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PART TWO

Mannerist Theory—Music

ritings on music thrive in an atmosphere similar to that surrounding other intellectual inquiries—an atmosphere made up of courtly and academic institutions, humanist scholarship, criticism, experimental science, and public controversy. Because musicians inherit a vital tradition of theory from antiquity and the Middle Ages, they are much more self-concious than their colleagues and produce a voluminous literature "exceeding by far in quantity— and diversity of approach—anything comparable in the field of the visual arts, and also in that of literary criticism." 1 And because music has always enjoyed a privileged position in the liberal arts as part of the quadrivium, theorists do not have to convince anyone of the dignity of their discipline. As we have seen, the humanist rediscovery of classical texts on music theory gives a second lease on life to this mathematical tradition in art. 

During the sixteenth century, however, music shifts from the scientific quadrivium to the expressive trivium. The thrust of mannerist theory is toward a novel idea of music as an art independent of numerical systems. In effect, the older cosmology that endowed music with its eternal significance cedes to a linear notion of progress. And this notion opens up limitless vistas for all kinds of experiments. Mannerist theory posits music as an aesthetic experience and stresses the human factor of creativity and enjoyment. If mathematical schemes are used, they find their justification in relation to compositional or performance methods. And for this reason, the medieval system of pythagorean proportions comes under attack. As an abstract branch of speculation, it is as viable as any other; but as a concrete part of musical practice, it no longer furnishes an adequate foundation. 

In view of the expertise required to discuss music, it is not surprising to find that most writers are musicians. They produce learned works for professionals as well as simpler handbooks for beginners. Like other humanists, musical theorists thirst for posthumous fame and use the medium of printing for purposes of self‐ aggrandizement. Whether advanced or rudimentary, their works are written with a view to instructing a large audience. Even when exegesis occurs on a high level, most treatises include critical passages on style. These passages are addressed not only to other musicians but also to cultivated amateurs who wish to acquire an appreciation of music. At this point we should note that the role of the music lover changes during the sixteenth century, and that this change brings about some new developments in writing about music. Whereas in the earlier part of the century secular music is still simple enough for amateurs to sing, the cumulative striving for novel effects in the late mannerist phase results in the complication of compositional and performance problems. The music lover is now cast in the role of the elite listener whom a new class of virtuoso singers seeks to bedazzle with effetti meravigliosi. As a result, treatises on performance practice appear to instruct the stars and more popular books on the art of music appear to edify the consumer. Some of the latter are written by professionals, and some of course by amateurs. 2 Although these essays have a decidedly popular tone, they afford intriguing glimpses into performance practices of the time as well as into a new mystique of adulation occasioned by musical talent. 

Humanism plays a pervasive role in the development of musical thought in the sixteenth century. Again the influence of the neoplatonic academy at the turn of the fifteenth century must be noted. Both Pico and Ficino were interested in classical and hellenistic theories of music and incorporated them into their philosophical systems. They initiated a specifically academic tradition —to include music in discussions of the ethical effects of the arts, paragone, and literature. Except for some performers who focus solely on their special field, all writers who treat speculative or practical aspects of music are humanistically oriented. They quote Greek sources, either from firsthand or secondhand readings, in support of their ideas. And many of them participate in the editing 

of previously unknown classical works. It is important to realize that humanism fosters scholarly research into original sources as well as modern experiments in acoustics and tuning. Mathematical systems are sustained by empirical tests, thus making theory and mechanics the basis for a new science of music whose quasimagical validity is uselessly condemned by conservative thinkers. The mannerist magus is equally an ideal for progressive musicians. 

The self-consciousness of mannerist musicians arises from their concepts of the past and future. The case of music poses special problems that make analysis of this milieu different from an analysis of the sister arts. The latter have access to a repository of classical models. In addition, literary criticism benefits from extant theory. Artists, on the other hand, can find no treatises from classical antiquity devoted to the visual arts, except for Vitruvius, and therefore piece together a composite picture of ancient ideas from a smattering of commentaries. The situation for knowledge of musical antiquity is just the reverse. Virtually nothing is known about Greek music itself. Whether conservative or radical, theorists derive their notions as to its nature from a body of writings that are predominantly speculative. And because their interpretations can neither be proved nor disproved by live musical example, they often use identical sources for widely divergent ideas. 

As for the more immediate past, the development of printing makes handwritten notation obsolete and thus renders music before 1501 increasingly inaccessible. Theorists who delve into the arcane puzzles of manuscript idiosyncracies in the late sixteenth century are motivated by an antiquarian interest. At the same time, music that survives in printed form enjoys longer life—witness the enduring reputation of Josquin des Prez as the prince of the perfect art. Generally speaking, theorists have a tendency to refer to composers of their own time, plus those of the immediately preceding generation. But their humanist education inculcates a sense of the importance of history, and they therefore pay homage to the past even if their grasp of facts and chronology is somewhat meager. The best of them seem to be aware of the issue of modern progress, and their views on this issue illuminate the change from renaissance, to mannerist, and to baroque styles. 

