrument other than some bagpipes, from which the idea was almost certainly taken. On the Renaissance and early Baroque woodwind, the only keys had been open-standing keys which were the only way to cover holes beyond the reach of the fingers on the larger instruments. By about 1700 or 1720, the body of the traversa was split into two sections, each carrying the fingerholes for one hand. The purpose of this was two-fold. It enabled the use of still shorter reamers and thus a more accurate bore profile. It also allowed makers to provide a selection of upper-body joints, each a little longer than the next, and thus allow players to tune to different pitches. A further advantage relates to the nature of the instrument, for with any flute, as one blows harder the pitch goes higher. Quantz, in his Versuch einer Anweisung die Flöte traversiere zu spielen of 1752, recommended the use of a longer joint for loud movements, so that as one blew harder, the pitch rose to bring a flat joint into tune, and shorter joints for quiet movements, so that as one blew more gently, a sharp joint came down to pitch. 

Three reed instruments were newly invented at this same time, the third quarter of the 17th century. Two were adaptations of Renaissance instruments, the oboe deriving from the shawm, and the bassoon from the curtal or dulcian. The third, a little later than the others, not much before 1700, was the clarinet, an elaboration of an earlier folk instrument, the chalumeau, which itself was improved into a fairly respectable instrument at much the same time as the oboe and bassoon were invented. 

The shawm had been the most important reed instrument of the Middle Ages and Renaissance, but its loud and piercing sound was unfit for any use in mixed ensembles, and certainly it could not be used with string instruments. The oboe, like the shawm, was played with a double reed, but had a much quieter sound. Like the recorder and traversa, it was made in three joints, but with an expanding bore, 

with upper and lower body each carrying three finger-holes, and a bell (see Plate 26). It had an extra hole, which was covered with an open-standing key, extending the range at the bottom to c'. Like the traversa, it also had a chromatic key below the lowest of the six finger-holes, which was duplicated so that it could be accessible to either little finger. The modern practice of always having the left hand above the right was not yet established and not until after about 1750 did players come to agreement on the way the instrument was held. Only after that date did the twokey oboe supersede the three-keyed. 

There were also two larger sizes of oboe, one the oboe d'amore, an alto whose lowest note was a, a minor third lower than the treble. This had a bulb bell (Liebesfuss in German) which gave a very beautiful hollowness to the tone. The other was a tenor in F, which had three forms. One was simply a large oboe. Another was again a straight instrument but with a bulb bell, like that of the oboe d'amore. The third was a curved instrument with a widely flaring bell, usually of brass though occasionally of wood. It is generally assumed that this last was the instrument called in the period the oboe da caccia, though it should be emphasized that since there is no known contemporary written description of the oboe da cacia, nor any known contemporary titled illustration, this attribution of name is only an assumption. There is no evidence for tenor oboes being used to accompany hunting, and the assumed identification derives, as very probably the name indeed did, from the similarity of the metal bell to that of the corno da caccia. The music provided for the instrument makes it certain that the oboe da caccia was one of these tenors in F. What the others were called is less certain. Taille was one name of the period for a tenor oboe (and for a tenor violin, a large viola) but whether it applied to one or both of the other forms is not known. Not until the later 18th century was the tenor with a bulb bell called the cor anglais, a name of unknown origin. 

The curtal (see Plate 18 ) was, like the shawm, made of one piece of wood, with both a downward and an upward bore drilled in it, so that the metal crook carrying the reed projected from one side of the top and the bell, level with the crook, from the other. Again the new instrument which derived from it, the bassoon (see Plate 27), was made in separate joints. The wing joint descended from the crook, fitting into a butt joint which, like but much shorter than the curtal, had both a downward and an upward bore drilled in it. The long joint fitted into the upward bore of the butt, and was capped by the bell joint, which took the pitch down to B′ flat two octaves and a tone below c′, a tone lower than the normal bass curtal, whose lowest note had been C. The bore was conical throughout, gradually expanding from the crook socket, until near the top of the bell, at which point there was quite a sharp constriction which was only opened out in the latter part of the 18th century. Initially there were three keys, an F key, the equivalent of the oboe's C for the lower little finger, and a low C and low B flat key for the upper thumb, but a fourth was soon added, an A flat, equivalent to the oboe E flat, for the lower thumb. Rare, but occasionally demanded by both Bach and Handel, were contrabassoons, instruments twice the size of the normal bassoon. One by Eichentopf, who is known to have made other instruments for Bach, including oboi da caccia, survives in the Leipzig Musikinstrumenten Museum, and one by the younger Stanesby, surviving in Dublin, is known to have been used by his friend Handel in his Music for the Royal Fireworks. 

The chalumeau had been a small reed instrument, with a single reed cut from 

the top of the cylindrical reed or cane body, like a Highland bagpipe drone reed and many surviving folk instruments of the southern and eastern Mediterranean. In Germany Jacob Denner improved this instrument, making it of wood, in much the shape of a treble recorder, with a cane single reed tied to the top. This type of chalumeau was made in a family of sizes, for which a small repertory survives, including some concertos. The chalumeau had two keys near the upper end, one at the back to help it overblow to the upper register (a twelfth above the fundamental, not an octave, due to the cylindrical bore), and one at the front to fill the gap between the two registers. It is thought to have been Denner who then extended the instrument, lengthening the bell, moving the two keys slightly, and otherwise altering it to produce the clarinet. The clarinet was little used in the Baroque, probably because of the strangeness of an instrument with two registers a twelfth apart, rather than an octave, and save for some composers and some courts and players who were in the forefront of progress, and later the military bands and opera orchestras, both always interested in innovations, it did not become generally adopted much before 1800. 

Ex.I Harmonic series 


Of the brass instruments, the trumpet (see Plates 28 and 30 ) was by far the most important throughout this period, both musically and as the instrument of state and pageantry. This latter role, however, militated against the former, especially in Germany where the use of the trumpet was rigidly restricted. It could be played only by members of the trumpeters' guild, and could be possessed only by those licensed to do so, certain ranks of the aristocracy and certain privileged cities and regiments. 6 It is instructive to look at Bach's cantatas and to see for which occasions he was empowered to use trumpets. The instrument could produce only the notes of the harmonic series, and thus it was diatonic in compass only from the 8th harmonic (c″), and chromatic only from the 12th (g″). It was bedevilled, too, by three pitches which are not in accord with the European scale in any temperament, the 7th, 11th, and 13th harmonics and their octaves, respectively a very flat B flat, a pitch almost exactly halfway between F and F sharp, and a rather flat A. Of these, it was the 11th harmonic that caused the most trouble, for composers would write either F or F sharp according to the context of the music, and expect players to lip the note either up or down. The 13th was also a problem, for the A was well within the compass of the period. It is quite clear from contemporary writings that some players were not very successful in tuning these notes, but it is also clear from the amount of music written for the trumpet that some could achieve it, for no composer in his senses writes notes which he knows are going to be out of tune. Modern players, who have not received the training imparted to members of the guild, and who have to play modern trumpet one day, and Baroque the next avoid the problem by using instruments with finger-holes which produce an alternative harmonic series, but which do so only at the cost of decent tone quality. 

The clarino technique of trumpet performance from the 8th harmonic, up to the 22nd in Bach's music and even sometimes to the 24th, was at its height in the later Baroque. In the early 17th century, when trumpeters were ascending no higher than the 13th harmonic, in Monteverdi L'Orfeo, and by the 1630s to the 16th, 7 the high brass parts were played by the cornett, which had been the great virtuoso instrument, particularly for divisions and similar ornamentation of music, in the Renaissance (see Plate 18 ). It was made of wood, usually leather covered, and was played with a miniature trumpet mouthpiece, no bigger than the cup in which an acorn sits. Unlike most other trumpet-type instruments it was provided with finger-holes so that it was not restricted to the notes of the harmonic series but could be played as fluently as a recorder or any other woodwind instrument. It appears in a few Bach cantatas, usually playing the cantus firmus in the chorale movement, but it is clear from the way that Bach wrote for it that its technique had greatly degenerated, and it was by then all-but extinct. 

The bass to the trumpets was provided by the timpani, smaller than those of today and shallower, often hemispherical in shape (see Plates 29 and 30). The skins used on them were thicker than those used in recent times, up to the introduction of plastic heads, and the best tone was produced by using sticks with wooden discs or sometimes balls as heads. With thick heads and such sticks there was a clarity of pitch and a precision of rhythm unknown on modern timpani. Drummers were expected to improvise, to elaborate rhythms on held notes, rather than the modern practice of rolling, and especially to fill out long notes at cadences with shorter notes. A good historical example of this practice is provided by Mozart's edition of Messiah, in which Handel's semibreves in the timpani part are replaced by quavers and semiquavers, just as Handel's drummer would have played them, a tradition which was already dying out in Mozart's time. 

Of the other brass, the trombones were comparatively little used, and were mainly church instruments, supporting the voices as in the Renaissance (see Plate 10), with little change in the instruments. Trombone bells were still of much thinner metal than today, 8 and instruments were still loosely jointed, with movable or telescopic stays, rather than the rigid stays between the joints of the modern instrument. It is clear that the trombone was almost unknown in Britain, Handel only employing them when some players were visiting London from Germany. 

The horn was only beginning its orchestral career by 1700 (see Plates 14 and 30), and in the early years of that century it seems to have been a fairly raucous instrument, used mainly for hunting effects. Playing technique and tone quality improved rapidly, as can be judged by comparing Bach's use over a period of years. The instrument, which was narrow in bore in its early years, became somewhat wider, and as a result considerably more mellow in tone, by the third or fourth decade of the century. Like the trumpet, only natural harmonics were available, and because the bell was held in the air, the same harmonics that troubled trumpet players caused difficulties for the horn. The practice of inserting the hand in the bell to ameliorate the tone, to tune difficult harmonics, and to fill the gaps in the overtone series, was adopted only after 1750. The habit of modern players to use their hand in the bell in Baroque music is adopted for the same reasons as the use of finger-holes on trumpets. The result is also the same: anachronistic technique and poor tone quality. 

We are beginning to appreciate the difference of the sound of music between the 

Baroque and the later periods up to the present, but as yet we are only approaching the realization of that difference. Many of our players are still instinctively falling back on the techniques which they acquired as children and in their early training. Not until we have a generation of players trained ab initio on Baroque instruments by older players who themselves have sloughed off their early training shall we be really in the ideal position of hearing the sounds which the composers themselves heard in their mental ears when writing the music. 

Jeremy Montagu
The Bate Collection of
Historical Instruments, Oxford 

Forms and Genres 
Stilo. Style; . . . in music it is applied to the way in which each individual composes, performs, or teaches, which is very different according to the genius of authors, lands, and nations, as well as the matters, places, times, subjects, expressions, etc. . . . Diverse terms have arisen to distinguish all of these different characters, such as: ancient and modern styles; Italian, French, German styles; ecclesiastical, dramatic, chamber styles; gay, playful, florid style; piquant, suffering, expressive style; grave, serious, majestic style; . . . familiar, popular, low, servile style. . . . 

Sébastien de Brossard, Dictionaire, 1703
(English trans. Albion Gruber, 1982) 

At the beginning of the 18th century, Sébastien de Brossard categorized music according to several criteria, among which are adherence to the modern or 'ancient' style, national origin, function, and level of discourse. Brossard's dictionary includes entries for various forms and genres, but neither he, nor any other Baroque theorist, described them in the detail Heinrich Christoph Koch devoted to sonata and concerto form late in the 18th century. Although standard designs dominate much Baroque music, specific formal plans were rarely mentioned except as departures from a norm: thus Johann Mattheson tells us in Der vollkommene Capellmeister ( 1739) that the canarie, unlike most other dances he knew, should cadence on the tonic at the mid-point. This is not to say that discussions of 'how to compose' are completely lacking. Beyond instruction in the rules of counterpoint, several writers proposed that composers borrow from rhetorical theory to solve problems posed by the emancipation of instrumental music. In his Synopsis musicae novae ( 1612), Johannes Lippius contended that composition was nothing more than the arranging of musical elements in imitation of a text; he encouraged the composer of instrumental music to imagine an appropriate text in order to generate a coherent form. Mattheson thought that composers should employ the standard oratorical techniques of invention, arrangement, elaboration, and presentation of an argument; he compared cadences of different weights to the various levels of punctuation marking phrases of a text and suggested specific musical figures to parallel the rhetorical figures employed by orators. 

Both Mattheson and Johann Scheibe ( Der critische Musikus, 1737-40) compared musical to linguistic discourse, the level of which varied according to the requirements of particular genres and occasions. Just as one might make an argument more or less elevated according to the occasion or medium, one might use the same aria or sonata in church, chamber, or theatre simply by adapting it to its new circumstances. In church it should be more solemn, in the chamber more finely constructed, in the theatre more concerned with the effect to be appreciated from a distance. Mattheson claimed that many 'self-instructed composers' confused these distinct styles, so that music more appropriate to the chamber or theatre was performed unaltered in the church, offending the listener's sense of order. Whether or not the adaptations were successful, this transferability of pieces from one milieu to another 
may explain why relatively few formal plans and compositional procedures underlie Baroque music. 

The means by which the formal designs of Baroque music are articulated include key and harmonic progression, melodic content, metre, tempo, homophonic or contrapuntal texture, and scoring. Pieces are in binary, ternary, and rondo or ritornello forms; or they are constructed over cantus firmus melodies or ground basses. Recitatives and many solo songs were constructed by wedding the music closely to the text according to the seconda prattica; some instrumental works such as fantasias, preludes, and toccatas in the 'stylo phantastico' were subject to few preconceived formal constraints and were expected to sound improvisatory. In this chapter I shall examine each of these formal designs and procedures individually before turning to examples of liturgical, instrumental, and dramatic music that illustrate the operation of these same principles on a more extended scale. One should bear in mind that the forms were not static: Monteverdi's operas are structured very differently from those of Vivaldi or Handel; the 17th-century suites of the French lutenists and harpsichordists differ in many respects from those of Rameau and J. S. Bach. But one can ordinarily trace the development of procedures within specific genres, their transfer between genres, and the interpenetration of originally distinct national styles. 

Binary form 
Binary form brings to mind Domenico Scarlatti's sonatas, and dance movements such as those from Bach's keyboard and orchestral suites, but the form was also widely employed in the mid-17th century. For example, the keyboard dances of Johann Froberger ( 1616-67) are all in two sections: the first closes strongly on a non-tonic harmony (V or III); the second returns to the tonic (see ex. I). There is 

(c) bars 28 - 30 


no necessary thematic relation between the two halves of a dance (nor is there between successive dances in the suite); neither is there usually a marked contrast. The two halves are most often approximately equal in length, although the second is sometimes longer; the actual number of measures varies, and odd numbers are not uncommon. Contemporary English and French allemandes for solo instrument or ensemble are similar to those of Froberger, but many later examples are longer and have parallel melodic material in the two halves. Bach usually begins and ends each half with similar material; in his gigues the opening idea is often inverted at the start of the second part (see ex. 2). 

Ex. 2 J. S. Bach: Gigue, English Suite in G minor (a) 

bars 1 -3 


The dances described above have in common a non-tonic cadence at the end of the first half, but ensemble dances published in 17th-century Italian prints often preserve the tonic harmony throughout. Thus the development of a standard twopart form was not entirely dependent on the harmonic direction away from and back to the tonic harmony, although that harmonic pattern is especially well suited to the binary plan and was the one most frequently adopted in the 18th century. Binary form was employed outside the dance as well, for example in vocal music and in the keyboard sonatas of Domenico Scarlatti. Within the standard binary form Scarlatti employed a variety of compositional procedures: the second half may begin with the opening material transposed to the dominant or with contrasting material (often the contrast depends on texture); occasionally the metre changes; often the harmonic progressions are somewhat unexpected. 

By 1675 most of the common dance movements (scored for solo instrument, ensemble, orchestra, solo voice or chorus) were in binary form, usually marked by a non-tonic cadence at the end of the first part. In early 17th-century music the form is less predictable: the dances presented by Negri ( Le gratie d'amore, 1602) usually have two or three strains and as many repetitions of each as his choreography required. Three-strain keyboard dances were favoured by the virginalist composers in late 16th- and early 17th-century England; many of these move away from the tonic only in the second part. Similar three-strain forms are found in German ensemble suites such as those of Paul Peuerl ( 1611), and in mid-century secular songs of Andreas Hammerschmidt ( 1642-3), which often take dance rhythms as their starting point. But in 18th-century suites of dances the binary form was rivalled only by the French composers' use of the rondo (see below). 
17th-century aria: strophic, ternary and rondo forms 
Vocal music too was likely to be in a standard form by 1700, but earlier was more variable. The earliest operas proceed for long stretches in a free recitative style, the aim of which was simply an expressive delivery of the text. Here the composer was free from the constraints of harmony and rhythm imposed by the regular dance forms and by the traditional ways of singing poetry, yet the singer is intimately connected to and supported by the accompanying instrument. In the early 17th century the line between recitative and aria was not so firm as the one we know from later opera, and recitative itself was much more varied. Peri's recitatives in Euridice ( 1600) are sometimes a kind of heightened speech for text with a purely narrative function, but he also wrote more melodic and expressive passages of recitative (in the Annotazioni sopra il Compendio de' generi, e de' modi della musica, 1640, Giovanni Battista Doni cited the Lamento d'Arianna of Monteverdi as an example of such expressive recitative); later librettists and composers would have allocated such contemplative texts to arias. In Monteverdi L'Orfeo ( Mantua, 1607) closed aria forms are already common, but much of the opera still proceeds in recitative; a good example is Orpheus' reaction to the announcement that Eurydice 
Ex. 3 Monteverdi: 'Tu se' morta', L'Orfeo, Act II bars 1 - 5 


has died from the serpent's bite ('Tu se' morta', in Act II; see ex. 3). The musical form of these recitatives is not predictable, since they are composed line-by-line according to the dictates of the seconda prattica, in which music follows text as closely as possible. 