The historical notions of Henricus Glareanus reveal the prob

lems of style history at the juncture between the Renaissance and Mannerism. 3 His stylistic layers correspond to four ages of music: infancy, starting about 1450 (in spite of its limitations, this grave and majestic music is preferable to modern excesses); adolescence, starting about 1480 (its moderation is pleasing); maturity, starting around 1495 (the ars perfecta to which nothing can be added); old age, starting about 1520 (the decline of the perfect art). 4 As a conservative purist, Glareanus laments the fact that music of his day is wild and unrestrained. Young composers abandon the precepts of the perfect art, an art that observes the modes, and instead write distorted songs that please only because of their novelty. With this statement, Glareanus sheds light on the direction of new music, a direction toward free harmonic vocabulary. From his critique there emerges a negative evaluation of what we call mannerist style in music—novel exploration of new sonorities based on the distortion of classical ideals embodied in the perfect art of the Renaissance. His attitude is clarified in the famous encomium of Josquin. 5 Glareanus hails this composer as a great genius whose music balances abstract principles of construction with expression of moods suitable to the text. But at the same time, Glareanus notes with displeasure that in some motets his idol used unusual harmonies to depict highly dramatic words. This immoderate love of novelty and originality can only signify the onset of decline. 

It is significant for our topic that Glareanus associates novelty in music with texts that call for vivid representation. In fact, apologists of modern music justify their mannerist experiments on the grounds of both literal and emotional expression of the words. And Glareanus is quite correct in attributing the beginnings of this modern aesthetic to Josquin, a composer who wrote many beautiful works that fit well with the notion of an ars perfecta, as well as a smaller number of daring essays in the new manner. At any rate, Glareanus's treatise does much to place Josquin in the position of the consummate master of perfection whom all subsequent composers can either emulate or try to surpass. Cosimo Bartoli likens him, more aptly than he realized, to Michelangelo. 6 
Hermann Finck divides Franco-Flemish composers into two groups: veteres and recentiores. Josquin, the main exponent of the older school, laid the foundation of the scientific art of counte

point. Finck singles out Nicolas Gombert as the outstanding musician of the younger generation because his complex and subtle counterpoint represents a superior perfection over the past. 7 Finck thus is the first in a line of conservative theorists to remark on the gradual and natural transformation of a musical norm. Giovanni Maria Lanfranco betrays a nationalist bias in his twofold division. He speaks of the ancients and lists a number of Franco-Flemish composers, including Josquin. The second group, which by inference comprises the moderns, is made up mainly of Italians, with the exception of Adrian Willaert. 8 Lanfranco's perceptive comments indicate his awareness that a school of Italian composition is developing. Italian composers contribute not only to refining traditional style but also to the new genre of the madrigal. The latter, allied with petrarchist and concettist verse, is destined to become the vehicle for audacious musical techniques. Now, the techniques used in both sacred and secular music take as their point of departure the ars perfecta of the Renaissance. But refinements or distortions of this ideal move in many different directions, and each theorist concentrates on those aspects that seem to him to be the most significant. The general direction of radical style, however, remains clear to all up-to-date writers regardless of whether they approve of new music. The very phrase, "new music," and the popularity of this slogan, emerge from the many treatises and editions of music that appear after 1530. As early as I537, Johannes Stomius complains that new music is too complicated ; it has neither mathematical reason nor sweet sound. 9 
One fascinating view of musical progress is supplied by the fantastic and mendacious Adrianus Petit Coclico, a theorist who displays the mannerist love of calculated self-advertising. Coclico claims to have been a pupil of the great Josquin and devotes a detailed passage to describing his master's teaching method. He maintains that this method has disappeared, and that his purpose is to revive a lost style that he calls musica reservata. 10 Coclico divides musicians into four groups: theorici (the inventors of music who achieved a certain minimal harmony of the voices); mathematici (the developers of complicated counterpoint that lacks suavity because of its notational and technical difficulties); praestantissimi (the kings of music—among whom Josquin is the master 

—whose sweet and affective music is much admired as the most elegant style yet achieved); poetici (the masters of written and extemporary counterpoint as well as of the proper art of singing whose sweetness delights everyone). 11 
Coclico's grouping begins in chronological fashion, although his knowledge of early history is rather fuzzy. He nevertheless exhibits the same viewpoint as Glareanus in relegating fifteenth‐ century composers to the birth and youth of musical progress. His third group includes both living and dead composers; their superior style represents the apex of a development toward elegant perfection. Unlike Glareanus, Coclico does not admit the possibility of decline after the achievements of the praestantissimi. Instead, he insists that a fourth group, presumably including himself, has further refined this admirable style with the art of singing. In other words, Coclico differentiates between conservative and progressive trends, both of which are alive in his own time. His criteria for praising the moderns, whom he graces with the title of "poets," are suavity, ornamentation, and artifice in singing. Hidden in his rather abstruse categories is the ideal of rhetorical eloquence. 