The solo madrigals of Caccini reflect a similar approach to composition, in which the considerations related to the text are more important than those on the purely musical side. However, that approach was readily abandoned in favour of closed musical forms whenever the dramatic context permitted. Monteverdi's strophic setting of 'Vi ricorda o boschi ombrosi' in the first act of L'Orfeo is an example of such a closed form, or aria, in which each stanza of the poem is sung to the same music (see ex. 4). The setting adopts the standard way of singing an eight-syllable line, borrowing the dance rhythm of the balletto and evident in vocal music as far back as the frottola of the early 16th century. In this particular aria, the first phrase (both music and text) returns to produce a short A--B--A′ form within each of the four stanzas of the poem; the stanzas are separated from one another by an instrumental ritornello, which is itself in binary form (A--A′--B--B). 

Ex. 4 

Monteverdi: "'Vi ricorda o boschi ombrosi'", L'Orfeo, Act I 

In other 17th-century Italian arias, the final section of each stanza might be repeated to produce an A--B--B′ form, with successive stanzas again separated by an instrumental ritornello. Many of Cavalli's arias for Venetian operas adopt one of these two forms (A--B--A or A--B--B); most were in triple metre, and they were often closely related to the sarabande or to other dances. The two stanzas of 'Nudo Arciero' (from Scipione Africano, Venice, 1664), in A--B--B form, are separated by an instrumental ritornello built over the same repetitive bass pattern (or ostinato) which supports the vocal material; in the ritornello the ostinato is altered to permit an internal cadence on the relative major (III, see ex. 5). The same instrumental passage concludes the aria. 


'Nudo Arciero', Niccolò Minato set by Cavalli (1664) 
	Text 
	Musical form 
	Tonal area 

	Nudo Arciero vibra i dardi ad altro sen 
	A 
	i 

	Troppo fiero, troppo accerbo è'il tuo velen 
	
	

	Vogli altrove l'ali, e'il piè 
	
	modulates toward v 

	Vatene cieco Dio lungi da me 
	B 
	v 

	Vatene cieco Dio lungi da me. 
	B 
	i 

	Ritornello 
	
	i . . . III . . . i 

	(Naked archer, hurl your arrows at another breast
Too haughty, too tart is your potion
Turn your wings and feet elsewhere
Go far away from me sightless God.) 
	
	


Toward the end of the century the musical setting was further expanded. Cavalli had often repeated more than one line of text, and later composers restated entire sections. Of the two basic aria forms (A-B-B and A-B-A), it was the latter that came to dominate the serious Italianate opera of the 18th century, and penetrated other genres as well. In the operas of Alessandro Scarlatti this da capo aria began 

to be especially prominent; 'Agitata da fiera procella' (from La Griselda, Rome, 1721) provides a good example, in which the two parts of the text present contrasting ideas, reflected in the music by a change of key and more frequent modulation in the B section. In other arias reduced scoring in the B section further differentiates it from the opening material. Here Scarlatti expanded the simpler A-B-A form he had inherited by beginning with a two-fold statement of the A section, the first modulating to the dominant and the second returning to the tonic, in a structure recalling that of binary dances. But in the aria, instrumental ritornellos introduce and separate the two halves of the A section's binary design (ex. 6a shows the opening ritonello and vocal incipit). 
'Agitata da fiera procella', Apostolo Zeno set by A. Scarlatti (1721) 
	A 
	Agitata da fiera procella 
	
	Shaken by a violent storm 

	
	in quel prato languiva una rosa 
	
	in that field languished a rose 

	
	che pomposa 
	
	so magnificent 

	
	tra le rose sembrava una stella. 
	
	among the roses it seemed a star 

	B 
	Ma cessato quel nembo fatale 
	
	But when that fatal cloud cleared 

	
	ripigliava il suo fasto reale 
	
	she returned to her regal pride 

	
	e vestita di per porpora e d'oro 
	
	and dressed in purple and gold 

	
	scintillava più altera e più bella. 
	
	she shone loftier and more beautiful 

	A 
	Agitata . . . 
	
	Shaken . . . 

	Text 
	Musical form 
	Tonal area 

	(Ritornello) 
	R1 
	i 

	Agitata . . . 
	A1 
	modulates to V 

	(Ritornello) 
	R2 
	V 

	Agitata . . . 
	A2 
	modulates to i 

	(Ritornello) 
	R1 
	i 

	Ma cessato . . . 
	B 
	modulates to III 

	Agitata . . . (Da capo) 
	
	


Compared to Cavalli's relatively syllabic setting of 'Nudo Arciero', 'Agitata' includes many more long melismas on single syllables, one indication of the expansion of the role of music beyond the minimal requirements of the text. The shorter B section, which moves from a stong cadence on the dominant minor to the relative major, is confined to one complete statement of the text, and includes the inevitable rising sequence on 'altera' as a final gesture before the ritornello returns to the tonic for the da capo (see ex. 6b ). Just as the binary dance became the primary component of the Baroque suite, the da capo aria dominated opera and cantata in the 18th century. 
Not until the 18th century did Rameau and other French composers include da capo arias (which they called ariettes) along with the binary and rondo forms (AB-A-C-A) Lully had favoured. The vocal rondo is found beyond opera and outside France as well, for example among Purcell's songs ('I attempt from love's sickness'). French composers often employed the rondo not only for vocal music, but also for instrumental dances (for keyboard, lute, melody instrument, or larger ensemble) in which the opening (A) section was termed the rondeau and the contrasting sections 
Ex. Scarlatti: "'Agitata da fiera procella'", La Griselda, Act II (a) 


(B, C, . . .), the couplets. The minuet was especially likely to be en rondeau, but other dances were also cast in that form. The brief 'Rondeau-gayement', a minuet from François Couperin Huitième Ordre ( 1716-17), is typical: the couplets cadence on non-tonic harmonies and are of differing lengths. The same suite contains a massive 'Passacaille' in rondo form, with eight sharply contrasted couplets, illustrating just how far this simple idea could be extended and what diverse characters it could assume within a single suite. 

Ex. 6(b) 


The ground bass 
Couperin used the term passacaille to refer to a piece in rondo form, while the Italians and others meant by passacaglia a piece constructed over a four-note descending bass (or an elaboration of that pattern); this terminological complexity is typical of Baroque music from different countries, periods, or genres. The ground bass (of which the Italian passacaglia is an example) was employed by Baroque composers of many nationalities in both vocal and instrumental music. When each repetition of the bass supports a new stanza of the poem, the resulting form is a strophic variation: strophic because each stanza is set to the same bass or harmonic progression, but varied because the vocal line in each stanza is new. Monteverdi's setting of 'Possente spirto', the aria in which Orpheus pleads with Charon for transport across the river Styx, is a strophic variation in which the instrumentation and Orpheus' melodic line vary substantially from stanza to stanza. 

Shorter grounds were also common, but of course did not support an entire stanza of poetry. Cavalli 'Nudo Arciero' (ex. 5 ) is entirely constructed over a four-measure ostinato, which occasionally modulates to the dominant or the relative major. Cavalli was particularly noted for his laments, constructed over the descending passacaglia bass (through the interval of a perfect fourth, for example, A-G-F-E). That particular bass pattern became so closely associated with the lament context that Bach could use it in the Capriccio sopra la lontananza del suo fratello dilettissimo ( Capriccio on the Departure of his Most Beloved Brother, BWV992) for keyboard in the expectation that the performer and listener would grasp immediately the emotion being expressed. Purcell made especially frequent use of the lament (for example in 'When I am laid in earth', from Dido and Aeneas) and other ground bass patterns in both vocal and instrumental music. 

Composers' use of ostinato basses reflects a long tradition of improvising sets of variations over borrowed melodies or harmonic progressions, described in instru- 

mental tutors from the end of the 16th century; in that tradition Christopher Simpson and other English composers wrote 'divisions' for viola da gamba. Frescobaldi Partita sopra l'aria della Romanesca for keyboard is similar, in that repetitions of the traditional Romanesca pattern support successive variations. As in Bach Goldberg Variations (BWV988), the bass line is not necessarily restated explicitly in each section; only the basic harmonic progression is repeated. In the Goldberg Variations, each statement of the harmonic progression supports a binary form articulated by movement away from and back to the tonic, another example of a particular combination of two independent compositional principles, those of variation over a ground and binary form. 

Cantus-firmus structures 
Related to the melodic ground bass is the cantus firmus: a borrowed melodic line employed to support a set of variations, but often placed in the middle of the texture 

Ex. 7 Scheidt: Jesus Christus unser Heiland (a) 


(b) 
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rather than in the bass. One thinks first of sets of chorale variations by such 17thcentury organists as Sweelinck and Pachelbel. Samuel Scheidt, a pupil of Sweelinck, included sets of variations on chorale melodies and Gregorian chant in his Tabulatura nova ( 1624). Jesus Christus unser Heiland (to be played during Communion) begins with a chorale motet, to which we will turn in a moment, but most of the variations state the chorale tune in long notes around which the other voices weave more active material (see exx. 7a and b ). Here the principle of design is to vary the number and character of the contrapuntal parts added to each repetition of the cantus firmus, and to vary the position of the cantus firmus in the texture, both practices inherited from Renaissance vocal music; the freely composed parts often make reference to the cantus firmus. Sweelink's and Scheidt's variations on tunes such as 'Est-ce Mars', in which the borrowed melody moves from voice to voice of the keyboard texture, constitute a secular parallel to the chorale variations for organ. 

These composed variations stem from a tradition of improvisation among organists. That is the spirit in which one should regard Cabezón's Magnificat verses, for example -- they were models for what the organist should play rather than pieces to be reproduced as they stand. Descriptions of trials that applicants for organ posts 

in Hamburg and elsewhere had to face include similar exercises in improvisation. Such cantus firmus structures are not confined to instrumental music, nor to strict variation forms: in his Vespers of 1610 Monteverdi assigned the cantus firmus (in this case a psalm tone) to one of the voice parts in each section of the work; around the psalm tone he constructed settings of the Vespers psalms for as many as ten voices divided into two choirs. In the 'Sonata sopra Sancta Maria' from the same collection the sopranos sing the cantus firmus while pairs of instruments play virtuosic dialogues around them. 

Imitative contrapuntal compositions 
Another prominent use of the chorale tune in 17th-century Germany treated each of its phrases in points of imitation, as in the opening two sections of Scheidt Jesus Christus unser Heiland. In contrast to its role in the verses 3 to 5 ( ex. 7b ), the borrowed melody here becomes indistinguishable from the rest of the texture ( ex. 7c ). Bach and other 18th-century organists drew on both improvisatory traditions 

(the cantus firmus-variation and the chorale motet) in their chorale-based compositions for organ. Of course, some contrapuntal pieces have no borrowed material at all: the fugue is the most obvious example and Bach the composer whose works are of greatest interest. He preserved the German gearbeitet (literally, worked), or serious style even as his contemporaries were abandoning such counterpoint in favour of simpler, treble-dominated textures. The fugue is more a procedure than a formal plan: one can expect each voice to enter with a version of the subject on the tonic or the dominant, but after the exposition the course of a fugue cannot be predicted in detail. In the E major fugue from the second volume of The Welltempered Clavier the four voices enter without interruption, and this short exposition ends on the dominant after a mere nine measures (see ex. 8a ). 

The interest of the rest of the piece lies in observing the clever constructions the composer invents by changing the time interval between the subject and its imitation; perhaps inverting the subject; changing the pitch interval at which the imitation occurs; or otherwise manipulating the subject. Later in the same fugue, for example, Bach imitates the subject after one- or even half-measure intervals, reduces its note values, and inverts it against the unaltered version (see ex. 8b ). 

Bach's use of cut time in this particular piece and its strict limitation to material drawn from the opening measures recall the ricercares of Froberger and other 17thcentury organists: the 'white notes' at the outset alert one to expect an especially serious and rigorous treatment, in fact an old-fashioned treatment. Certainly a long tradition precedes Bach's fugues; similar contrapuntal procedures are to be found in the variation canzona, the ricercare, Spanish tiento, the English fantasia and Scheidt Jesus Christus. The canzona and English fantasia, for keyboard or ensemble, tend to be constructed of sections delineated by means of textural and thematic, as well as metre changes; but at least some of the sections are ordinarily quite contrapuntal, if not fugal. 

'Stilo phantastico' 
Having briefly surveyed binary, ternary, rondo, ground bass, cantus firmus, and fugal constructions, we turn now to the 'freely' composed instrumental pieces: for example, Frescobaldi's toccatas, Louis Couperin's unmeasured preludes, and C. P. E. Bach's fantasias. According to C. P. E. Bach, fantasias are free compositions because the composer or performer is constrained not by melody or text, but only by harmonic considerations. Indeed in the Essay on the True Art of Playing Keyboard Instruments ( 1753) he gives a set of instructions for inventing a fantasia in which one begins by notating a figured bass to serve as a harmonic plan. Although this harmonic plan may not be obvious on first hearing and the modulations may be abrupt, even the strangest of his fantasias exhibits a certain harmonic logic. The unmeasured preludes of the French keyboard and lute composers are similar: Louis Couperin's short prelude in A minor is an elaboration of a very straightforward progression through the dominant and the relative major in that key (see ex. 9 ). The notation in whole notes (preserved in this modern edition) leaves the player free to make his way without metric constraint from one chord to another, although sequentially repeated melodic fragments begin to emerge after a few playings or hearings and tend to regularize even these 'unmeasured' compositions. 

The Intonazioni of Giovanni and Andrea Gabrieli have been shown to be based on psalm tones, and a few of Frescobaldi's toccatas may respond to a similar analysis, 

Ex. 9 Louis Couperin: Prélude en la mineur 


but in general the toccatas are free of borrowed material. In the prefaces to his volumes of toccatas ( 1615, 1627) Frescobaldi suggests that the performer may conclude at any convenient cadence. Such an instruction is a further reminder of the improvisatory tradition in which organists ordinarily functioned, partly out of their need to fill the church with sound to cover specific actions, and to stop when those actions were completed. 

Some of Louis Couperin's preludes contain measured, contrapuntal material framed by two unmeasured sections; the toccatas and preludes of Froberger, Buxtehude, and Bach consist of increasingly lengthy sections in similarly contrasted styles, reminiscent of the alternation between recitative and aria in vocal music. Thus the section marked 'con discrezione' from the Toccata in D major (BWV912) modulates, as do many recitatives, from the close of the previous section in F-sharp minor toward the D major of the final fugue. Its elaborate and erratic melody is supported by some startling and dramatically expressive harmonic progressions; the course of the section is much less predictable than that of the ensuing fugue. Another 

example of such declamatory instrumental writing forms the middle movement of Vivaldi's concerto for violin and strings: 

Ex. 10 Vivaldi: Concerto for violin and strings (RV208, second movement) bars 139 - 44 


Such dramatic passages encourage us to recall Lippius's suggestion that one imagine an appropriate text in order to compose instrumental music; more generally they reflect the degree to which instrumental and vocal music remained closely intertwined even in the 18th century. 

The Church: concertato style 
One of the most important principles of Baroque music is that of concertato style, in which vocal and instrumental forces are combined and contrasted. The origins of the concertato style are in the polychoral motets of Andrea and Giovanni Gabrieli and in the development of the basso continuo in the works of composers such as Viadana around the beginning of the 17th century. The polychoral motet progressed by means of contrast between differently constituted and physically separated choirs of voices (cort spezzati), which might be doubled or replaced by instruments. Often the choirs represented different pitch registers. Besides juxtaposing the separate and merged choirs, changes of metre and of texture (contrapuntal v. homophonic) delineated sections of such motets; particularly common was the use of a recurring 'Alleluia' in triple metre. Gradually, the choirs began to be contrasted not only in register and by means of specific assigment to different instrumental forces, but also by means of a greater virtuosity in some parts, assigned to the coro favorito, or soloists, accompanied by the basso continuo. Gabrieli In ecclesiis (published in 1615 just after the composer's death), combines various of these elements: scored for a four-voice coro favorito, a cappella (or choir) of four parts, and a six-part instrumental ensemble, the motet is built in several sections for one or two voices with continuo, separated by 'Alleluia' refrains for soloists and the choir, an instrumental sinfonia, and a final section for the entire ensemble. In a few late works Gabrieli even abandoned the idea of separate choirs in favour of freer combinations of small groups 

of voices and instruments juxtaposed to each other and to the entire ensemble ( Jubilate Deo is a good example). 

Monteverdi, who began his tenure at S Marco in Venice just as Gabrieli's career was coming to an end, employed and expanded the resources of the concertato style. In some works he and his contemporaries designated the cappella or instrumental ensemble as optional (see, for example, the table of contents to Selva morale e spirituale, 1641), but contrast of some type remained essential: between soloists and cappella, or instruments and voices, or soloists and small ensembles. Laudate pueri primo 'a 5 concertato con due Violini' may serve as an example of this mature concertato style. Many concertato motets of this period are composed of varying solo and tutti statements of each line culminating in a final tutti, in no very predictable pattern; but Laudate pueri is arranged in a rondo-like form, defined by repetitions of the opening text (always assigned to the two tenors), and by texture and metre changes. 
Ground plan of Monteverdi's Laudate pueri (a 5 concertato con due Violini) 
	Psalm 
	Text 
	Musical content and scoring 
	Metre and 

	verse 
	incipit 
	
	
	harmonic goal 

	1 
	Laudate pueri 
	A 
	tenors 
	C 
	I 

	2 
	Sit nomen 
	B 
	sopranos, in dialogue with violins 
	3 
	I 

	1 
	Laudate pueri 
	A 
	tenors 
	C 
	I 

	3 
	A solis ortu 
	B 
	bass dialogue with violins 
	3 
	I 

	4 
	Excelsus 
	
	sopranos dialogue with bass and 
	3 
	I 

	
	
	
	violins 
	
	

	1 
	Laudate pueri 
	A 
	tenors 
	C 
	IV 

	5 
	Quis sicut 
	B 
	bass and violins dialogue with 
	3 
	II 

	
	
	
	sopranos; tutti conclusion (without 
	
	

	
	
	
	tenors) 
	
	

	6 
	Suscitans 
	
	tutti, homophonic; violins doubling 
	C 
	II 

	7 
	Ut collocet 
	B 
	bass, violins, and sopranos dialogue 
	3 
	V 

	8 
	Qui habitare 
	
	more dialogue, melismatic 
	C 
	

	
	facit sterilem 
	B 
	tutti conclusion (without tenors) 
	3 
	II 

	
	Gloria 
	
	tenors (melismatic) 
	C 
	V 

	1 
	Laudate pueri 
	A 
	
	
	

	I 
	Semper, 
	B 
	Sopranos, bass, and violins in 
	3 
	IV 

	
	et in saecula . . . 
	
	dialogue with tenors, then tutti 
	
	

	
	in saecula . . Amen. 
	
	
	C 
	I 


Most of the psalm text is stated in the triple-metre sections, which are similar enough musically to give a feeling of return. ( 'A solis ortu' for bass and violins is actually a strophic variation of 'Sit nomen'.) The first four triple-metre sections variously juxtapose voices and instruments; the two tenors return several times to the opening text and melodic material, even interrupting their elaborate statement of the 'Gloria Patri'. Yet the text as a whole hardly dictates the form; Monteverdi has repeated the opening phrase almost at will and the large-scale tonal movement 
-392- 
to A minor for the last four psalm verses creates some sense of a work in three large sections, in which the Gloria not only concludes the psalm, as expected, but brings us back to the opening harmonic area. 

One of Vivaldi's settings of laudate pueri makes an instructive comparison. In contrast to Monteverdi's relatively continuous setting, Vivaldi's composition is divided into nine separate movements for soprano and strings (with oboes added at the opening, and a transverse flute in the Gloria). The contrast between successive movements depends on key, metre, and tempo changes. The piece is considerably longer than Monteverdi's, and seems to employ a greater variety of musical styles, although the limitation to one soprano means there cannot be the contrast in vocal register and texture employed by Monteverdi, and still found in other 18th-century sacred music. 

Ground plan of Vivaldi's Laudate pueri 
	Verse 
	Text 
	Key 
	Metre 
	Tempo 

	1 
	Laudate pueri 
	G major 
	2/4 
	allegro non molto 

	2 
	Sit nomen 
	E minor 
	3/4 
	allegro 

	3 
	A solis ortu 
	D major 
	C 
	andante 

	4 
	Excelus . . . 
	B minor 
	12/8 larghetto 
	

	5 
	Quis sicut 
	
	
	

	6 
	Suscitans 
	G major 
	3/8 
	allegro molto 

	7 
	Ut collocet . . . 
	C major 
	2/4 
	allegro 

	8 
	Qui habitare 
	
	
	

	
	Gloria 
	A minor 
	C 
	larghetto 

	
	Sicut erat 
	G major 
	2/4 
	allegro 

	
	Amen 
	G major 
	3/8 
	allegro 


In the inner movements, the vocal passages are all in binary form, the two halves framed by three instrumental ritornellos. In most cases the two vocal sections simply state and restate the same psalm verse, although twice two verses are set as one movement. The usual structure is as follows: 

	Ritornello 1 
	I 

	Soloi 1 
	modulates to V or III 

	Ritornello 2 
	V or III 

	Solo 2 
	modulates back to I 

	Ritornello 3 
	I 


The second and third ritornellos are much shorter than the first, and are tonally stable. In most cases the first violin simply doubles the voice, but in the Gloria, the flute and voice are treated as joint soloists in a texture similar to that of a trio sonata for two trebles and basso continuo; the flute and upper strings provide the ritornellos. The 'Sicut erat' is a considerably shortened version of the opening movement. 

The outer movements are more extended, with four tutti and three solo sections. The opening ritornello of the Laudate pueri is itself a complete binary form, but subsequent ritornellos in the first movement are considerably shortened (from 27 measures to six, five, and four bars, respectively); the solo sections remain closer to the first one in length (30, 18, and 36 bars). The first two solo sections modulate to the dominant and the supertonic respectively, while the last remains in the tonic, the return to the opening material and key having been prepared by the penultimate 

ritornello. Throughout, the voice is accompanied by the basso continuo, fragments of the ritornello, or is simply doubled by the first violin. We shall see that Vivaldi's solo concertos employ procedures strikingly similar to those in Laudate pueri, another reminder of the myriad interconnections between vocal and instrumental music. 

The Chamber: sonata, suite, and concerto 
Independent instrumental music such as the sinfonias, sonatas, and canzonas composed for ensembles to play in church or home, or as introductions to operas, were at first a varied lot. Salamone Rossi published four collections of sonatas, sinfonias, and dances ( 1607-22), in which the sinfonias were rather short pieces, often in a binary form defined by strong tonic cadences. The sonatas, all for two violins (or cornetts) and chitarrone, were of two types: short binary pieces, sometimes incorporating metre changes (usually ∥: c : ∥: 3 . . . c:∥: ), or variations constructed over a ground bass pattern, often named in the title (as in Sonata sopra l'aria della Romanesca, 1613). 
Other composers wrote sonatas more dependent upon the tradition of the polyphonic canzona. The labels sonata and canzona were at first applied somewhat arbitrarily, and to some extent reflect the occupation of the composer rather than anything intrinsic to the music (organists wrote canzonas, virtuoso performers wrote sonatas). Some composers incorporated in their sonatas not only aspects of the traditional canzona style but also of the stile moderno, borrowed from the modern concerted madrigal; Dario Castello published two volumes of such sonatas ( 1621, 1629). Sonata 8 from the second volume, for unspecified treble instrument (probably cornett or violin), bassoon or bass violin, and organ or harpsichord (for the continuo), reflects elements of both the canzona-tradition and the modern style (see ex. 11). The piece consists of several sections marked by changes of metre, tempo, harmonic goal, and melodic material. It has many similarities to the canzona: the opening rhythm (♩ ♫), the imitative texture of many sections, the recapitulation of the opening material at the end; but the expressive adagio that forms the third section would not be found in a canzona, nor would the level of virtuosity be as high as it is here. It is important to note that the separate sections do not constitute independent movements in the same sense as do those of a later sonata. Castello's sonatas are better regarded as one-movement pieces in several sections, some of which are quite short and transitional while others are more extended; in Sonata 8 none of the first five sections is harmonically closed. 
Ground plan of Sonata 8 by Dario Castello (1629) 
	Tempo
word 
	Metre 
	Harmonic
goal 
	Description 

	Allegro 
	C 
	V 
	traditional canzona-style opening, imitative
texture; organ/harpsichord follows or simplifies
the lowest part; elided to the following Allegro 

	Allegro 
	3 
	I 
	each instrument states the opening idea alone,
followed by dialogue and tutti 

	Adagio 
	C 
	I 
	expressive, using vocal 'trillo' and suspensions
elided to Presto 

	Presto 
	C 
	III 
	strong modulation toward the mediant by means
of sequences and bass line descending two
octaves; elided to following Allegro 

	Allegro 
	3 
	V 
	solo statements of broken-chord idea followed
by duet in parallel or imitative motion; elided
to concluding section 

	Allegro 
	C 
	I 
	shortened restatement of opening section, with
a reference to the expressive adagio at the end 


Ex. 11 Castello: Sonata 8 (1629) (a) bars 1 - 4 

(b) bars 23 - 8 

(c) bars 57 - 61 


(d) bars 65 - 6 

(e) bars 89 - 92 


Canzona-style sonatas were probably intended for use in church; the variation sonatas and early binary sonatas of Rossi and others were included in publications with a secular cast (they might include dances, or secular vocal music, for example). The well-known church sonatas of Corelli derive from the former tradition; by the 1670s when he began to publish sets of sonatas, some of the sections had begun to stand alone as independent movements, although he still employed quite short, 'transitional' adagio sections similar to those of Castello. (The middle 'movement' of Bach's third Brandenburg Concerto is similarly transitional: in the score it consists of only two chords, often expanded upon by performers.) Sonata 5 from Corelli's first published volume consists, for example, of an opening Grave in triple metre, which is harmonically open (cadencing on V of vi) and serves to introduce an imitative Allegro in duple metre. The final movement is an Allegro in 6/8, certainly a giga although not so-called. But the middle 'movement' is a series of short passages, contrasting in metre, texture and tempo. The overall form is common enough (four movements, slow-fast-slow-fast), but the third movement is reminiscent of Castello's short Adagio-presto in Sonata 8. 

The terms da chiesa and da camera, applied to publications in Italy from the 1670s onward, are a bit confusing; by the time the terms were in common use the two genres were becoming more and more closely related. In Italy the sonata da camera hardly exists as a multi-movement piece before Corelli, who meant by it a collection of binary dances, sometimes preceded by an introductory movement, and occasionally including slow movements labelled only with tempo words. (Earlier the 

term was applied more often to single binary movements.) Before Corelli's time, English and German composers were more likely than Italians to group more than two dances together to form suites. The sonata da chiesa, however, had a long history in the canzona-style sonata already described and by mid-17th century usually included dance-like movements. 

In the sonata form 1700 to 1750 there are not startling innovations, but a continuation and consolidation of the traditions inherited from Corelli and his predecessors. Dances continued to be represented, mingling with non-dance binary and rondo movements. Leclair, for example, used a minuet with variations to conclude his Sonata in E Minor (op. 9 no. 2, 1743), whose other movements are Andante, Allemanda, and Sarabanda. Fast imitative movements continue to be found, ordinarily as the second of four parts. Thus Bach's sonatas for violin and harpsichord are almost always in four movements (slow-fast-slow-fast); a few of the slow ones are still 'transitional' (harmonically open); binary form is common, even in imitative movements; and dances are not absent, although they may not be explicitly labelled as such. 

Throughout the Baroque period, the French composed dances for soloists or ensembles; when they were organized in suites by the composer or publisher (which was not always the case) the content was not entirely predictable, but an allemande, one or more courantes, perhaps a gigue and a sarabande were typically included and an unmeasured prelude might serve as introduction. One source for this selection of dances may lie in the ballets de cour, the standard dramatic entertainment at the French Court from the late 16th century. François Couperin and other French composers at the beginning of the 18th-century expanded the suite ( Couperin called his suites ordres), including many character pieces not directly related to the dance; but even those suites often begin with the traditional allemande and courante. In one collection ( Les Nations, 1727) Couperin even went so far as to graft entire dance suites onto previously composed Italianate sonatas. However, it was the 17th-century Germans, in the main, who systematized the suite as we find it in the works of Bach (who in some cases used the term Partita). Froberger, whose allemande was cited as an example of binary form, left two autograph manuscripts ( 1649, 1656) in which sets of dances are clearly arranged allemande--courante--sarabande, with a gigue after the allemande in the later manuscript. When a volume of his suites was published at the end of the century ( c 1697), the Amsterdam publisher Pierre Mortier placed the dances 'in a better order', with the gigue at the end. That is the order we find in most 18th-century suites, for solo instrument, small ensemble, and even for orchestra. Other dances may be included, usually between the sarabande and the gigue, but the position of the main dances is seldom disturbed. (This order was so common that the odd position of the 'extra' dances in printed sources for two of Bach's keyboard partitas has been questioned.) 

Another model for the suite should be mentioned, however briefly: it derived from the dances in Lully's operas, which were transferred to keyboard, or to the orchestra outside the opera house, as in the orchestral suites of Bach and Telemann. In the Ouverture in the French Style (BWV831) Bach adopted that model, beginning with a typical French opera overture, and continuing with a courante, paired gavottes and passepieds, sarabande, two bourrés, a gigue, and the 'echo'. 

The individual dances of Baroque suites have recognizably distinct characters: the allemande a stately or sometimes a more tender introduction; the rhythmically 

complex French courante in triple metre with many hemiolas (see Bach's B minor French suite, BWV814) or a livelier and rhythmically more straightforward Italian corrente (see Bach's G major French suite, BWV816); the triple-metre sarabandeslower and expressive; the gigue a lively piece in compound duple metre. Many authors discuss the character of the individual dances: Quantz ( 1752) and Mattheson ( 1739) give extended descriptions, valid for the dances they knew but sometimes surprising when applied to dances too far removed in time or place. 

The orchestral suite in which soloists were featured, as well as the German ensemble sonata (adopted by Bach in Brandenburg 3) are among the genres import- ant to the growth of the Baroque concerto. The appreciation of contrast between larger and smaller ensembles and the effect of reinforcing and doubling some sections of a piece have already been noted in the context of polychoral music and the development of the concertato style. Moreover, the trio sonatas of Corelli were apparently played on occasion by large ensembles which reinforced the trio at specified points in the work, a reminder of the 'optional ripieno' employed by Monteverdi and others. But the form of Corelli's or Handel's concerti grossi is not particularly standardized. As the solo concerto grew in importance, the formal design, especially that of the first movement, became more predictable. What one finds in the solo concertos of Vivaldi, for example, is a fairly standard three- movement design, in which a ritornello form similar to that already described in the opening movement of Laudate pueri is employed in the first movement. 

Vivaldi's concerto for violin and strings (RV208), the middle movement of which has already been cited (ex. 10), provides a good illustration of a typical firstmovement concerto form in which four solo sections alternate with five ritornellos. 

Ground plan of Vivaldi's concerto for violin and strings, RV208, first movement 
	Section 
	Harmonic
goal 
	Length in
measures 
	Description 

	Ritornello 1 
	I 
	26.0 
	

	Solo 1 
	V 
	33.0 
	figuration includes double stops and
broken chords 

	Ritornello 2 
	I 
	5.5 
	

	Solo 2 
	ii 
	17.5 
	figuration more scalewise 

	Ritornello 3 
	vi 
	12.5 
	

	Solo 3 
	iii 
	19.0 
	triplet figuration 

	Ritornello 4 
	I 
	6.5 
	nearly identical to R2 

	Solo 4 
	V 
	16.5 
	figuration scalewise and parallel thirds,
plus cadenza 

	Ritornello 5 
	I 
	5.0 
	unison statement of final idea from
Ritornello 1 


The opening ritornello provides all of the material used in the other tutti sections; the solo sections are primarily based on figuration idiomatic to the violin, but no two are the same (see ex. 12 ). The ritornellos, harmonically stable units in many con- certos, are all modulatory here; but in every other respect comparison of this move- ment with the opening movement of the same composer's Laudate pueri bears witness to the similarity between ritornello constructions in vocal and instrumental music. 

Ex. 12 Vivaldi: Concerto for violin and strings (RV208, first movement) (a) 

(b) 


Bach made major contributions to the Baroque concerto, not only in the six Brandenburg Concertos (BWV1046-51), but in the triple concerto for violin, flute and harpsichord (BWV1044), the violin concertos (BWV1041-3) and in many organ and harpsichord transcriptions of his own concertos and those of other composers (among them concerto RV208, transcribed for organ as BWV594 in C major). In addition, the concerto idea is evident in works in other genres: for example, the prelude to the fifth Partita (BWV829) is in essence a concerto for solo keyboard, whose ritornello alternates with 'solo' sections exactly as one would expect from a composer with an intimate knowledge of Vivaldi's concertos. The Concerto in the Italian Style (BWV971) is an original work for solo harpsichord parallel to Bach's keyboard transcriptions of pre-existent concertos. 

The Theatre: opera and its influences on chamber and church music 
We have noted already the use of various aria forms in Baroque opera, from strophic and strophic variation to da capo form, and the dominance of the latter in the 18th century; but one should be aware in addition that late Baroque opera seria became an extremely predictable genre in the hands of Hasse and his contemporaries, who often set librettos by Metastasio. The aspect of particular interest in terms of form is the strict alternation of recitative and aria throughout the opera. Since the French had continued to notate their recitatives in shifting metres and to employ shorter airs in binary and rondo form, their 18th-centurytragédies lyriques differed markedly from the Italian 'number' operas, exhibiting greater continuity and a less obvious distinction between recitative and aria. Thus Goldoni claimed in his memoirs ( 1787) not to have heard a single aria on his first visit to the Académie Royale de Musique in Paris (he had moved there in 1762); he must also have been taken aback by the attention devoted to chorus and dance in the French tragédies, as they were not important elements of Italian opera during his career. 

The overtures differed as well in France and Italy. That to Scarlatti La Griselda (HAM no. 259) is typical of the Italian opera overture, arranged in three parts (fastslow-fast), with trumpets joining strings and oboes in the fast sections. Neither of the first two sections is harmonically closed, but the final Presto is a binary gigue modulating to the dominant at its mid point. This form is a departure from that typical in mid-17th-century Venetian opera, for example that for Cavalli Scipione Africano ( 1664), where a slow duple section prepares a faster, triple-metre conclusion. Some of those opera sinfonias were indistinguishable from contemporary canzonas and sonatas. 

The overture style adopted by Lully and used by Rameau in his earlier operas developed from the earlier Venetian pattern. For example, in the overture to Castor et Pollux ( 1737), a dotted opening section in duple metre is followed by a faster section in triple metre (see ex. 13 ). In Castor the duple material returns at the end, to create a three-part form (A-B-A). This French overture style was adopted by many composers for purposes other than introducing an opera, for example by Bach in the prelude to the keyboard Partita in D (BWV828). 

Opera was certainly one of the most important elements in the music of the Baroque. Its styles and forms we have already noted had an effect on the concerto, but the penetration of operatic elements into the cantata and motet is also marked. 

Ex. 13 Rameau: Overture to Castor et Pollux (a) bars 1 -5 


(b) bars 19 - 23 


In France, the grands motets performed not only for Louis XIV at Mass but in secular surroundings as well (at the Concerts Spirituels in Paris from 1725, on days when no opera was presented) were often composed and performed by individuals also active in the realm of opera. Lully, for example, employed instrumental symphonies to demarcate the large structural divisions of his motets in rondo-fashion, much as in his operas; moreover, the audience at the Paris concerts was attracted by the opportunity to hear favourite performers from the opera. The contrast of recitative, solo arioso, and choral forces in these motets is in the concertato tradition examined above. 