Nicola Vicentino deliberately invites polemics over his avant‐ garde musical practices. He composes in a novel manner, instructs singers as to the way to perform his daring music, constructs an instrument capable of producing microtones, debates publicly on the subject of the genera, and finally writes a treatise vindicating his radical ideas. 12 By reviving ancient practice based on the three genera (diatonic, chromatic, and enharmonic), Vicentino proposes to revolutionize contemporary music and to rejuvenate the miraculous effects of ancient music. For this reason, he provides a naive but pertinent survey of inventions that he correctly sees as influencing the development of compositional procedures. 13 In short, Vicentino employs a history of past novelties in order to justify his own startling contributions to progress. It is irrelevant to the present discussion to note that Vicentino derived his erroneous ideas about the genera from secondary sources; more to the point is his conviction that a revitalization of musical practice is possible. Vicentino's theories have two aims: first, a theoretical explanation of the chromatic music already being composed at the time; second, a further expansion of musical vocabulary through the use of 

microtonal intervals. Whereas for vocal music the second aim constitutes a dead end, the first mirrors an established fact. 

Vicentino is quite aware that his radical views militate for the free use of peculiar intervals that cannot be explained by traditional rules. He even advocates mixing genera in one composition on the grounds that the more surprising the music, the more attracted and moved will be the listener. 14 Even the tritone is allowed because it produces un effetto maraviglioso. 15 Vicentino clearly emphasizes the value of startling effects; his aesthetic embraces rhetorical eloquence. Novel style is mandatory "because music is composed to a text, and is made solely to express the conceits, passions, and affections of the words with harmony." 16 Vicentino insinuates that the expressive deployment of technical elements, especially unusual intervals, produces una bella maniera di comporre. He admits, even relishes, the fact that this new music cannot be appreciated by everyone. The mirabil dolcezza of chromatic and enharmonic styles is reserved for the elite. 17 Thus, in his work we have the first formulation of a mannerist aesthetic based on three concepts: musica nova, bella maniera, musica "riserbata."
Ghiselin Danckerts, one of the judges who brought down a negative verdict against Vicentino in the debate, is also an outspoken critic of the new style. 18 He inveighs against those self-styled moderns who vitiate the perfect art "by imitating the maniera of Willaert, a style which they call 'new.'" Danckerts refers to Willaert's Musica nova and to the fact that "new music" is the manifesto of Willaert's radical pupils. In retrospect, we can see that he erroneously confused the two. But his opinion of radical style is not unimportant. He cites the bad use of modes and consonances, emphasis on homophony, and the exploitation of uncomfortable intervals. Danckerts concludes that this new music is lugubrious and lacks beauty as well as artful counterpoint. The notorious escapades of radicals such as Vicentino must not obscure our realization that Willaert's style is esteemed as the natural culmination of tradition. 

This view appears in the writings of another of his pupils, Gioseffo Zarlino. For him, the music of antiquity represented a consummate and unique doctrine. As time passed, music degenerated from somma altezza to infima bassezza and consequently lost 

the respect of men with taste. But now, Willaert's elegante maniera has restored music to its former honor. 19 Zarlino's treatise codifies the stylistic presuppositions of Willaert's generation, a perfect art that is at once a restrained depiction of the text and an embodiment of autonomous harmony (numero sonoro). 20 This theorist divides good music into two historical periods, the antichi (classical antiquity) whose musical practice must be adduced from theoretical writings, and the moderni (his contemporaries) who compose polyphony according to perfect rules. 21 Zarlino also points out that radical music, which supposedly revives the ancient genera, is nothing more than an eccentric aberration. 22 
Like the Venetian visual arts, Venetian music remains largely untouched by mannerist tendencies. In view of the special place occupied by Venice, it is logical that another relatively conservative theorist should emerge from that city. Lodovico Zacconi writes at the turn of the century, and his treatise presents a traditionalist view of history along with one sidelight on modern practice. Zacconi too speaks of ancients and moderns. The antichi are divided into two groups: philosophers of the science of music who established proportional intervals, and composers who created music based on sounding numbers. 23 This ancient music is regulated by consonance and harmonious mathematics, and its construction features canons and imitation. Zacconi notes that this music arises from invention, and we can therefore surmise that he refers to abstract counterpoint that obeys inherently musical laws. The moderni search for difficult and beautiful effects, and ornamentation is very important in their music. 24 Modern style contains fewer errors and impurities than ancient style—in other words, it is more refined. Zacconi believes that good music can be reinforced by good singers, especially those who are "masters of charming accenti and gracious maniere." Because modern music is better composed and performed, it possesses more power than the old music. 25 It is clear that Zacconi judges the merit of styles from two points of view. The first focuses on the inner workings of compositional method. According to this reasoning, ancient style appears self-sufficient; its entire effect resides in the independent procedure of mathematically conceived harmony. The notes thus arranged by pure invention need no further assistance from singers trained in 