The cantatas of Bach present a compendium of operatic elements, as demonstrated by Nun komm der heiden Heiland (BWV61, 1714). The opening movement cleverly combines the French overture with a statement of the chorale material (see ex. 14). A recitative for the tenor prepares his da capo aria, in which unison strings provide the accompaniment (one of the standard dispositions in Italian opera). The recitative itself turns into an 'arioso' passage in a regular metre ( Cavalli had often made such transitions). An accompanied recitative for the bass prepares the da capo aria for soprano (such recitatives had become more and more common in opera). The soprano is accompanied only by continuo, and the first section of that aria is built over a modulating ground bass. Both the arias incorporate the usual instrumental ritonellos; the soprano aria has in addition a motto beginning, in which the inicipit is sung, and then repeated (just as in Cavalli's 'Nudo arciero'). Most of the Amen is constructed over a 'walking' bass; the lower strings double the choir, the first 

violin plays its own elaborate melody, and the sopranos sing fragments of another chorale tune. The whole cantata reflects not only 17th- and early 18th- century operatic developments, but the operation of concertato principles already evident in the sacred and secular music of Monteverdi. 

Ex. 114 

J. S. Bach: Nun komm der heiden Heiland (a) bars 1 - 9 


Some conclusions 
It is unfortunate but true that the terminology employed by composers, publishers, and observers was far from consistent over 150 years in several countries. The term 'concerto' early in the 17th century might mean music for voices or instruments, soloists or ensembles, only some of which juxtaposed those elements in a way one might expect, knowing the concertos of Vivaldi. The term 'aria' which we would ordinarily expect to apply to a solo vocal piece in opera or cantata (or even in one of Bach's Passions), was used by Uccellini to designate variation sonatas for strings and continuo (probably to avoid confusion with his many church sonatas, which were not yet distinguished by the term da chiesa), and by G. M. Bononcini as a name for a binary piece in place of the more usual allemande in his suites of dances, the preludes to which he called sinfonias. The fantasia, for C. P. E. Bach and some earlier German composers a toccata-like, freely constructed, almost improvisatory piece, was for the Spanish composer Cabezón a serious contrapuntal exercise, and for English composers such as Henry Lawes the introductory movement of an ensemble suite; for his compatriot Byrd it was a kind of instrumental canzona in several sections. One may have expectations based on terminology alone, but it is a good idea to locate terms in time and place as well. 

While impressive, orderly and even symmetrical constructions are evident in many large-scale pieces (the first act of Monteverdi L'Orfeo, the larger Magnificat from the Vespers of 1610, and Bach's B minor Mass, are all symmetrical constructions in terms of the textures employed; Bach Goldberg Variations and Art of Fugue are perhaps too obvious to mention as examples of systematic large-scale arrangements of contrapuntal material), there is also evident in much Baroque music a more relaxed attitude toward formal design. In a set of variations for bassoon and organ continuo ( 1638), Bartolomeo de Selma y Salaverde suggested that the bassoonist could end the work after any one of the variations, if only he remembered to warn the organ accompanist in advance. In two sonatas by Agostino Guerrieri ( 1673), there are opportunities for each of the violinists to improvise sections over a bass line provided by the composer, but if they prefer, the can perform the sonatas without these sections. There are many examples in the sonata literature of the 17th century, and as late as Buxtehude, of the designation 'da capo se place', which implied an optional repeat of the first section of the work. The practice of making extensive changes in operas when they were revived, to allow singers to substitute their favourite arias, or simply to accommodate the work to a new milieu, is well known. It was certainly facilitated by the standardization of the aria in the late 17th and eighteenth centuries, when one bravura piece might do as well as another in a particular dramatic and musical context; but it also reflects a different attitude toward the permanence of a composer's construction than the one to which later composers and performers more readily subscribed. The version of Vivaldi's violin concerto discussed above that was published in his lifetime (op. 7, Amsterdam, c 1716; RV208a) substitutes for the instrumental recitative a short, straightforward 'Grave' in A major, in which the soloist is accompanied only by the two ripieno violins. Baroque composers re-used their own and others' material in markedly different contexts: Handel is the most notorious example, but the practice was not uncommon and Bach was not immune. Nor as we have shown, was any particular style restricted to one and only one genre: Monteverdi's re-use of the toccata that 

introduced the opera L'Orfeo as the first movement of the Vespers is one of the most striking examples of the permeability of the stylistic boundaries described by Brossard and Mattheson. 

Sandra Mangsen University of Western Ontario 

IIIPerforming Practice Issues 
-407- 
National Styles 
During the century-and-a-half from 1600 to 1750, the concept of national style concerned not only the ways in which composers in the different European countries wrote their music -- which was a matter of tradition, of function, of social context, of language and of many other factors -- but also its performance and even such matters as instrument building. The period is marked by an increased national stylistic awareness, after the essentially international lingua franca of the Renaissance, especially pronounced in the differences between the performing practices favoured in Italy and France. The main objective was an increase in brilliance and expressiveness, the former especially in Italy, as the rise of virtuoso singers and violinists at the beginning of the period shows. 

Here we are concerned more with style and performance than with the historical development of genres. The sound of music in any time and place depends on techniques of playing and voice production as well as on the instruments used. During the early Baroque, some of the forms of the genres and performing practices of the late Renaissance persisted: the Venetian polychoral style (and its German counterpart in the works of Schütz) and the well-established English virginal and viol consort idioms, for example, were maintained through the first third of the 17th century and beyond. Church music in particular was conservative. 

The principal musical forms of the Baroque era arose in Italy. It was there that the cantata, concerto, sonata, oratorio and opera were conceived and developed. The rise of an autonomous instrumental music also involved the development of violin playing to a higher, more refined level and a rapid spread in the use of the basso continuo. It was in the Italian musical idiom that these genres and the performing practices associated with them were first transplanted north of the Alps, as Italian styles swept over Europe in the early 17th century, eventually taking firm hold virtually everywhere except, to some extent, in France. 

Italian vocalism reached new heights of expressiveness and virtuosity. Giulio Caccini's preface to his Le nuove musiche ( 1602), expounding an intensely expressive recitative-like style together with virtuoso ornamentation, was enormously influential. Progressively longer excerpts from it were to appear elsewhere, for instance in John Dowland A Musicall Banquet ( 1610), Marin Mersenne Harmonie Universelle ( 1636), John Playford A Breefe Introduction to the Skill of Musick ( 1654) and in the unpublished but influential writings of Christoph Bernhard, Schütz's pupil and successor as court Kapellmeister in Dresden. 

Each country continued to develop its own vocal style, especially France, whose vocalism, based on the special characteristics of the language, belonged to the exclusive domain of Louis XIV and was not shared in other countries; if indeed French singing was generally disparaged outside France, it was because of a lack of familiarity. Italian vocal art continued to serve as the model. The treatise on singing published in 1723 by Pier Francesco Tosi, a much-travelled operatic castrato and teacher, Opinioni de' cantori antichi e moderni, o sieno Osservazioni sopra il canto figurato (Critiques of singers of the past and present, or observations on florid singing), was, like Caccini's, diffused throughout western Europe. (See David Fuller essay, 

p. 417.) No such diffusion was accorded to comparable French works, such as Bénigne de Bacilly Remarques curieuses sur l'art de bien chanter ( 1668), which is characteristically Gallic in its emphasis on declamation and the unique qualities of the French language, or Michel Pignolet de Montéclair's indispensable Principes de musique ( 1736). 

The highly rhetorical and expressive operatic recitative, an outgrowth of solo monody incorporated into cantata and oratorio, found its stylistic counterpart in Italian instrumental music of the early 17th century, such as the sonatas and canzonas of Biagio Marini. The melodic flow characteristic of arias and early Baroque operas, cantatas and oratorios by such men as Cavalli, Carissimi or Cesti was similarly transferred to the instrumental realm. Only in France was there a strong resistance to the Italian style, notwithstanding the paradox of the rise of the Florentine Giambattista Lulli to become Jean-Baptiste Lully, arbiter of French musical taste in the reign of Louis XIV and the progenitor of an operatic genre that dominated in France and exercised some influence in Germany and England. The measured declamation characteristic of French theatre in the age of Corneille and Racine as set to music in the tragédie lyrique had little in common with the flamboyant, virtuoso manner of Italian operatic writing. (In France the age of these great 17th-century dramatists has always been known as the French classical period, 'Baroque' having kept its original pejorative sense of bizarre or grotesque until recently.) Lully was also responsible for establishing higher standards of orchestral performance and for introducing the use of the newer varieties of wind instruments, developed in France, into the orchestra. The favourite combination of two oboes and a bassoon, for instance, the typical trio of a minuet, began to appear in his operas from Alceste ( 1674; see Plate 4 ). 

'The style of Italian compositions is piquant, florid, expressive; that of French compositions is natural, flowing, tender', wrote Sébastien de Brossard in his Dictionnaire de musique ( 1703). That is how the contrast appeared to a Frenchman. French preference was for music that grew out of dance rather than song and emphasized characteristic rhythmic detail. Solo lute and harpsichord music, with its elaborate chord figurations to sustain the evanescent sound, was cultivated more assiduously in France than in Italy after the middle of the 17th century. The French predilection for literary and visual associations in music led to the production of many character pieces, hommages and tombeaux, and, at the very least, works with fanciful titles, characterized by richly decorated surfaces and subtle changes of sonority. 

While notated dotted rhythms seem to have been performed somewhat freely virtually everywhere, with the precise value accorded the dotted note being varied to suit the intended mood or 'affect', there was a tendency in France to go still further. French musicians habitually introduced dotted rhythms in successions of conjunct notes, usually quavers, even where the notation did not so indicate. This practice may well have been a survival of some medieval preference for tempus perfectum. It was recorded in treatises of the 16th century from various countries ( Italy, Spain, Switzerland). Frescobaldi preface to his Primo libro di toccate et partite ( 1615) prescribes playing quavers unequally only where they are pitted against semiquavers in the other hand. This may have been an idiosyncratic preference; certainly there is no evidence of the widespread use of notes inégales in Italian performing practice of the Baroque. French treatises of the later 18th century codify the subject in considerable detail, indicating that a variety of types of notes inégales 

were used; they prescribe the metres and dances to which each was applied or where notes égales might be required even when they are not indicated. 

No single aspect of Baroque performance distinguished more sharply between French and Italian styles than ornamentation. French tables of ornaments abound, giving precise explications of the many symbols, often confusing and inconsistent, found in keyboard music especially, whilst in other instrumental and vocal music a simple + served to indicate that some embellishment at the performer's option was needed. In his Pièces de clavecin ( 1689) D'Anglebert offered a table of no less than 29 such agréments (see p. 431). These were applied in the main to individual notes rather than to larger musical units. A passing note or changing note is added, delayed, or transformed into something more complex, to heighten the rhythmical effect and apply rich surface decoration. The analogy with the visual and decorative arts of the period is obvious. Ornaments in harpsichord music, in particular, serve as adornments in the prevailing style and only rarely as a means of sustaining the instrument's sound. 

In the French style, slow movements were written out more completely. To present an Adagio in skeletal form as a sequence of disjunct semibreves and minims, as in a Corelli sonata, would have been unthinkable for his French contemporaries. Players of French music were not required or expected to add the connective tissue of melodic figuration to slow movements as in Italian music. In French vocal music, where the da capo aria is rare, the opportunity for singing great passaggi hardly arose (it would anyway have contradicted French declamation and aesthetic principles). The cadenza as introduced in Neapolitan opera never made its way in France, where the embellishment of individual notes through appoggiaturas, passing- and changing-notes predominated, without a final burst of virtuosity. Castrato singers, with their endless interpolations of florid decoration, were foreign to French music, secular and sacred alike. Indeed, except as exotic imports for use in Italian opera seasons, castratos were also unknown to the indigenous English and German music theatre. 

The enthusiasm of the French for Lully's style of opera was not quite monolithic. Only 15 years after the composer had died, at the pinnacle of his fame and power, the Abbé Raguenet published his Parallèle des Italiens et des François ( 1702), a remarkable comparative critical essay, passionately advocating the 'modern' Italian operatic style and decrying the French 'classical' opera of Lully and his school. It attracted wide attention, was soon translated into English and twice into German later in the century. Thus began a controversy that raged in France in different forms far beyond the close of the Baroque, up to the time of Gluck and Piccinni's rivalry in the 1770s and even later. The Lully party did not lack defenders. Ripostes to Raguenet followed in due course from the pen of an aristocratic connoisseur, Le Cerf de La Viéville, Seigneur de la Freneuse. The Abbé, in turn, produced his rebuttal, leading to surrebuttal, rejoinder and further responses. 

French composers not only prescribed ornamentation but also demanded a more literal adherence to the text. François Couperin, in the preface to his third book of harpsichord pieces ( 1722), lays down the law: 

I am always surprised, after the pains that I have taken to indicate the ornaments appropriate to my pieces . . . to hear persons who have learnt them without heeding my instructions. Such carelessness is unpardonable, all the more as it is no arbitrary matter to put in such ornaments as one wishes. Therefore I declare that my pieces must be 

performed just as I have written them and that they will never make much of an impression on persons of genuine taste unless all my markings are observed to the letter. . . . 

This kind of textual fidelity was foreign to Italian composers: witness the various ornamented versions of Corelli's op. 5 sonatas that have come down to us as performed by such 18th-century violinists as Geminiani. The Amsterdam publisher Roger issued an edition with embellished slow movements, completely realized versions of the skeletal originals, claimed to be in the composer's own hand (though lacking in his own original edition). 

Only relatively late in the Baroque, by the time of Couperin and Rameau, did Italian influences begin to make inroads on the French style. Corellian sonata types, the Italian forms of gigue, the use of Italian tempo markings such as Andante: all were symptomatic of a certain limited process of synthesis that could be summed up in Couperin's own title for his Nouveaux concerts ( 1724), Les goûts réunis. JeanPhilippe Rameau went to Italy at the age of 18. 'He remained there only a short time, and was later sorry not to have sojourned longer in Italy where, he used to say, (his musical) taste would have been made perfect' ( Mercure de France, October 1764). Lesser French masters too tried to blend the Italian and French styles. Jean Baptiste Senaillé, for instance, son of a musician of the Lully school, began composing violin sonatas in 1710, publishing five books before his death in 1730. He joined that most French of ensembles, the Vingt-quatre Violons du Roi, in 1713, but during a break 'he spent some time in Italy and learnt enough of the ultramontane style to blend it skilfully with very French melody' ( Mercure de France, June 1738). Similar changes of style can be seen in the music of many French composers during the first half of the 18th century, among them the leading violinist, Jean-Marie Leclairl'aîné, who studied under Italian musicians. There was no counterpart to this in Italy; the Italian style had a potential and a future that the French did not. 
Among the outlying countries of Europe, Britain, thanks to its strong traditions, maintained a certain independence of both styles. The italianization of the English madrigal in the late 16th century through anthologies such as Nicholas Yonge Musica transalpina ( 1588), and the eminence of the Ferraboscos in the masque and the fantasia, enriched native forms without extinguishing them. Later infiltrations by Italian and French elements were absorbed without impairing the essential English quality. Thus, for instance, the strong French influence introduced at the Restoration was quickly accommodated in the theatre and even the church music of Purcell and Blow, although the flavour of the music remains strongly English. Neither did such French stylistic invasions obliterate the Italian elements already assimilated. In the 18th century the Italian influence was dominant, especially during the heyday of opera up to the 1730s. Curiously, German immigrants like Handel and Pepusch, and later C. F. Abel and J. C. Bach, were as much reponsible for maintaining Italian genres and styles and offering them to the English taste as were such natives as Geminiani or Bononcini. As regards performing practice, the influence of Italian opera singers and composers was limited, if only because their viruoso style could hardly have been widely imitated. For all the wonderment with which the fabled castratos were regarded, their feats of execution could not serve as models for native singers; in any case, their extravagant elaboration was unsuited to English-language texts. 
The interpenetration of the Italian and French styles of performance in other 
countries is still the subject of debate. Each exemplified distinct techniques. It was German musicians most of all who attempted to combine French and Italian performing styles and forms of composition. Examples of their eclecticism in this respect are legion: a few, notably Telemann, ventured further afield to incorporate borrowings from Slavonic folk traditions. 

It was no doubt thanks to Conradi and Kusser's introduction of elements of French operatic style in the German opera at Hamburg, in particular the Lullian overture, that the young Handel adopted this type of introductory movement. Georg Muffat's seminal forewords to his volumes of French-type dances ( 1695-8) and concertos in Lullian and Corellian styles ( 1701) discussed both with explicit directions for their correct performance as regards bowings, tempo, ornaments and orchestra discipline. Muffat's personal contact with both Lully and Corelli warranted the authenticity of his instructions -- printed in Latin, German, Italian and French to make them widely accessible. (The Italian bowings are better calculated to achieve a lyrical grace, while the French produce more crisply defined rhythms.) These prefaces were surely known to Handel and his German contemporaries. How far Muffat's words spread south of the Alps is another matter. When in Rome Handel prefaced his 1707 oratorio Il trionfo del Tempo e del Disinganno with a French-type overture, as distinguished a musician as Corelli, who led the orchestra, allegedly complained that 'this music is in the French style, which I do not understand'. Handel obligingly substituted an Italian-type sinfonia. Italy's stylistic dominance made unnecessary its musicians' familiarity with other practices. 

J. S. Bach's 'English' suites have come down to us only in pupils' copies. No. 4 in F (BWV809) is headed by a 'Prélude', unmistakably in the form of a Vivaldi-type concerto movement despite its French title. Three manuscripts give it the quaint French tempo marking of 'vitement'. In three sources the 15 semiquavers of the first bar are each surmounted by a vertical stroke, presumably to exclude their being played unequally (a possibility ruled out by the tempo marking alone, according to the precepts of the French treatises). Bach too may have been familiar with the Muffat prefaces. As a young man he had heard French musicians at the Celle court. The only ornament table from his hand is a simplified, condensed version of d'Anglebert's of 1689. Italian ornamentation also abounds in Bach works, as in the Andante of the familiar Concerto in the Italian Style for harpsichord (BMV971). He was an eclectic, determined to extract the best from every worthy source, but the champion electic among German Baroque composers was Telemann. Not only did he produce works in conscious imitation of the two main national styles -- Italian concertos and sonatas, French dance suites with Lullian overtures -- but he also made good use of his familiarity with Polish folk music gained in the service of a Silesian nobleman. The older chorale-based German traditions of sacred music continued to thrive in the northern, Protestant regions. Handel's brief career in his native Germany did not involve him deeply in this essentially local style. But Bach and Telemann, like numerous minor masters of the period with municipal, church or court appointments, carried on the tradition in a variety of eclectic manners. 

Significant changes in the instrumentarium of various nations came about during the 150 years under examination, most of them consolidated in the last quarter of the 17th century. In France there was a flowering of the bass viola da gamba with a magnificent and technically very difficult solo repertory of works by such great virtuoso players as Marais (see Plate 6 ) and Forqueray. It may be due to another 

late 17th-century master of the instrument, Sainte-Colombe, that the basse de viole acquired a seventh string, sounding A'. This larger model was later adopted in Germany where the instrument continued in use to the time of J. S. Bach. Except for the royal bands of violins, string music in France held conservatively to the old consort tradition for the most of the 17th century. Louis Couperin (d 1661) composed viol consort works in mid-century, M.-A. Charpentier (d 1704) even later; in England, Purcell was still doing so as late as 1680, although by then the violin family was firmly established in ensemble music. The viols, in fact though still used in Vienna, parts of Germany and the Low Countries into the 18th century, had everywhere progressively yielded ground to the more brilliant and rhythmic violin family, both in solo and ensemble music. To judge by treatises of the early 18th century, the French school was characterized by underlying dance rhythms and more elaborate decorative elements as compared with the freer, more cantabile sound favoured by the Italians with their greater variety of bowings. The lute, enjoying a late flowering in 17th-century France and early 18th-century Germany, acquired still more courses, often as many as 13 or 14, bringing it to its ultimate development. 

In woodwind instruments radical changes came about. During the 1670s and 80s the Renaissance models were replaced, largely owing to the inventiveness of French makers. The old one-piece recorder, with a limited compass and a cylindrical bore, which emphasized the strength of the lower rather than the higher register, gave way to a three-piece model. Players could now make minor tuning adjustments, play a greater number of notes and in general perform more brilliantly. The shawm was replaced in the 1670s by the oboe, perhaps invented by Jean Hotteterre, instrument maker to Louis XIV (though possibly it was a French improvement of a German instrument brought back by military bandsmen). The dulcian and its relations were similarly supplanted by the French basson, as it was known in Purcell's time, although more conservative German musicians clung to some older types -for instance, a great bass shawm was bought by Buxtehude's church in Lübeck in 1685, a clumsy single-tube instrument twice the length of a bassoon with its folded double tube. The transverse flute went into a decline during the 17th century from which it emerged in the creative and talented hands of the Hotteterre family (see Plate 6 ). 

In the realm of stringed keyboard instruments, national styles were less isolated than was previously believed. One Italian harpsichord maker, Girolamo Zenti, worked for a number of years in London and ended his days in Stockholm, but kept to the classical Italian type of lightly-framed instrument built of Mediterranean cypress or cedar of Lebanon. In France 17th-century builders made harpsichords influenced by either Italian or Flemish prototypes, and even instruments combining features of both. Eventually models derived from the traditions of the Ruckers family of Antwerp, who flourished from the late 16th century to the late 17th, prevailed. It was from such that French 18th-century harpsichords like the Blanchets favoured by Couperin were descended. In England too the Flemish influence eventually triumphed in spite of Zenti's success as harpsichord maker to Charles II. Only in Italy did the harpsichord undergo merely minor modifications. Twomanual harpsichords, widely used in the northern countries, remained rare in Italy, Spain and Portugal. In southern Germany and Austria the Italian model predominated well into the 18th century while in the north it gave way in the 17th to local styles more closely related to the Ruckers but often retaining Italian features. 

Rectangular virginals continued to be popular as domestic instruments in the 17th century, with distinctive Italian, Flemish and English models used not only in their home countries but also abroad. Towards the end of the century the wing- or legof-mutton-shaped spinet supplanted the virginal. 

Clavichords, a German and Scandinavian speciality (see Plate 25 ), continued to enjoy great popularity long after the close of the Baroque era. It was surely in Germany that the unfretted clavichord, first mentioned in Johann Speth Ars Magna Consoni et Dissoni ( 1693), was created late in the 17th century. In Italy clavichords seem to have gone largely out of use after the 16th century, and neither English nor French clavichords from the period survive (though they are occasionally mentioned in literature and inventories). But in the Iberian peninsula the clavichord, in its simplest fretted form, flourished long after 1750. Cristofori's invention of a 'harpsichord with piano and forte' in Florence at the end of the 17th century was followed by similar instruments devised by Schröter and Silbermann in Saxony and Marius in France; but the pianoforte did not come into wide use until after 1750. 

In organ building, as in the repertory the instruments served, national styles were most pronounced over the entire period, as they had been and would continue to be. The general adoption of the Werkprinzip -- the use of separate wind-chests for different departments of the instrument -- favoured the instrument's expansion. The typical 16th-century one-manual Italian organ of many ranks of flue pipes plus a vox humana or unda maris special-effect stop, possibly with a rudimentary octave of pull-down pedals, grew larger, influenced by foreign immigrant builders. In England, many instruments had to be replaced after the Restoration; they did not differ greatly from their predecessors except that they tended to become larger and more complex, often with two and a half or three manuals. By the end of the century reed stops were introduced. Pedals remained a Continental feature until after the close of the period, but the swell-box, introduced in 1712, soon became widespread in England although generally ignored on the Continent until after 1750. 

The Baroque period saw the building of magnificent organs and a concurrent flowering of their repertory in northern Europe. The French organ of the late Renaissance was enriched and transformed into the great Baroque instrument of the Couperins and Marchand. The Dutch and North German tradition, exemplified by Schnitger's instruments and those of the Saxon school of Gottfried Silbermann, provided the vehicles for the organ music of Buxtehude and Bach. Iberia produced instruments of highly distinctive tonal qualities with especially pungent reed stops like the trompeta real. The Alsatian Silbermann workshop, under both Saxon and French influences, contrived to produce instruments with the virtues of each. Throughout the period small chamber organs were in widespread use for solo and ensemble purposes. 

France was more prolific than Italy in the production of treatises on performance. But not surprisingly it was the eclectic Germans who summarized the practices of the Baroque age just after its close, in Quantz's treatise on playing the flute ( Versuch einer Anweisung die Flöte traversiere zu spielen, 1752), C. P. E Bach keyboard tutor ( Versuch über die wahre Art das Clavier zu spielen, 1753) and Leopold Mozart's exposition of violin playing ( Versuch einer gründlichen Violinschule, 1756), as well as Johann Friedrich Agricola vocal method ( Anleitung zur Singkunst, 1757). Each goes well beyond the limited technical instruction suggested by their titles, and collectively they encompass a wide range of performing practices of the late Baroque 
period. But only in that of Quantz, the best travelled of the group at the time of his writing, are the French and Italian styles expounded and contrasted. He had direct experience of both from the beginning of his professional life, studying in Italy and visiting France and England to broaden his musical understanding and taste; and he was thus able to provide a comprehensive, balanced comparative treatment of the two great national styles as they had developed to the close of the Baroque. 

Howard Schott Charlestown, Massachusetts 

Ornamentation 
Ornamentation is as necessary to Baroque music as clothing to the human body. A lucky few of us look our best with nothing but a bit of ribbon in our hair, and there are Bach fugues that need only a trill or two to point up the cadences; but in most of the music of this period 'a Deficiency of Ornaments displeases as much as the too great Abundance of them', to quote the celebrated castrato Pier Francesco Tosi. 1 How to repair such a deficiency, how to tell the fitting from the unbecoming, and how to judge when abundance turns into excess are problems that every musician who deals with this music must face, and the reader might with some justification expect to find solutions here. But there are good reasons for attempting something else. Though there is no lack of practical manuals of Baroque ornamentation, the best of them can give no more than a fragmentary view of a subject that is as diverse as the whole range of musical styles and genres to which the ornamentation must be applied. The student is all too easily persuaded that authenticity is a matter of matching every wiggle to the right kind of trill, but the reality is different. There is no direct information at all about vast segments of the repertory -- mid-17th-century opera, for example -- while some matters that are copiously documented, such as how to play a French trill, remain controversial after years in the glare of musicological research. And even equipped with the requisite knowledge, how can we emulate the singing of someone who had practised the different graces since childhood and for whom their correct placement in a song was so much a matter of second nature that he could use them spontaneously as an expressive resource? How can we learn to improvise cadenzas that will not sound false stylistic notes, when our ears are laden with two hundred years'-worth of music unimaginable in the Baroque era? 

Nevertheless, the naked score must somehow be fashionably clothed, and in order to do this we need a clear notion not only of the gulf that separates us from the old musicians and the old conditions of performance, but also of the strengths and weaknesses of our historical knowledge. Instead, therefore, of telling the reader 'how to do it', this essay will attempt to convey a sense of what it was like to be there, caught up in the concerns of a living musician of the era, by viewing one segment of it -- early 18th-century Italian singing -- through the eyes of someone for whom ornamentation was bread-and-butter, who saw the issues at close range, and for whom what seem to us mere blips on the evolutionary continuum were revolutionary reversals of taste. For the rest, we shall cast a glance over the sources, pointing out especially the gaps and, through a sampling of the information that has survived, giving some idea of the variety of Baroque ornament. 

Our singer is Tosi, an old man when his book was published in 1723. This was a brilliant year for music. Bach was entering upon his work at Leipzig, Handel was at the peak of his achievement in heroic opera, Rameau had just finished his revolutionary treatise on harmony, and Vivaldi was composing two concertos a month. But for Tosi, the golden years were in the past. Looking back over his career, he identified at least four layers of compositional style and three of performance in Italian vocal music. It is not always easy to unravel his chronology. His first music
teacher (perhaps his father) told him 'that very anciently the Stile of the Singers was insupportable, by reason of the number of Passages and Divisions [ornamental passages of quick notes sung to one syllable] in their Cadences [cadenzas], that never were at an end . . . and were always the same' (p. 130). These became at last so 'odious' that they were banished. In another place Tosi described a vice of the professori antichissimi) who stopped in their airs 'at every second and fourth, and on all the sevenths and sixths of the Bass' (i.e. at every dissonance) to make embellishments (p. 100). This was disapproved 'over fifty years ago' by an otherwise unknown theorist, 'Rivani (detto Ciecolino)', and reform was effected by, among others, the Bolognese singer F. A. M. Pistocchi, 'who has made himself immortal, by shewing the way of introducing Graces [small, often stereotyped ornaments] without transgressing against Time'. Could it have been the bel canto singers of Cavalli, Carissimi and Cesti who stopped for embellishments at every dissonance? They must have been doing it around 1660, 'over fifty years' before Tosi wrote and before his direct memory of singing styles began. The earliest composers he himself remembered to have 'pleased' -- whose music was presumably not subject to the abuses of the professori antichissimi -- were Alessandro Stradella and P. S. Agostini, both of whom flourished in the 1670s. Almost nothing is known of the ornamentation that singers added to Cavalli and Cesti; their music is usually left very plain bymodern editors and performers. It would be doubly surprising if the cadences were prolonged by endless divisions, and one eminent modern authority has suggested that Tosi's teacher was referring to late Renaissance diminutions of the kind used to transform polyphony into vehicles for the virtuoso soloist 2 (ex. 1). Pistocchi's life ( 1659-1726) coincided almost exactly with Alessandro Scarlatti's ( 1660-1725) and his singing career with Tosi's own, that is, the 25 years or so ending around 1705. This was Tosi's golden age, when the 'pathetick' was cultivated, when singers distinguished between the styles of theatre, chamber and church, and graces did not distort the rhythm. But the 'moderns' of the 1720s again outrageously expected 'that an whole Orchestre should stop in the midst of a well-regulated Movement, to wait for their ill-grounded Caprices, learned by heart, carried from one Theatre to another, and perhaps stolen from some applauded female Singer who had better luck than skill' (p. 100).The greatest among the singers of the 1720s were the castratos Nicolini ( Nicolo Grimaldi; see Plate 23) and Senesino ( Francesco Bernardi by 1759; the English liked him better than the Italians did); the composers then in vogue, according to Tosi's English translator, were besides Scarlatti, Giovanni Bononcini ( Handel's rival), Francesco Gasparini, and Francesco Mancini. He might have added Attilio Ariosti, Handel himself, and many others. Tosi's latest layer of composers, whose style had as yet 'gained no Credit at all beyond the Alps' (p. 114), was not identified, but it must have included young Neapolitans such as Leonardo Vinci and Leonardo Leo who were sowing the seeds of the new, post-Baroque idiom, whose most brilliant interpreter, Farinelli, had just begun his career. These new-wave composers, and by implication the singers for whom they wrote, received a severe and lengthy lecture on their cultivation of vocal athletics at the expense of the cantabile, minor keys and the pathetic.From Alessandro Scarlatti on, 'aria' meant overwhelmingly the 'da capo' aria, and Tosi's exhortations and jeremiads regarding its execution give us a lively picture of what ornamentation meant to the opera-goer of his day, and how tastes conflicted and fashions changed. The ornamentation of the da capo aria was intimately bound up with its form, which consisted of an A section usually divided in two by a modulation to the dominant, a B section contrasting in harmony and sometimes in tempo as well, and a repeat of A. With the usual orchestral ritornellos (R) punctuating it and . marking the usual places for cadenzas, this form can be expressed as follows: 

	
	A: R (tonic) -- voice -- R (dominant) -- voice . R (tonic) ∥ fine. 

	
	B: voice (modulating, often from relative minor to mediant) . ∥ 

	
	Da capo al fine (from the beginning to the end of A). 


These arias admitted four kinds of ornamentation, between which the balance shifted considerably during Tosi's lifetime. The first was the graces, the ornaments proper. Their place was above all in the expressive -- 'pathetick' -- airs of the Scarlatti period. They were the trill and appoggiatura in their many varieties, the messa di voce (or swell, to be used sparingly), mordents, various kinds of gliding or slurring (scivolo, portamento), and what appears to have been a kind of rubato (strascino, a dragging) (pp. 53 and 174; 178-9). 3 The second kind, also at home particularly in expressive airs, was according to Tosi the most challenging of all to the singer's taste and musicianship: the passi. By this term (for which his translator found no exact equivalent) he meant short groups of notes -- 'a sudden Grace or Flight' -- 

introduced without disturbing the measure but themselves rhythmically nuanced -'stol'n on the Time, to captivate the Soul' -- and dynamically shaded (pp. 174f.; 177). 

All this ornamentation was the responsibility of the singer, who was supposed to have practised it from childhood and to have the intelligence and taste to introduce it so as to enhance both beauty and expression. Even the stereotyped ornaments were rarely indicated by the composer, and Tosi deplored the modern tendency to notate appoggiaturas: 'Poor Italy! pray tell me; do not the Singers now-a-days know where the Appoggiaturas are to be made, unless they are pointed at with a Finger?' (p. 39). Ornamentation of this kind was more than mere decoration; it supplied the performer with an instrument with which to play upon the susceptibilities of his listeners. Lulling his audience with 'a seeming Plainness, as if he aim'd at nothing else', a singer could then 'rouse them that Instant with a Grace', and when they were again awake he could 'return to his feigned Simplicity', though he could no longer 'delude those that hear him, for with an impatient Curiosity they already expect a second, and so on' (p. 172). 

The third category of ornaments was the divisions (passaggi), vocalized passages of a kind familiar to anyone who knows Handel Messiah. In principle, they were written into the aria by the composer, who had in mind the particular abilities of the singer for whom it was destined. An 'air of execution', as Burney termed it, normally had at least one long passage in each half of the A section and often one or more in the B. 'Divisions', according to the great historian, 'being the fashionable trimmings of an air, are as general as those of a garment. Handel, Bononcini, and Attilio [Ariosti], all give the same divisions in songs of execution, as they did in rapid accompaniments to other songs'. And Burney included an aria, written for Senesino by Ariosti in his Vespasiano ( 1724), as 'an exhibition of all the furbelows, flounces, and vocal fopperies of the times' 4 (ex. 2). We should not read Burney's epithets as disparaging divisions in general, but only outdated ones. On the contrary, his praise of later operas and singers includes repeated references to the 'newness' and 'invention' displayed in divisions. 

It was Tosi, rather, who inveighed against divisions -- or at least against the excessive use of them made by the 'moderns'. Certainly, he said, every student 

Ex. 2 Ariosti: air in Vespasiano as sung by Senesino 





should practise them assiduously, beginning with stepwise figures and proceeding to the most difficult intervals; an hour a day was insufficient for even the quickest learner. They were for the singer what Czerny was to become for the pianist, and the same instrumental standard of 'easy Velocity and true Intonation' was required; 'for when they are well executed in their proper Place, they deserve Applause, and make a Singer more universal; that is to say, capable to sing in any Stile' (p. 51). But Tosi deplored the tendency for the brilliant to crowd out the cantabile. Comparing the 'ancients' and the 'moderns', he complained that 'the Study of the Pathetick was the Darling of the former; and Application to the most difficult Divisions is the only Drift of the latter' (p. 109). Singers of the present transformed their airs 'with a horrible Metamorphosis into so many Divisions', and 'like Racers, run full Speed with redoubled Violence to their final Cadences' (pp. 136-7). 