the art of ornamentation. This assessment of old music is a sixteenth-century fabrication, and Zacconi is only one of a number of theorists to allude to it. 

The most striking formulation of this view occurs in the treatise of Nicolas Listenius. He divides the study of music into three branches: theorica (science), practica (performance didactics), and poetica (composition). The poetici are not content with theory and execution. Their aim is to produce the consummate and complete artwork (opus consumatum & effectum); thus, after their death, they leave behind the opus perfectum & absolutum. 26 It goes without saying that such emphasis on the perfect and absolute work of art in music would be impossible before the invention of printing, inasmuch as this technology fosters the notion of the accurate reproduction of music made available to posterity as well as the notion that once old music has been thus recorded, it must not be tampered with. Zacconi echoes this idea when he says that the music of the antichi must be sung exactly as written because of its obblighi and other osservatione. In his opinion, the refinements achieved by the moderns concern both the inner and outer aspects of music. As in the case of the antichi, the moderni fall into two groups, an older and a younger generation. The vecchi of new music (Willaert, Cipriano de Rore, and Giovanni Pierluigi da Palestrina) introduced new beauties, and the younger composers of new music base their art on the compositions of this group. 27 At first glance, it may seem odd to couple Rore, famous for his innovative madrigals, with Palestrina, the paragon of traditional church polyphony. But both these men changed the style of old music, the first in the direction of word-oriented melodies and rich chordal sonority, and the second in the direction of linear counterpoint based on simplified modal schemes. The point implied by Zacconi is that both new styles are amenable to improvised embellishment. And now it becomes clear why singers assume such importance for the good effect of modern compositions. Their art has caused the development of a polyphonic style suited to it. Furthermore, the new sweet beauties found in chromaticism and in the dramatization of individual lines demand sensuous and striking performances from each singer. 

It is evident that conservatives and moderates see musical 

progress as a natural, organic evolution toward perfection. They grapple with the problems of dissecting the elements of perfect style, but they wish to arrest this cycle at the peak of its achievement and to freeze this moment into an eternity of greatness. Writers more attuned to the new key of mannerist progress give us an entirely different picture. For example, Agostino Michele comments on the musical scene in the late sixteenth century as follows: "Take music, in which many years ago Josquin and Willaert flourished ; in the past age, Rore and Lasso were famous; and in these days Marenzio and Vecchi become singular and illustrious; and nevertheless their manners of composing are so different that it seems they are not practitioners of the same art." 28 Of course, Michele speaks with the benefit of hindsight. But earlier writers also demonstrate sensitivity to rapidly changing fashion. The views of Stomius and Danckerts have been mentioned. One of the interlocutors in Anton Francesco Doni's popular book of 1544 remarks facetiously that Jacob Arcadelt's madrigals, published five or six years earlier, are now outmoded. 29 
Vicenzo Giustiniani, a noble amateur, provides us with a perspicacious survey of mannerist progress. He begins with the composers active during his youth (Arcadelt, Rore, and Lasso) and then cites the delightful new inventions of younger innovators (Marenzio, Ruggiero Giovanelli, and Carlo Gesualdo). Their contemporaries of the Roman school (Palestrina and Giovanni Maria Nanino) have developed good solid counterpoint and Giustiniani notes that their works are still used as models in the early seventeenth century. 30 His remarks indicate an awareness of two modern styles, one based on radical novelties and one on gentle refinement. Giustiniani also discusses at length a new style of solo singing that leapt into prominence around 1575. He lists many singers famous for their gorgeous voices and their art of improvised ornamentation. He then makes a very astute observation; this singing style inspired many composers of polyphony to texture their works as if they were written for solo voice and accompaniment. 31 He notes that the cult of the solo virtuoso quickly spread all over Italy, bringing with it a new body of literature that includes florid (ornamented) and sentimental (popular) songs. 32 
Finally, Giustiniani turns his attention to the most modern 

composers, such as Monteverdi, who have added more new beauties to new music. He also notes the rise of national and regional styles of singing. 33 At the end of his informative outline, Giustiniani states that amateur singing has declined in his day. Professionals (such as Giulio Caccini) have taken over, and they have abandoned the unpolished music of old as well as the excessive ornamentation of newer solo literature. As a result, current recitative is the finest style ever developed in the history of music. 34 Giustiniani in effect traces here the radical changes in style from the earliest polyphonic manner based on renaissance precepts to the latest mannerist novelties such as concerted music and solo song, novelties that are taken up by baroque composers. 

Vincenzo Galilei's two treatises present somewhat different opinions on salient elements of modern progress. Palisca evaluates his work on modern counterpoint as one of prophetic vision and originality. 35 Galilei envisages the traditional topic of the deployment of consonances and dissonances from a totally new vantage point of vertical harmony, and he therefore recognizes the logic behind modern music. His aesthetic premise about the use of intervals in a new way to express the text means that they are not to be limited by the rules of contrapunto osservato, a term that refers to Zarlino's idea of the perfect art. Here Galilei adumbrates a distinction between strict counterpoint of a traditional cast as opposed to free counterpoint of a radical kind. And Mannerism lies directly along the route of this stylistic change. Galilei does more than excuse the unbridled use of prohibited intervals. He insists that even though such intervals submit to no mathematical systems, they are just as natural as those intervals that do so. Scientific rules must yield to the judgment of the ear. Significantly, he singles out Rore as the founder of the new style. 

Galilei's public manifesto shows the influence of Girolamo Mei insofar as Galilei supports Florentine monody and attacks his former teacher, Zarlino. 36 To begin with, Galilei states baldly that contemporary polyphony can never resurrect, let alone surpass, the affective power of ancient music. Polyphony is only 150 years old and certainly not a perfect art. In fact, it has declined since the great masterpieces of Rore. Theorists who claim that polyphony possesses the marvelous qualities of ancient music are little short 

f impertinent in Galilei's estimation. Their theories arise from a complete misunderstanding of ancient systems, and hence their practical tenets are also mistaken. Traditional polyphony mixes different words, rhythms, modes, registers, and intervals in a contrapuntal hodgepodge so that the affective impression of one element is simultaneously canceled by another. This procedure goes against the fundamental nature of ancient vocal music. Galilei even dismisses instrumental music as mere sensual pleasure. But he does concede that modern polyphony has some commendable points. He praises the ingenious, rare, and delicate mixture of consonance with harsh and bitter discords. This analysis refers to mannerist style in the madrigal. But at the same time, Galilei takes a dim view of the metaphorical word painting to which modern style is put, and categorizes it as una ridicola maniera. His point, of course, is that the solo song best deploys the free mixture of affective elements. Only this style can hope to match the fabled rhetorical eloquence of ancient music. 

In many ways, Adriano Banchieri adheres to Galilei's division of counterpoint into old and new styles. 37 He sketches a rudimentary picture of musical progress ending with Marenzio's moderna novità. And he concludes that modern music has achieved a new kind of gratiosa maniera. Banchieri obviously prizes the mannerist qualities of novel sweetness and spicy refinement. He also notes that the latest innovation is the solo song, a genre based on the sense of the words. In describing modern counterpoint, he distinguishes between two styles: osservato, strict counterpoint using purely musical laws, and commune, mixed counterpoint with figuration and free dissonances. Banchieri considers osservato style to be the proper training for fledgling composers. It is perfect polyphony but neglects the affective power of the text. Of commune style, Banchieri says that although it is perfect oratory, "it is not susceptible of being written about since it has ... no rational principles except to please the sense of hearing." 38 Banchieri's statement epitomizes the bewilderment of theorists trained in traditional theory whose analytical tools are no longer useful in analyzing the new style. More militant conservatives therefore dismiss modern music as irrational stuff perpetrated by composers unskilled in the fundamentals of the craft. This problem lies behind 