The last category of ornaments in da capo arias was the cadenza. Every aria had at least three, according to Tosi (it is not entirely clear whether this was a sarcastic reference to 'modern' excess or a recommended number; an aria survives as sung by Farinelli with no fewer than seven. 5 ). As the scheme on p. 419 shows, a cadenza came at the end of the A section in each of its statements. Whether indicated by a fermata or not, it was taken on a six-four chord or other suitable harmony preceding the final chord, and it usually ended with a trill, which was the signal for the orchestra to resume playing. Like divisions, cadenzas in Tosi's view suffered at the hands of the moderns from galloping hypertrophy, and one of his most quoted passages describes them: 'Generally speaking, the Study of the Singers of the present Times consists in terminating the Cadence of the first Part with an overflowing of Passages and Divisions at Pleasure, and the Orchestre waits; in that of the second the Dose is encreased, and the Orchestre grows tired; but on the last Cadence, the Throat is set a going, like a Weather-cock in a Whirlwind, and the Orchestre yawns' (pp. 128-9). Cadenzas like this were apparently emulated by instrumentalists, even while accompanying a singer, if we are to believe Burney's famous anecdote: 

One night, while Handel was in Dublin, Dubourg [ violinist and leader of the orchestra in the first performance of Messiah], having a solo part in a song, and a close to make, ad libitum, he wandered about in different keys a great while, and seemed indeed a little bewildered, and uncertain of his original key . . . but, at length, coming to the shake [trill], which was to terminate this long close, Handel, to the great delight of the audience, and augmentation of applause, cried out loud enough to be heard in the most remote parts of the theatre: 'You are welcome home, Mr. Dubourg!' 6 
Tosi said little about what he considered desirable in cadenzas, but one gathers that, except for the last one, the cadenzas should as far as possible be fitted into the written note-values and not interrupt the rhythm. 

He had much to say about excess in ornamentation, and the present-day reader who is accustomed to none at all (except in popular music, where he is unlikely to recognize it for what it is) can find all he needs to excuse his distaste for cluttering up the classics. We must be aware, however, that what offended Tosi was ornamentation of a luxuriance almost inconceivable today (again, outside a brilliant jazz solo). A fraction of it would be a great deal by our standards, yet no more than an indispensable minimum by those of the Baroque era. Let us consider these excesses from the point of view of those who committed them. What else, after all, should we expect of an unfortunate castrato, necessarily trained from childhood for no other purpose than to astonish a paying public with feats of vocal prowess, than that he should exert every fibre to justify his lot by arousing them to the loudest possible applause at each cadenza or passage of divisions? From Tosi's 'moderns' on, for 50 years, the European opera public (the French partially excepted) demanded and got everything that Tosi deplored; this was the most visible, the most spectacular feature of mid-18th-century music, whether we like it or not. Divisions were for them the equivalent of the high Cs bellowed out by today's beefy tenors. 

Tosi may strike a chord with us for his disapproval of ornamental extravagance, but he demanded something else that we are even less likely to be able to reconstruct than the agility of the castratos: inexhaustible invention. The very structure of the da capo aria presupposed fresh ornaments on the reprise of the A section: 

Among the Things worthy of Consideration, the first to be taken Notice of, is the Manner in which all Airs divided into three Parts are to be sung. In the first they require nothing but the simplest Ornaments, of a good Taste and few, that the Composition may remain simple, plain, and pure [these three adjectives translate Tosi's intatta, 'intact', quite a different idea]; in the second they expect, that to this Purity some artful Graces [un artificio singolare] be added, by which the Judicious may hear, that the Ability of the Singer is greater; and, in repeating the Air, he that does not vary it for the better, is no great Master (pp. 193-4). 

But 'the most celebrated among the Ancients' compounded this variety by 'varying every Night their Songs in the Opera's, not only the Pathetick, but also the Allegro' -that is, they varied the reprise differently at every performance. The student was advised to acquire this ability by singing differently at every rehearsal: no other ornaments but the most natural at the first rehearsal, then gradually 'artificial' ones, 'and so, from one Rehearsal to another, always varying it for the better' (pp. 94; 97). Nor might these be written out ahead or borrowed, if the singer was to escape Tosi's contempt. It was 'no great Profit to the Scholar, to have a great number of Airs, in which a Thousand of the most exquisite Passages of different Sorts were 

Ex. 3 Giovanni Bononcini: chamber duet for two altos with embellishments by Carlo Antonio Benati, c1710] 

(trills and other graces would have to be added on both statements) 

written down: For they would not serve for all Purposes, and there would always be wanting that Spirit which accompanies extempore Performances, and is preferable to all servile Imitations' (pp. 155, 92). For Tosi, the musician 'that abounds in Invention, though a moderate Singer, deserves much more Esteem, than a better who is barren of it; for this last pleases the Connoisseurs but once, whereas the other, if he does not surprise by the Rareness of his Productions, will at least gratify your Attention with Variety'. Tosi, in other words, was demanding nothing less than that singers should improvise their graces, their passi, their cadenzas and their variations upon the written divisions, on the stage, with freshness and spontaneity, 'going from one Note to another with singular and unexpected Surprizes, and stealing the Time exactly on the true Motion of the Bass [that is, altering the rhythm without distorting the beat]' (p. 129). Like a litany, this caution against tampering with the beat or tempo resounds throughout the book: 'I cannot sufficiently recommend to a Student the exact keeping of time, and if I repeat the same in more than one place, there is more than one Occasion that moves me to it' (p. 99). Clearly, inattention to this matter was a vice of the 'moderns'. Or perhaps liberties with time, both rushing ahead and pausing for ornaments, were cultivated as an accepted component of performing style around 1720 and appeared vicious only to critics of Tosi's generation; Burney did not complain about it, nor did Mancini, though he cited Tosi with respect. 7 
For Tosi, and perhaps for our common sense, improvised variations and passages belonged only in solo arias; he remembered hearing once 'a famous Duetto torn into 

Atoms by two renown'd Singers, in Emulation; the one proposing, and the other by Turns answering, that at last it ended in a Contest, who could produce the most Extravagancies' (p. 150). Perhaps it was the duet of ex. 3! It is unlikely, in any case, that this warning was meant to apply to the graces; Lorenzo Penna, one of the rare Italians to mention ornamentation in the dark century preceding Tosi, advised only that if two parts have 'Gorghe, ò Trilli' (his trills could mix alternations with reiterated notes), they should imitate or answer one another, not be simultaneous. 8 It is only fair to say, however, that even in solo music Tosi's recommendation of perpetual variation was regarded by his translator (in 1742) with reservations. A footnote observes: 'With due Deference to our Author, it may be feared, that the Affectation of Singing with Variety has conduced very much to the introducing a bad Taste'. The nature of that taste is not described, but again, we are reminded that two kinds usually coexist: the plaintiff's good taste and the defendant's bad. 

The choice of Tosi for so much attention has not been arbitrary; his was the most influential treatise on performance in the most influential genre of all Baroque music, Italian opera. Indeed it was the only important Italian treatise dealing extensively with ornamentation between 1620 and 1750. In spite of the fact that his sympathies were all with a style of singing outmoded by the time his book appeared, he was translated not only into English but also partly into Dutch and, as late as 1757, into German by Bach's pupil J. F. Agricola (who, being a German, doubled the size of the original with his commentary). 9 Tosi was read, studied and cited by singingteachers for over 50 years. Although much of what he said is maddeningly vague -he gave not a single example in musical notation, and even his translators, steeped as they were in Italian opera and having the sound of the greatest castratos in their ears, misunderstood him and sometimes simply gave up on his unruly rhetoric -Tosi provides us with the best platform from which to view the field of Baroque ornamentation as it was perceived at the time and not as our neat handbooks on early music performance might lull us into imagining it. 

The conflicts and shifts in taste that Tosi chronicled, and even more, the great gaps he left unfilled ( Agricola's commentary shows how broad these were even for the 18th-century reader), are but a sample of the diversity of taste and deficiency of source materials for the era as a whole. The production of performance treatises was exceedingly lopsided in the Baroque period and corresponded not at all to the distribution of important repertory. The near silence of the Italians on matters of ornamentation after 1620, when their opera was about to develop into one of the main cultural forces of the next 100 years, followed a period of amazing fecundity. Lucid, copiously illustrated manuals on diminution technique (the Renaissance equivalent of divisions and graces) appeared with regularity just before and after 1600: Dalla Casa Il vero modo di diminuir ( 1584), Bassano Ricercate, passaggi, et cadentie ( 1585), Riccardo Rognoni Passaggi per potersi essercitare nel diminuire ( 1592), Conforti Breve et facile maniera . . . afar passaggi ( 1593 or 1603), Bovicelli Regole, passaggi di musica ( 1594) and Francesco Rognoni Selva de varii' passaggi ( 1620) are some of them. 10 It was Caccini, in the preface to his Le nuove musiche ( 1602), who grafted on to the vocabulary of Renaissance passaggi (which were essentially the same for all media) certain new, characteristically vocal ornaments designed to intensify the expression of the new, affective solo song and operatic recitative. 11 Some of these were the esclamatione (crescendo or, preferably for Caccini, 

decrescendo on a note after a sharp attack), crescere e scemare della voce (crescendo and diminuendo on a note, later called messa di voce), the intonazione (a kind of slide) and the trillo (a more or less rapid reiteration of a note). German theorists of the 17th century based their ornamental doctrine on this Italian practice as expanded by Caccini. Their books dealt almost entirely with singing, while their instrumental ornamentation, so far as it can be reconstructed, seems to have been a mixture of the old diminutions (which their late Renaissance keyboard 'colourists' developed at exuberant length) with slightly later Italian styles in violin and keyboard music, English virginal ornamentation (including the characteristic symbols), and the graces of the French lute masters, who overran Germany in the early part of the century. 

One of the small mysteries of music history is the exact meaning of those double and single slanting strokes that the English virginalists put through the stems of their notes between 1550 and 1650. Though it is generally assumed that they signified various kinds of trills, mordents, slides etc., no treatise, not even a table of ornaments, survives to explain them. 12 But the style of the music, transmitted to Germany through Sweelinck's teaching, evidently carried along with it the ornament signs, whose traces can be found in Kuhnau, Bach's predecessor at Leipzig, and perhaps in certain signs in Bach's own youthful compositions. The lack of any clue to the virginalist's strokes is all the more puzzling because the first important table of ornament signs to be printed was English. It was included in Christopher Simpson's Division-Violist ( 1659), a treatise devoted principally to an art on the border between ornamentation and improvisation: the extempore 'breaking' of a bass or of a simple counterpoint to it (also extemporized) into divisions. The table contained 13 items with their explanations, which doubtless represented the repertory of graces in mid-17th-century English consort music: 

Ex. 4 Christopher Simpson: The Division-Violist ( 1659; 2nd edn, 1665) 


A comment adds: 'To these may be added the Gruppo, Trillo, or any other Movement of the Voyce imitated on the Viol, by playing the like-moving Notes with one motion of the Bow'. Here is further witness to the leading place of the voice in Baroque performing style and a hint that English singers, like the Germans, based their otherwise scantily documented ornamental practice on that of the Italians. English lutenists, also like the Germans, let themselves be swept up by the international fashion of the French school, and their ornamentation as described in Thomas Mace's Musick's Monument ( 1676) and in the delightful and infinitely informative instruction book of Mary Burwell was correspondingly French. 13 
Four pages of the encyclopedic Harmonie Universelle ( 1636-7) by Marin Mersenne were devoted to a description of French lute ornaments; in another place Mersenne 

Ex. 5 Mersenne, Harmonie Universelle, vol. iii, Livre quatrième des instruments, pp. 186-9 


gave diminutions for the first 30 bars of the top voice of a five-part fantaisie b'. Henry Le Jeune 'in order to show how violins [he probably meant the famous band of the king's Vingt-quatre Violons] are accustomed to embellish all kinds of pieces ( ex. 5 ). 

Harpsichord ornamentation as described by Mersenne was of two kinds, mech anical diminutions attaining breakneck speed in a series of variations, and graces for an account of which the reader was referred to the section on the lute. The embellisement des chants (ornamentation of song) received 70 pages 14 (they include long digressions on other subjects) and several illustrations. These owed nothing to Caccini, even though he had spent several months at the French court in 1604-5; his dynamic ornaments smacked too much of the spoken stage for French singers (there was as yet no opera in France). The examples included an air de cour by Boësset in a number of versions: plain, with graces only, and with rich diminutions by different composers in both melody and bass (the ornamentation produces egregious parallels if done simultaneously in both parts). 15 
Thirty years later the air de cour was still the focus of the art of vocal ornamentation. Around 1667 two treatises were published, one in Paris representing the newest style of singing, one in Besançon teaching a very different style of ornamentation, provincial and retrospective. 16 With these two books began a flowering of French writing on musical performance in all media that continued until the end of the Baroque period and beyond. The national passion for clarity of plan and expression made of this body of writing a treasure of easily comprehended source material for modern researchers -- easily comprehended, that is, so long as they did not look at too much of it or make close comparisons. If they did, they would find with Montéclair, one of the best and most prolific writers on performance, that 

there is little agreement on either the signs or the names of the ornaments . . . Viol teachers, for example, designate a trill by a backwards C which they place after the note; singing teachers . . . by a little cross before the note; organists by this sign over the note; players of the lute, theorbe and guitar use still other signs for the trill. There are masters who claim with reason that what is commonly called cadence should be called trill, since there is plenty of difference between them . . . the flatté is called that by viol players; violinists call it tremblement mineur; there are singing-teachers who call it battement. . . even the masters do not understand each other, and the pupil of one teacher understands neither the language nor the notation of another. 17 
Voluble as the French were on matters of ornamentation, they were almost silent on one topic of capital importance, the performance of the singing parts in Lully's operas. The luxuriant though finely detailed embellishment of the air de cour would of course destroy any dramatic characterization. Lully admitted some ornaments -trills, at least, since Rameau defended one of them against the attack of Rousseau 18 -but it may have been that ornaments were otherwise kept to a minimum. Montéclair, discussing what he called the passage (more or less the equivalent of Tosi's passo), said that Lully 'preferred melody, fine progressions, pleasing harmony, correct expression, naturalness, and finally noble simplicity to the absurdity of doubles [he evidently meant diminutions of the kind with which singers of airs de cour were accustomed to vary the different stanzas] and of strange music whose claimed merit consists only in shifts, in circuitous modulations, in the harshness of chords, in din and confusion'. 19 What Lully abhorred is precisely what other writers of Montéclair's 

time called la musique baroque; and it was above all instrumentalists who 'to imitate the style of the Italians, disfigure the nobility of simple melodies with often ridiculous variations'. ( Montéclair's 'noble simplicity' made do with 18 principal ornaments and innumerable sub-types). 

The orchestral performing style appropriate to the dances in Lully's operas was minutely described by his German disciple Georg Muffat in 1698. Here there were 12 principal ornaments -- 20 if the subtypes are included -- designated by a terminology and system of symbols largely unique to Muffat. 20 Especially valuable in Muffat's essay are his rules for the correct placement of graces not indicated in the score. As a sample, here is a paraphrase of his rules for the use of the trill (tremblement). It is not used on the first note of a piece, a phrase, or an ascending figure unless the note is the third of the chord or is sharped. In those cases, either a simple trill or one ending in a turn or 'suffix' (tremblement réfléchissant) may be used. An ascending passing note may have a trill with suffix, but rhythmically strong notes that ascend should not be trilled, unless they are the third of the chord or sharped, in which case they should almost always be decorated with a trill if not too quick. In descending stepwise one can easily make occasional trills on strong notes, especially if dotted, and sometimes even on weak notes if they are not too quick. In quicker descents, trill only here and there on strong notes. Although leaping up to a trill is considered an error, it is nevertheless allowed on the third of the chord or on sharped notes. It is used very seldom leaping down, unless the interval is a third or the trilled note is the third of the chord or sharped. In cadences there are certain notes that demand the trill and others that refuse it. It is rarely done on the final note unless it drops by a second or a third or falls on the third or a sharped note with an anticipation. 

At almost the same time an English handwritten set of rules for the recorder was more lavish in its recommendations for the use of trills: although neither first nor last notes were trilled, all dotted notes, all sharps, the penultimate note of cadences, the second of three descending crotchets whether by steps or thirds, and all descending flats were to be trilled, but no ascending flats. 21 
Unfortunately, no such rules exist for Bach. Bach was heir to the complex German ornamental traditions sketched above, but to them he added the fruits of his diligent, first-hand study of contemporary French and Italian practices. He copied the table that D'Anglebert printed in his harpsichord collection of 1689, containing 29 items and using 14 symbols in a variety of positions and combinations ( ex. 6 ), as well as a considerable amount of French harpsichord and organ music. 

He arranged a number of Vivaldi's concertos for those same instruments, sometimes expanding Vivaldi's schematic melodies into florid, performer's cantilenas. The ornament table that he made for Wilhelm Friedemann conformed to this international mix, so far as it went, and the lavish, written-out ornamentation with which he adorned many of his mature compositions was, like so much of the substance of his music, a personal synthesis of all these elements. But his works abound, nevertheless, with unanswered questions -- not only how to ornament his music when it is written plain or to supplement the ornamentation provided when it seems insufficient, but how to interpret the signs when the solutions of his own table seem not to fit, and even beyond that, how, exactly, to execute ornaments whose general shape is not in doubt. Slow? Fast? Accelerating? Long? Short? 

There are other questions. Should we make cadenzas at fermatas, as some 

Ex. 6 J.-H. D'Anglebert: Pièces de clavecin ( Paris, 1689) 


enthusiastic organists do just before the end of the Passacaglia and Fugue? Should we vary the repeats of the dances in a Bach suite? In both cases there are writtenout models to imitate, but is not that very fact evidence that Bach would have written any cadenzas or variations that he wanted? The whole raison d'être of the da capo aria in 18th-century Italian opera was to provide an opportunity for singers to extemporize ornaments and variations; are the infinitely denser and more finely detailed arias of Bach's cantatas an exception? Certainly those of Handel, who was born the same year just down the road from Eisenach, are not; but Handel was writing for international stars, while Bach was writing for provincial youths for whom he seems to have had nothing but contempt. 