the controversy between Giovanni Maria Artusi and Claudio Monteverdi, as well as the unknown author from Ferrara who calls himself l'Ottuso Academico.
The first part of Artusi's treatise takes the form of a dialogue between Luca, who offers a feeble defense of the moderns, and Vario, who demolishes their pretensions. After Vario pulls apart some extracts from Monteverdi's madrigals (printed anonymously), Luca sums up the position of the moderns who believe "that theirs is the true way to compose, maintaining that this novelty and new order of composing can produce many effects that are not, nor ever will be made by ordinary music full of so many and such suave harmonies; and they fancy that, feeling such piquant sounds, the sense is moved and does marvelous things." 39 Vario counters that discords have been used by many eminent composers for affective purposes without transgressing established and respected rules. 40 Artusi's vocabulary clearly indicates that he sees modern practice as nothing more than an unruly and extravagant deformation that results in absurd music. The second part of his treatise records his arguments with the "stubborn academic." It rehearses the same points over again and profiles even more strongly than the first part his feeling that the novel style is simply the haven of unskilled charlatans. 41 
Monteverdi's celebrated division of contemporary music into prima and seconda prattica is, of course, a direct rebuttal of Artusi's attack. From the Dichiaratione we glean Monteverdi's theory. 42 The first practice, abstract counterpoint, enjoys an august tradition perfected by Willaert in composition and Zarlino in theory. Here Monteverdi alludes to the ars perfecta or contrapunto osservato. Like Galilei, Monteverdi sees the new style, the second practice, as stemming from Rore and attributes to this composer a renewal of ancient ideals. Unlike Galilei, Monteverdi posits a continuous line of refinement and progress ensuing from Rore's inspiration. He groups together composers of polyphonic madrigals, concerted madrigals, accompanied monody, and opera. His reasons are simple. In the first practice, the perfection of harmony is mistress of the words, whereas in the second practice, the perfection of melody takes precedence. Most important to the present discussion is the fact that Monteverdi tries to dignify modern 

music by intimating that it too has a venerable tradition based on the rejuvenation of the marvelous effects of ancient style. And the tradition of which he speaks is the one that I propose to call Mannerism between i 530 and 1630. 

Monteverdi's remarks indicate that certain aspects of his mannerist tradition serve as models for baroque practice. 43 One may argue that his sharp division between two practices is "exaggerated and artificial"; 44 it presents a simplistic notion exacerbated by the polemic nature of his conflict with Artusi. And Artusi's opinions are equally one-sided. Both men partake of the self-conscious spirit that imbues musical theory in the mannerist period. Their forceful statements on behalf of old and new styles are shaped by their respective concepts of progress and by their awareness that a critical change in style is at stake at the time they are writing. 

The notion of the musical genius mirrors the different facets of various views about historical development. This notion is not invented by the mannerists, but it takes on a new significance for radical thinkers. The magical, quasi-divine quality of music has been a traditional topic since antiquity. In the Middle Ages, this pagan idea, one that equates the operative elements of music with a cosmos created from number, is united with Christian ethics. Conservative theorists in the fifteenth and sixteenth centuries naturally stress the scientific side of music and therefore contribute to the continuation of this notion. Music pleases God with its mathematical harmony. 

Glareanus is the first writer in our purview to use the term "genius" (ingenium), and his concept relates to the problem of art versus nature in music. He poses the question as to whether the composer of a chant melody or the composer of a Mass on this melody is the greater of the two. Genius for Glareanus is equivalent to natural talent. He is puzzled by the fact that musically untrained people can both invent and respond to good tunes. Counterpoint, on the other hand, is a studied art with a myriad of rules to guide the composer, and its intricacies are fully understood by very few persons. Having stated the problem, Glareanus jumps to the conclusion that one musician can have the genius for the invention of melody as well as for the art of counterpoint. 45 His 

reconciliation of natural talent and learned artifice enables him to hail Josquin as the greatest genius of the ars perfecta. 

Zarlino presents a more sophisticated and logical discussion of genius. True to his conviction that all usable intervals conform to the senario, he stresses the scientific foundation of musical study that produces the musico perfetto. The composer who relies on practical habit is merely a prattico. This does not mean that Zarlino neglects the need for practical talents, such as a good ear and a knowledge of singing. But he is wary of the radical trends in his day that promote the judgment of the ear over scientific reason, for he insists that musicians must use sense and science. Sense alone is purely subjective whereas reason adds objectivity that transcends the vagaries of personal taste. 46 Thus we see that Zarlino's concept of ingegno amounts to natural craft. This notion is less paradoxical than it may seem at first glance. If one takes Zarlino's precepts as a whole, his explanation of polyphony presents a remarkable crystallization of contemporary practice. He believes that the perfect musician has a natural ability for composing counterpoint on a subject. 47 Whether his chosen theme is his own or a preexistent melody, it imposes certain limitations: mode, rhythm, intervals, etc. The composer must do more than work within these restrictions ; he must have the innate talent for finding, exploiting, and developing the latent possibilities of his subject as the basis for imitative counterpoint. In effect, Zarlino is the first writer to present us with what amounts to an aesthetic for the ars perfecta. A composer can learn the abstract rules governing the proper construction of counterpoint, but if he possesses only this knowledge, he is at best a mediocre composer. The genius is one who can manipulate the rules to create polyphony that grows in a natural and inspired fashion from the working-out of the subject. This tacit assumption underlies Zarlino's detailed discussion and comparison of different kinds of counterpoint. 

The above point brings us to Coclico's description of the qualities needed by the student composer. He must be able to improvise counterpoint and more important, he must show a great desire and inner compulsion for composition. Coclico cites these requirements as those stressed by Josquin. 48 Although Lowinsky 

points out that Coclico's idea is not equivalent to the platonic furor poeticus, an idea that came to the fore in literary criticism of the late sixteenth century, 49 it is important to note Coclico's appreciation of spiritual enthusiasm. His notion is just another version of Zarlino's natural craft. Finck's discussion of the same subject shows a similar viewpoint. He speaks of artifices (composers) "who are drawn to composition by natural inclination and who, from childhood, regularly cultivate their natural gift by art, practice, and varied and frequent exercises." A little later in the same passage he advises the careful choice of a good master for the student "who burns by nature with love of music." 50 It is not insignificant that this discussion occurs at the start of a book dealing with singing and improvisation. Evidently, Finck wishes to distinguish between the higher qualifications required of the composer (whom he calls musicus) in contradistinction to the singer. And this distinction arises from his earlier definition of music and its divisions. 51 Finck's three classifications (theorica, practica, poetica) reflect those posited by Listenius nineteen years earlier. In fact, Listenius's words seem to reverberate in the brief explanation of poetica given by Finck: "Poetica, that invents songs and compositions, and leaves behind some constructed works after labor, and it is exclusively [the realm] of composers." 

Inevitably, the definition of genius presenting the closest parallel with the mannerist concept in the sister arts comes from radical theorists of music whose approbation of the grazia and dolcezza imputed to novel techniques rests on a belief in the composer's individual gifts. Subjective inclination now becomes the excuse for musical license. Giovanni Spataro elaborates on this novel approach with an extremely pertinent comment when he suggests that learned composers—through natural instinct, a certain grace, and manner—introduce harmonies and expressions that cannot be explained by any rule or precept. 52 The implication of such a statement for later mannerist extravagances needs no elaboration. 

Spataro's correspondence greatly influenced Pietro Aaron who espoused many of his radical ideas. In one of his late works, Aaron takes a very critical view of the scientific definition of music. Only the ignorant talk of this divine art as a craft. They think that 

he more one practices, the more grace and mastery one acquires. And yet this is simply not true, he argues, for some musicians compose well who have studied little, and some compose badly who have studied much. Good composers are born, as are poets. To be sure, composers must know the rules; but they must also possess individual skill and natural grace, as well as the instinct to know when to depart from the rules whenever they wish to create novel effects. These gifts, received from heaven, are granted only to a special few. 53 With these words Aaron pronounces the mannerist doctrine of the divinely inspired genius whose rare talent sets him apart from ordinary craftsmen. Although Vicentino does not discuss genius, his activities indicate his belief in it. And in his treatise he mentions that theories and practices vary from country to country, and generation to generation. 54 One man's poison is another's delicacy, in other words. Of course, these remarks offer an oblique vindication of his own audacious experiments. 

Vicentino's avant-gardism, as well as that of others, is undertaken for the sake of surprising and startling expressivity. As the concept of music moves from the mathematical quadrivium to the rhetorical trivium, rational craft cedes its former prominence to a new aesthetic of irrational genius. This dichotomy is implicit in the Artusi-Monteverdi debate. Artusi judges modern style by the precepts of contrapuntal craft and naturally finds it lacking in logic. Monteverdi replies that modern style takes liberties with established rules in order to depict the text. It may lack logic, but it revives ancient ideals, and the latter aim is superior to that of constructing abstract counterpoint. One may even suggest, as does Lowinsky, that Monteverdi implies "it took less genius to write in the old style." 55 
This implication is made explicit in a treatise on opera by Giovanni Battista Doni. Doni makes a sharp distinction between strict counterpoint (a closed, dead language—the craft and exercise of rules) and dramatic music (an evolving, living language —the instinctive exploration of affective communication). He admits tacitly that dramatic music does not entail the rigorous application of preset rules and therefore anyone with talent can compose it. 56 And this is precisely the criterion invoked by conservatives who condemn modern style. In their opinion, the very 

bsence of objective standards provides an open invitation to mediocrities and quacks. But Doni's position exemplifies a totally new approach. The rhetorical, dramatic, and emotional effect of the new style is the gauge by which modern music should be judged. Only those composers with the genius for creating novel and striking works are deemed superior musicians. One need not be a learned theorist to assess modern music, but one must be a sensitive connoisseur. Doni's answer is not a rebuttal of criticism of new music. Like his colleagues, he fails to see that new music has its own kind of logic. The two camps are in effect arguing at cross purposes, and their respective shortsightedness arises out of the mannerist milieu in which these debates take place. At any rate, the idea of creative genius versus pedantic craftsmanship grows concurrently with the development of expressive ideals in music, and it is used and abused by generations of radicals seeking to justify novel inventions. This situation is central to mannerist style in the sixteenth century. 