Barring the unlikely discovery of a performance treatise by the composer himself, we shall never have authentic answers to these questions, but even if such a discovery were made, questions would remain. Montéclair Principes is one of the clearest and most complete singing tutors of the age, but it certainly does not answer every question that arises in its author's own cantatas. There are, perhaps surprisingly for many readers, documents of the 18th century that do give all the answers regarding ornamentation, and in at least one case they are authentic ones, that is, the ornamentation was authorized by the composer; but the piece is trivial and it is postBaroque. These documents are of course automatic instruments, or the plans for 

them. 22 But strangely enough, listening to those instruments, confronted with the reality of alien performances whose authenticity we yearned for only so long as it was unattainable, we say, 'Yes, isn't that interesting. But I prefer it this way'. That is, the truth suddenly becomes real like any other reality, and we see how easy it is to exchange it for a different truth -- our conception of the work. Do we all necessarily prefer Stravinsky's recording of the Rite? Would we find Bach's playing to our liking? 

The fact remains, however, that we have nothing but inferences with which to answer the riddles of Bach's ornamentation, and so we seize upon every clue to refine these inferences. One of the most frustrating coincidences in the history of musical performance was the appearance between 1751 and 1756 of no fewer than seven of the most exhaustive and authoritative treatises on the subject ever written. 23 Only a little while after Bach's death, and one of the authors his own son! Surely these must contain all we need to know to perform the master's music as he would want. But Bach was old-fashioned long before he died, and these books were meant to instruct their readers in the music of the present, the galant style of mid century. One of the threads running through post-war musicology has been the gradual discrediting of these treatises as sources for Baroque performing practices, yet they are so intelligent, so well-written, so unchallenged by any comparable earlier works and, above all, so silent with regard to their exact position in the continuum of changing styles, that it is with the greatest difficulty that we learn to distinguish in them between what is truly a survival of Baroque tradition and what is new, and therefore anachronistic for Baroque music. 

The doctrines of Baroque performance that were built up over the past 75 years using these treatises -- but particularly C. P. E. Bach and Quantz -- as a point of departure have been vigorously challenged in the past 20; and here it is impossible to avoid mention of Frederick Neumann, author of an immense monograph on Baroque and post-Baroque ornamentation, of which the central purpose was to reverse the massive inertia of these doctrines as they applied to J. S. Bach. 24 The doctrines Neumann addressed did not, however, touch more than a small part of the whole field of ornamentation -- not one of the questions so far dealt with in this essay. They were concerned solely with details of the execution of certain graces: the rule that trills should begin on the beat with the upper auxiliary and the rule that appoggiaturas, slides, turns, mordents and arpeggios should be played on, not before the beat, thus causing a delay in the attack of the main note for as long as it took to execute the ornament. These rules conflicted with the usage of mainstream music as inherited from the 19th-century treatises of Hummel, Spohr and others, and transmitted by a century of conservatory training. According to this usage, trills began by preference on the main note, and other ornaments were fitted in as far as possible so as not to shift the main note (the one decorated) from its written rhythmic position. 

Neumann's researches, which began to appear in the 1960s, sought to accumulate as much evidence as possible for the use of main-note trills and for the placement of ornaments before the beat. Though he never claimed that the late Baroque norm was other than it appeared in the tables of J. S. Bach and many others, his arguments were directed with such force to the exceptions and his mentions of the norm so perfunctory, that his writings took on the character of a polemic against the postArnold Dolmetsch 'establishment', which did, it is true, sometimes present that 

norm as if it were a set of immutable principles. 25 On the other hand, the very ferocity of Neumann's attacks stimulated vigorous new research in defence of the establishment doctrines that, though doggedly rebutted on every point, greatly enlarged the perspective from which the questions at issue could be viewed. And Neumann himself, in the course of reinforcing his positions, brought to light a staggering quantity of hitherto unpublished material bearing on a variety of problems in ornamentation. For the practical musician, nevertheless, the unfortunate result of all this is that recent literature on ornamentation presents him with a series of partisan manifestos on a very few issues of limited importance, instead of evenhanded discussions of all the topics on which there is any evidence. 

This essay has spoken of the necessity of ornamentation in Baroque music, but its message has been that all efforts to master it will inevitably founder in overwhelming complexity or fail for lack of information. (The pessimism grows out of the author's perception of the utter disproportion between the labour recently expended in writing or revising some go articles on ornamentation for a new edition of a popular music dictionary and the insignificant degree to which they will meet the needs of any performer of Baroque music.) Yet one does occasionally hear today what seem to informed ears to be fine, stylish, idiomatic performances of this music, and the secret seems to be specialization. The answer must be that by steeping oneself in one repertory and all that surrounds it -- cultural background, organology, the dance, matters of diction, prosody and gesture, physical surroundings and above all large amounts of music in a narrow range of styles -- and by insisting on the same standards of virtuosity that are required of mainstream musicians at the top of their profession, one discovers that features which could not be reconstructed on the basis of any documents are somehow shaped by the pressure of everything else that is right about the performance. And the musician who cannot specialize can take heart that the way to any style in a living culture is imitation. It was so in the Baroque era and it is so today for anyone who can buy the right records or go to the right concerts. And both generalist and specialist should remember Tosi, for whom the highest attribute of any performer was the ability to create ever fresh embellishments to his airs and thereby present himself to his public not as a treatise but as an individual. 

David Fuller State University of New York at Buffalo 

The Idea of Authenticity 
If we want to be fully authentic in our performances of Bach's cantatas, Donald Tovey once remarked, we should probably give the choirboys a sound thrashing as soon as the music is over. That may not be everyone's idea of the pursuit of authenticity. What Tovey presumably meant was that the standards of performance in Bach's time, and his circumstances, were not what they are now, and that we should be foolish to try to emulate them too closely. 

The aim of today's authenticists is, on the face of it, rather simpler than that: it is to reproduce not the kind of performance that Bach may have had to contend with but the kind he might have envisaged as ideal, composing as he was for the singers and players of his own day. That is not easily attained, and it is open to question how far, if indeed at all, we should even attempt it. The whole concept of authenticity, in fact, needs to be critically considered: what does it actually mean? why and when did it come to be seen as a possible objective? what aesthetic validity does it possess? and to what degree is it attainable? 

The last of those questions is probably the most easily answered. Authenticity must in the last resort always be elusive, because there is too much about the remote past that is unknown or incomprehensible to us and because we cannot become 'Baroque men' or 'Baroque women' in our thinking or our feeling; the experience of two and a half centuries cannot be forgotten or disavowed. It is partly because of this chimeric quality that the word 'authenticity' has itself come to be regarded as dangerous and misleading. Applied to instruments, for example, it is particularly tricky: is a Stradivarius violin, or a Blanchet harpischord, built in (say) 1700 'authentic' for the music of the next few decades? It was certainly authentic at the time, but after three hundred years of use, or even of neglect, it is certain to sound different, however faithfully restored to its original condition. Arguably a modern copy, exactly enough done, has stronger claims. But the issue is an awkward one, and for safety's sake the more general term 'period instruments' is to be preferred to 'authentic instruments', in spite of -- or because of -- its relative imprecision. For similar reasons, scholars, critics and performers are increasingly reluctant to apply the word 'authentic' to performances; phrases such as 'historically aware' or 'historically informed' seem safer, recognizing as they do a particular objective but without specifying the degree of awareness or information that supports the seeking of it. 

Another term that indicates the use of period instruments and the other paraphernalia of a historical approach is simply 'Early Music'. This has come to stand for a movement -- one that encourages the revival of little-known music and historical performance -- and also for its philosophy. Later we shall look briefly at the history of this movement and the attitudes that inform it. But first we should try to define some of the areas of music-making that are involved in the quest for authenticity, or -- and here I am perhaps allowing the reader a glimpse of my true colours -- the desire to hear music in something akin to the form in which its composer conceived it. 

Every performance takes as its starting-point a text; and a performance that aims at authenticity will need to be equipped with one that corresponds to the composer's 

intentions. That may not be easy, though in the Baroque era it is a good deal easier than in the preceding period where many works survive in quite different versions whose relative authority is uncertain. But it is in any case an assumption belonging to a much later era that any one text should possess unique authority. In the field of opera, for example, Baroque practice decreed not only that each aria in an opera might be differently decorated at each performance but also that the substitution of altogether different music, normally by a different composer, at any point in the evening, and indeed at any number of points, was an accepted procedure which few if any thought to question or to deprecate. A composer might direct a performance of an opera he had written -- and under his direction a performance must by definition be 'authentic' -- with music in it by half-a-dozen other men and with every movement elaborated by one or other of his singers. 

That of course is an extreme case, where 'textual purity' is open to corruption by commercial factors, such as the need to draw in a paying public or to accommodate the over-sized ego of a favoured singer. But mixed texts may be found too in concertos and sonatas surviving in multiple sources. What, then, is the conscientious editor to do? He or she may say that any early source provides a version that stands for an authentic Baroque performance, and that a text following it scrupulously must produce one too. At the opposite standpoint lies the editor who, zealously seeking an ideal version, collates a number of differing sources, taking what in his or her judgment is the best of each, and ends with a text that never existed until the editor's own time. There is middle ground too: finding a version that bears some mark of the composer's authority, such as an autograph (though these are rare from before the late Baroque) or an apparently authorized early edition, or one that emanates from some institution with which the composer was associated, such as a church or court musical establishment, and thus has some special claim. Sometimes two 'authentic' sources of this description may differ, usually because the music in them was originally set down for different purposes, and these may offer the modern editor clues as to the decisions he will need to make, in the light of the intended function of his own text. The concept of the definitive text, a single 'best text' that carries some unique authority, is bound to be tempting to an editor and indeed is part of his heritage from the 19th-century inventors of the editor's art; but applied to such a period as the Baroque it may well be meaningless or even deceptive. A Handel oratorio, for example, certainly had a substantially different text at each group of revivals, and often at each performance within each group. To postulate an ideal text when Handel may have directed a dozen performances with different ones would clearly be presumptuous; and to argue in favour of the earliest, autograph text would be misguided, bearing in mind that Handel's modifications may have been based not only on circumstances (the singers available, the desired length of the work, and so on) but also on artistic preferences that became plain to him only after he had heard the work in performance. 

An agreed text, however, is only a beginning, certainly for a performance of a work of the Baroque era. Notation did not provide the player with an exact specification of what he should play; even today it does something less than that. There existed a number of notational conventions that players of the time were expected to understand. Some of these were national or even local, and some were confined to players of particular instruments. Several were concerned with the realization of written rhythms, and of these the best known and still the most 

controversial is the supposed French tradition of notes inégales, or 'unequal notes', according to which passages that move by step in even quavers (possibly crotchets or semiquavers, depending upon the rhythmic unit of the piece) were to be played with the first of each pair longer than the second. Most French theorists refer to this device, though they rarely agree as to its precise application. By how much the first quaver should exceed the second in length is uncertain; probably it depends on the character and the speed of the music. But whether this convention applies exclusively to French works, whether it applies to them comprehensively, whether it applies throughout the Baroque or during only part of it, whether it applies to all classes of music or only some, and whether it applies to French-influenced music by German, Italian or British composers, we simply do not know. 1 Much the same goes for that other well-known French convention, over-dotting (that is, making the dotted rhythms, for example in a French-style overture, even more jerky than they are notated); the answer seems plain enough for Lully, in Paris, but what of the French-style overtures that Bach was writing in Leipzig, or Handel in London? Neither ever heard French music at first hand; did they know the French convention? and could they have expected their players to understand it? In Handel's music, especially, there are numerous notational inconsistencies in rhythmic matters whose significance -- if they have any -- is elusive. 2 On such issues as these scholarly opinion is sharply divided: which may be taken to suggest, probably correctly, that there was never any consistent practice, universally observed, but a large number of different traditions of performance, national and local, relevant to different periods, repertories and idioms. 

This applies equally to another tricky issue, ornamentation. Ornaments notated with conventional signs pose few problems -- or, more exactly, the problems they pose are readily circumscribed, for there exist many tables in theoretical works specifying how they should be rendered. The existence of such tables implies, of course, that performers of the time were neither accurate nor consistent about their realization: if they were, tables would not have been needed -- and certainly some of those who compiled the tables were more eager to put forward their own pet theories than simply to codify practice. But at least the modern player can select an authority reasonably close in period to the music in question and of the same nationality, and he or she can be reasonably confident that the result will not be too badly wrong. 

Altogether more elusive is the question of how ornamentation should be improvised, or (more realistically) how the effect of improvised ornamentation can be replicated. That much music in the Baroque period was composed in the expectation that the performer would elaborate it in some degree is beyond dispute, though certainly there are large repertories -- much choral and most orchestral music, and certain types of keyboard music, for example -- where added ornamentation is out of the question. In a great deal of solo vocal music and instrumental chamber music it is not merely appropriate but acutely necessary if the music is to have anything like its intended character. An ungraced Italian Adagio, for example, or a plain da capo section in a three-part aria, would normally have been an absurdity to a contemporary; the music was designed specifically to allow the singer or player the opportunity to display his or her individual skill and taste, and, in the case of an opera, sense of character -- which would be evident in a singer's improvised additions to a degree it never could if supplied by a modern conductor or editor. A number 

of models for such improvisations have come down to us, 3 but they need to be treated guardedly: for if someone felt obliged to write out what was normally left unwritten, there may well have been particular circumstances that could affect the nature of the ornamentation -- some unusual requirement, perhaps, or the needs of a singer of modest improvising skills, or (as regards models in theoretical works) a hobby-horse that the writer of the ornamentation was eager to exercise. Part of the nature of ornamentation is that it was meant to sound improvised; a carefully learned and rehearsed line is unlikely to make the right kind of effect. It is axiomatic that we can never know today whether a line is being ornamented in an authentic fashion; but the likelihood of that would be much increased if a tradition of extempore ornamentation could be re-created, in which singers and players would become adept in the handling of the decorative clichés of the time and in the selection of ones apt to their context in style and expression. There exist hosts of anecdotes showing that composers deplored excessive or ill-conceived ornamentation of their music. Bad taste can be just as authentic as good taste, but that is not a reason to revive it. 

Another decidedly grey area in Baroque performing practice is the realm of the continuo, that very characteristic element in the music of the period. A basso continuo part, a literally basic requirement in virtually all kinds of music composed in the 17th and 18th centuries, was usually notated as a bass line with figures placed above it, the figures indicating to the player of a chordal instrument, such as the archlute, the harpsichord or the organ, the harmonies he was to play in addition to the bass line itself. The bass line was often supported by a sustaining instrument -- the bass viol, the cello, the bassoon, sometimes the violone or the double bass. It is usually fairly easy to deduce, where there is no explicit direction, what instrument or combination of instruments is most suitable: sacred music almost always calls for the organ, light-textured chamber and vocal music for some kind of lute early in the period and later a harpsichord. Orchestral music is normally best with a harpsichord and perhaps also a lute, while the choice of sustaining instrument may depend on what is required for the upper voices: a bassoon serves well with oboes at the top of the texture; the viol for gentle accompaniments to a solo voice, flute or recorders (and in most French music); and the cello with violins and larger ensembles (and in most Italian music). No doubt many performances took place during the 17th and 18th centuries with only a sustaining instrument or only a harmonic one; indeed composers and publishers, for obvious practical reasons, often expressed the instrumentation as an option ('A Thorough-Bass for the Violoncello or Harpsichord'). But musically speaking the ideal is almost always a combination of the two types. 

The chief questions about continuo playing have to do with what the improvising player, at the lute or keyboard, is expected to add to the written notes. Should he weave new, intricate counterpoints into the music? should he simply play chords, and if so, how full should they be? should he pre-imitate (as it were) the voice part in the opening ritornello of an aria? There are many such questions, and many more answers. As with the analogous matter of ornamentation, a number of sample realizations have come down to us, and here too there is generally reason to be cautious over treating them as models, for they may well have been written out primarily because something out of the ordinary was required. From the later part of the period there are many books of instruction, usually aimed at amateur players 

and making only quite limited demands on the performer's skill. But some from the early 18th century suggest quite elaborate figuration, added melodic lines, imitations of upper instruments or voices, and chords spread and enriched with acciaccaturas; and reports of Bach's own continuo playing suggest that he was apt to add new lines to the texture. 4 Bach might be a risky model to the player of today, and indeed in his own teaching he apparently asked of his pupils simply a full chordal accompaniment. The choices open to the player -- especially, perhaps, in earlier music, before the trend towards the simplification of texture that came, at the end of the Baroque, with Enlightenment thinking -- are wide, but authenticity is probably more likely to be infringed by clever improvisation than by restrained accompanying. Certainly the vivid and colourful accompaniments for assorted lutes, harps and keyboard instruments that some editors have written into the scores of early Italian operas -Monteverdi, Cavalli and Cesti, for example -- are, while beguiling to the ear, unlikely to resemble anything that might have been heard at the Italian courts or the opera houses of Venice at the time: partly because they tend to distract from the central business, the human voice, partly because music of such elaboration would have needed to be premeditated to a degree not consistent with what we know of contemporary practices, and partly because the opera houses at which these works were given employed forces far more modest than these versions call for. 

Any search for an authentic manner of performance must take careful note of the size of the forces used in the Baroque period. There has always been a tendency to assume, on the basis of the oft-repeated assertion that Monteverdi L'Orfeo ( 1607) in some way inaugurated the modern orchestra, that our conception of orchestral music goes back to the early 17th century. In fact the assemblage of the group that played at the Mantuan court on that occasion was in no real sense a precedent as far as either patrons or composers were concerned; this was one of many court festivities of the kind, familiar in Italy and elsewhere for several decades. Not even at the Venetian opera houses, the first of which opened its doors in 1637, was there anything resembling a modern orchestra; Cavalli, composing for the Teatro SS Giovanni e Paolo in Venice, had as late as the 1660s only a couple each of violins and violas, with a bass string instrument, some keyboards and two lute-type instruments. It is more realistic to look to Paris, and the Vingt-quatre Violons du Roi of Louis XIII and XIV, for true precedents for an orchestra in which several people played the same musical line; similar groups existed at other large courts, such as those in Vienna and London, and could be assembled for important ecclesiastical occasions in Italy -- there are records, for instance, of a group of 24 strings and five brass instruments at S Marco, Venice, in 1685, and of 27, also with a complement of brass, at S Petronio, Bologna, nine years later. Vivaldi, in the special circumstances of a Venetian orphanage, had some 16 string players to hand for his concertos and sacred works; but outside large courts and opera houses the concept of an orchestra scarcely existed until the last decades of the Baroque era. As a young man at Mülhausen, Bach had a mere five string players available for his cantatas, and there were no more than that in the court chapel at Weimar or even at the Cöthen court. At Leipzig, a larger and more prosperous city, he put forward a proposal to the church authorities in 1730 asking for 11 to 13 string players, with up to eight or even ten wind: all he generally had available at that time, however, was a total of seven, plus an apprentice bassoonist (occasionally the band could be augmented by unpaid students). He wanted, too, a choir of 12 or 16, though some 

modern scholars believe that in actual performances he normally used only one singer to a part. 5 Handel, in London, had an opera orchestra based on about 30 string players, with wind as needed. He once gave an oratorio performance with near a hundred performers, about twenty-five of them singers' (and so an orchestra of about 75, it would seem) -- ''tis excessive noisy', wrote one member of the audience, and he never did anything of the kind again. 6 Accounts from his late Foundling Hospital performances of Messiah, in a modest-sized chapel, show typically an orchestra of 20 strings, eight woodwind and five brass and drums, with a choir of six boys and 11 men. 

As a basis for authentic performance, the facts that have come down to us about forces used in the Baroque are scrappy and difficult to interpret. A few are stable enough: Monteverdi L'Orfeo group, Lully's opera orchestra, Bach's stated ideal, Handel's actual practice. But even these need to be understood for what they are, for they relate to particular circumstances, particular repertories, particular audiences, particular acoustical conditions. They do not establish absolutes. But they do give us some indication of the scale on which the music was imagined. The effect of 17 voices is different in kind, not merely in bulk, from that of 400, or even 40, and if we listen to Messiah with a large choir we are not hearing the textures of the music as Handel expected them to be heard. We may think a larger-scale performance better; certainly it is different. Similarly, if Bach composed the Brandenburg Concertos with the Weimar or Cöthen groups in mind, he was almost certainly expecting the ripieno music to be played with one musician to a part, or at the most two or three; if we want to hear them in a hall too large for so small a group, we are bound to make the music substantially different in sound and in balance. 

There is little point in aping the sound, or the balance, of the groups we know to have been used by composers of the Baroque if we employ instruments and voices altogether different from the ones for which they conceived their music. The issue of period instruments is central to the whole matter of authentic performance. The changes in instruments over the last two and a half centuries have profoundly affected the actual sound they produce. It is important to rid ourselves of the 'evolutionary' notion that change is necessarily improvement, and to realize that improvement in some of the obvious technical ways -- for example, making it easier to play in tune, or to play more loudly, or to play with greater security -- may involve loss as well as gain. Change in musical instruments, like biological change, is adaptive: it is keyed to change in circumstances. Instruments grew louder at a time when music was moving out of the courtly hall and the drawing room into the public concert hall, and chromatic notes and a wider compass became available as idioms extended to demand them. 

The violinist who takes up an unchanged (or restored) instrument of the 17th or 18th century will find differences between this and a modern instrument which affect every aspect of his playing and of the sound he produces. The gut strings (the lowest one wire covered from about halfway through the Baroque period) will provide a softer, less penetrating tone. The flatter fingerboard and lower bridge will give rise to strings of lesser tension, resulting in a quieter sound; the lack of internal bracing will also reduce the resonance. The absence of a chin-rest -- and, at least for most of the period, the fact that the violin was often held against the upper chest 

rather than under the chin (see Plate 24 ) -- will mean that position shifts are from the player's point of view clumsier and from the listener's more readily heard (the sliding finger will produce a more marked portamento effect); it will also practically exclude the modern ideal of constant vibrato. The lighter and more curved bow, coupled with the slacker strings, will enable the player to articulate certain types of passage, particularly running semiquavers or rapid quavers, in an intermediate manner that would be unnatural and awkward on a modern instrument, where such passages tend to be played either 'on the string' (legato, with the notes more or less running into each other) or 'off the string' (with distinct gaps between them). Furthermore, equipped with an instrument that is a replica of the kind used at the time, the player will soon find that the instructions in contemporary treatises make sense in ways they do not for a modern instrument. The foregoing applies to all the members of the violin family; in the case of the cello the absence of a spike supporting the instrument on the floor is akin to the absence of the violin chin rest. 

The wind instruments of the Baroque have often been regarded as primitive compared with those of today, and Alessandro Scarlatti has been quoted as saying that they could never play in tune. The most skilled practitioners, however, managed it then, and their modern counterparts, using period instruments, do so now. On the one- or two-keyed oboes and flutes of the period, the tone quality is softer, rounder and less sharp-edged than on today's instruments; the bassoon too, which the English composer Charles Avison said (in the preface to a set of concertos) was the only wind instrument capable of blending satisfactorily with the strings, was also gentle in sound. Brass instruments, on the other hand, much narrower in bore than their modern equivalents, must have had more of a cutting edge to their tone, which would have created a different ensemble balance. The combination used by such composers of the late Baroque as Vivaldi, Telemann or Bach in their concertos, or Rameau in his operas, cannot sound as their composers intended if modern instruments are used. 

The study of period instruments and their capabilities leans heavily on those that survive in original condition and new ones modelled on them. The situation is rather different as regards the human voice. Methods of voice production changed in the early years of the 19th century, when concert rooms and opera houses were growing larger and technical demands of a new kind were being made; modern singers, whose vocal equipment has been physically developed by standard methods of voice training, find the attainment of a period style more elusive than do instrumentalists. Early treatises on the voice are few, and although a plethora of descriptions have come down to us, the subjectivity of their language makes them difficult to interpret. We can be fairly sure that most singers of the Baroque period sang less loudly than their modern counterparts and with much less vibrato, and that their lighter voices were generally more agile. Choral music, except on the opera stage, was almost always sung by males (except in the French royal chapel, where women are known to have been singing by the early 18th century). Boys or, in countries where castration was practised (essentially Italy and Spain), castratos sang the top part, and the alto line was taken by boys, castratos or, where (as in England) there was a tradition of falsetto singing, falsettists. A modern mixed choir is rarely authentic in Baroque music; but the re-creation of an authentic choral sound is in any case problematic, not only because of the absence of castratos today but also because 

boys now reach puberty much younger, so that the maturer pre-pubertal voice is unknown to us. 

There are a number of authentic performing practices that it would be difficult or disagreeable to revive. The traditions of time-beating, for instance: at the Paris Opéra, the director of the performance, the batteur de mesure, beat time audibly, either on a table or with a large, heavy staff on the floor (it was with such a staff that Lully did himself a fatal injury). This method was also known in London; in Germany, foot stamping was favoured, while in Italy the principal violinist might stamp his feet or regularly strike the music stand with his bow. The role of setting the tempo and controlling the ensemble was rarely assumed by a specialist conductor; normally it fell either to the continuo player -- the natural role of the maestro di cappella or the organist, probably head of the musical establishment -- or to the leading violinist (or Konzertmeister). Sometimes the responsibility was divided, with the violinist deputed to keep the orchestra together while the keyboard player, particularly in vocal music, would have charge of the whole. What is clear, however, is that the concept of the interpretative conductor, who would define and impose his view of the music, did not exist; and the kinds of effect that are possible only with such a conductor were unknown. The crescendo or diminuendo, the carefully shaped accent, the gradation of volume as the voices enter in a fugal chorus: effects such as these belong to later periods. Even if the director of a performance in the late Baroque had wished, a century or two ahead of his time, to add such refinements, it is doubtful whether he would have had the opportunity to do so; rehearsals were generally few and brief. It is significant that, among the many sets of orchestral parts that survive from the period, virtually none bears any trace of the kinds of annotation typically produced by rehearsal: the addition of a dynamic mark or a bowing instruction, the adjustment of an articulation mark, the correction of a misprint. The implications of some of this for modern 'authentic' performance have yet to be fully recognized, or taken account of, by conductors of period groups who find it hard to forgo the kinds of effect that have become part of the heritage of the interpretative conductor over the last century and a half, and which depend upon the presence of a controlling force, constantly watched, on a rostrum. 

Another central issue is the vexed one of tempo. Most performances using period instruments tend to move rather more quickly than traditional ones, partly because period instruments are lighter in sound and readier in response than their modern counterparts; this leads players instinctively to choose faster speeds. In support of this there is evidence that performances of repertory works have tended to grow slower over the years, though admittedly this applies mainly to music of the Classical era -- early timings of symphonies by Mozart and Beethoven are substantially shorter than those of most modern conductors, and indeed the same applies to Wagner's operas, whose authentic timings made under the composer's direction are for the most part considerably shorter than standard ones of today. There is perhaps a tendency, as works become repertory classics, for them to assume a greater momentousness and expressive significance than their composers thought they were investing them with. In the Baroque, the concept of sensuously beautiful instrumental tone was less developed than it is today; contemporary treatises rarely refer to tonal beauty, the exploitation of which on modern instruments encourages slow tempos. There is little precise information to be drawn from early sources here; some theorists made suggestions -- based on the pendulum, a man's heartbeat or a 

natural walking speed in those pre-metronome days - about appropriate tempos for particular dances or some of the traditional Italian tempo designations, but these are too general to be of much value. Many of the Italian terms now understood primarily as indications of tempo were in any case employed rather to describe the intended mood or expressive disposition of a piece (its Affekt, in German Baroque terminology) than its physical speed. One thing, however, we may be fairly sure of is that the notion of an absolutely uniform tempo for a movement is a modern one; sources from Frescobaldi to Beethoven, at least, talk of varying the tempo to correspond with the expressive content of a piece, and though the degree of variation was probably quite modest, the modification of tempo was a widely accepted expressive device. 

The issues, then, that face the would-be authentic performer are both numerous and complex. There are many uncertainties and many potential pitfalls. Let us turn now to some of the other issues surrounding authenticity, especially its history and its aesthetics. 

The 'authenticity' movement is about a hundred years old. 7 It is true that, in the early 19th century, the 'additional accompaniments' to Messiah by Mozart and others were sharply criticized in England for their lack of fidelity to the original, but that was a matter of conservative rather than progressive taste. The interest in authenticity essentially owes its development to a much deeper cultural phenomenon, the expiry of an evolutionary view of human activity and the concomitant loss of confidence in current taste: the realization that the newest way (whether it be of running society or of interpreting the music of the past) may not necessarily be the best way. It was not fortuitous that this realization coincided with the rise of scholarship concerned with music of the past; both are characteristic of an Alexandrian age. 

The seeds of the authenticity movement may perhaps be seen in the curiosity about the past shown as early as the 17th and 18th centuries, for example by Pepusch, Burney and Padre Martini; in the 'classicizing' of repertories in the late 18th century, which ensured that earlier music continued in currency for longer than the few years after its composition; in the Bach Revival of the turn of the century, with its climax in Mendelssohn St Matthew Passion performance of 1829; and in the 19th-century development of critical musicology. But its practical beginnings come only with the antiquarian, organological and re-creative enthusiasms of Arnold Dolmetsch, easily the single most influential figure in the revival of period instruments. Dolmetsch's ideas were widely pursued. The harpsichord, once likened by Bernard Shaw to the jingling of bell-wires, 8 came to be accepted in the early decades of the 20th century through Wanda Landowska. The revival of the collegium musicum movement began, in German universities; the first collegium was founded by Hugo Riemann in Leipzig in 1908. Revivals of Handel's operas began in Germany in the 1920s. In that decade and the next Anthony Bernard's London Chamber Orchestra and the Boyd Neel String Orchestra were founded, largely to play the Baroque repertory -- until then normally heard on a full symphony orchestra -- with forces closer to those for which the music was conceived. Fritz Busch's chamber orchestra and Paul Sacher's Schola Cantorum Basiliensis did the same kind of thing. Then in the years after World War II Dolmetsch's pioneer volume ( 1915) was followed up by works of a more professional, scholarly cast from Thurston 

Dart and Robert Donington. 9 Those years, with the coming of the LP record, saw a huge multiplication of groups specializing in late Baroque music (and indeed records provide, over the years, a spectrum of fashions and tastes in performing practice). It began with Karl Miinchinger's Stuttgart Chamber Orchestra, I Virtuosi di Roma, the English Chamber Orchestra and (a little later) the Academy of St Martin-in-the-Fields, most of them using an ensemble based on between a dozen and 25 string players. A musician of the previous generation, Pablo Casals, did much the same in his Prades Festival groups, playing Bach, though one suspects that had another 20 or 30 musicians come along, they would have been welcome to join in too. As early as the 1950s one London group, under Dart, took up 'Corelli bows' to help their articulation in Baroque music. But it was not until the 1970s that orchestras of period instruments became a firm part of the musical scene. Since then a number of early music centres have come into being, each with distinctive style elements. There was Vienna, with Nikolaus Harnoncourt's Concentus Musicus; the Low Countries, where musicians worked with Gustav Leonhardt, Frans Brüggen and the Kuijken family; Paris, where William Christie's Les Arts Florissants became the leading interpreters of Lully and Charpentier; and London, where the large pool of players was drawn on by many groups, among which Christopher Hogwood's Academy of Ancient Music was the first to become firmly established, soon to be followed by those of John Eliot Gardiner and Roger Norrington. As the professionalism of these groups has steadily improved, and the players' mastery of their sometimes intractable instruments (by comparison with their modern counterparts) has increased, so they have gradually come to be accepted by all but the most bigoted music-lovers as a part of the performing world, not simply of antiquarian interest but offering a valid alternative to the traditional modes of performance. 

What, then, is the justification for abandoning, in the performance of music of the period 1600-1750, the established style of playing and singing of the late 20th century, a style that has developed over several centuries, is predominantly taught in our schools and conservatories, and is recognizably the normal style of our time? It has been vigorously argued that the 'early music' styles of today, far from being historically based, are really no more than a manifestation of 20th-century taste, or one aspect of it -- a move, in reaction against Romantic expressive excess, towards emotional austerity, with its pared-down sound and clean, sharply focussed textures (there are parallels to it in much new music of this century, most obviously Stravinsky's). 10 That a good deal of what purports to be historical performance may be unsoundly based is not in question; but if there is some congruence between present-day taste and what is in some degree historical, as the current popularity of Baroque music bears out, then it is scarcely surprising if performances that are even marginally historical in approach are appealing to late-20th-century listeners. And if performers modify what they construe to be strict historical interpretation to suit their own musical understanding, they are only doing what performers have always had to do in order to make music with due conviction. 

Clearly, however, we should not delude ourselves about authenticity and the degree to which we are attaining it. It is inevitable that we should always perceive it through the prism of our current collective consciousness and not with total objectivity. The pure quill must always prove elusive. But what, anyway, is the pure quill? We seek authenticity, presumably because we feel that, by hearing a piece of music in a form as close as possible to that imagined by the composer, and heard 

by early audiences, we can better understand the piece and any meaning the composer invested in it. Many voices have been raised in opposition to that notion, pointing out that a performance style apt to the composer's day may not be apt to ours, and that -- following the principle of the Intentional Fallacy beloved of literary critics -- a work has an ontological status independent of its origins, potentially embodying meanings beyond anything envisaged by its creator (indeed it might be argued that there is a link between the greatness of a work and such a potential). These views cannot be faulted; and not even the most hidebound authenticist will actually seek to prohibit, or to charge with impropriety, performances that are foreign in style to the work or seek to lend it meanings unimaginable to its creators, as long as the performers are honest about what they are doing and why they are doing it. 

Yet there are many people, and not only professional music historians, who entertain a genuine desire to hear a musical work in a form as close as possible to that in which it was originally imagined by its composer. We do not, as we saw earlier, have painstakingly and pedantically to reconstruct exact replica conditions of performance (though that may be an amusing, perhaps even an edifying, game); we have rather to consider what was normative at the time and what the composer might have had as an ideal in his mind's ear. We may never manage to hear the music 'as it really was', and even if we did, we could never be certain that we were doing so. In any case, to postulate a single ideal of performance for a work from an age when the variable or optional nature of many elements was taken for granted would be excessively precious. 

There is, however, no possible reason why we should not make every effort to understand and reconstruct earlier performing practices; and experience suggests that, even if we make mistakes and labour under misapprehensions, we are still likely to move closer to 'as it really was' and to reap rewards from that. Take for example the late Baroque concerto repertory: each step taken, however stumblingly, in the name of authenticity -- the reduction from a symphony to a chamber orchestra, the restoration of a continuo harpsichord, the adoption of period bows and then period instruments -- has brought about some fresh revelation about the sound of the music as the composer envisaged it, and concomitantly about its meaning. Further, the acceptance of the disciplines imposed by authentic practices compel the performer to seek expressive means that lay within the purview of the composer; Landowska, in her famous dictum -- 'Little do I care if, to attain the proper effect, I use means that were not exactly those available to Bach' -- was mistaken, because the use of different expressive means is certain to lead to different expressive ends, not ones 'proper' to Bach. 11 The appeal of hearing the music as the composer intended it is a powerful one; and our readiness to come to grips with the past on its own expressive and technical terms, however patchily or imperfectly we may perceive them, seems to me one of the most exciting and horizon-widening developments in late-20th-century music-making. 

Stanley Sadie The New Grove Dictionary of Music and Musicians 