There can be no doubt that the extravagances of mannerist musicians, both in their music and behavior, form yet another facet of the cult of fame and genius. Although the cultivation of biographies is not as strong in music as in the sister arts, writings exhibit a liberal dose of anecdotes about composers and their relations with patrons. Sociological realities also abet the exploitation of arrogance, and this aspect of musical culture receives an added impetus from the rise of virtuoso singers and their adoring public. But these phenomena are exterior manifestations of deeper conceptual changes. Many historians evaluate the Baroque as the beginning of modern music. Even more than in the case of the sister arts, the rise of baroque music represents a continuum of events, for the seconda prattica flows from the bella maniera, a style that thrives on aesthetic and technical novelties throughout the sixteenth century. 

We can take it as symptomatic of the general situation at this time that intervallic systems arise in conjunction with historical concepts of musical style. This side of the science of counterpoint becomes increasingly allied with practice. For example, Henricus Glareanus concentrates on those intervals with a useful function in counterpoint illustrative of the ars perfecta: unison, fifth, and octave (perfect consonances), third and sixth (imperfect consonances), semitone, tone, fourth, and major seventh (dissonances). All dissonances except the fourth must appear in syncopation; the fourth, on the other hand, can be employed without syncopation when it participates in fauxbourdon or cadences. Glareanus distinguishes between the effect of perfect and imperfect consonances and gives rules explaining the limited deployment of dissonances, which, he feels, disturb the ear. 1 His definition of dissonances betrays the traditional bias against this category. 

In the sixteenth century, it becomes customary to discuss intervals in the manner outlined by Glareanus. Thomas Morley repeats this classification as late as 1597 in his rules for improvised descant on a cantus firmus. Like other theorists, Morley makes an extensive investigation of the subject of the fourth. This special attention is necessary because according to musica practica the fourth is a dissonance whereas according to musica theorica it is a consonance. The sole practical exception that uses the fourth as a consonance noted by Morley is fauxbourdon. 2 By mid-century, however, fauxbourdon no longer functions as a normal mode of composition. It has become a special effect, usually prompted by a textual passage calling for harmonic underscoring. 

Gioseffo Zarlino's contribution to traditional theory resides in his unique reconciliation between stylistic perfection in music and mathematical science. He gives practice a firm speculative basis, and this aspect of his work alone suffices to earn him the rank of a major theorist in the late sixteenth century. As indicated in the discussion of Zarlino's tuning for vocal music, this theorist classifies all intervals except the semitone, tone, and seventh as consonances. He settles the question of the fourth by uniting science and practice, both of which present this interval as an unqualified consonance. 3 In Zarlino's opinion, imperfect consonances are not as satisfying as perfect ones; the reason is that the former involve ratios from four to six, whereas the latter result from ratios between one and four. 4 But in spite of their lower theoretical status, imperfect consonances possess characteristics that fascinate Zarlino. The major species has a lively, cheerful quality, and a bright sonority. The minor species is sweet, smooth, sad, and languid. Furthermore, minor imperfect consonances tend to contract to the nearest perfect interval whereas major imperfect consonances expand in the opposite direction. Implicit in these observations is the notion that these natural patterns enhance the emotive aspects of the two categories. Zarlino also notes that these movements require linear motion by semitone, an interval he calls the salt and seasoning of good melody and harmony. 5 
This point brings Zarlino to the exposition of dissonances. Unlike his colleagues, he takes a positive stand on the subject. He postulates that dissonances are necessary for motion from one consonance to another. They constitute a condiment that lends piquancy to the blandness of consonant sounds. The only useful dissonances are those found in the diatonic order. To bolster his scientific system, Zarlino notes that in a sense these intervals also arise from the senario; their ratios use numbers outside the senario but the calculations producing them involve numbers within the sacred system. 6 It is now possible for Zarlino to construct all intervals within the octave with ratios corresponding to just intonation. One of Zarlino's original achievements is his aesthetic conception of intervallic categories, and this conception arises from his tuning system. Zarlino also describes certain extremely harsh intervals that he does not allow in good composition. The 

fact that these intervals produce awkward false relations is linked to their irrational ratios—one more proof of the solidity of his tuning system. However, Zarlino wishes to avoid rigidity in matters pertaining to fine points of style, and he therefore notes that the diminished fifth and the tritone may appear occasionally to good effect. 7 
The basic thrust of Zarlino's theory is now clear. He has found a respectable mathematical, ergo scientific, justification for just intonation with his senario. At long last, all intervals come to rest securely in an integrated system that fuses musica theorica and musica practica. In this way, Zarlino can present convincing evidence for the notion of music as sounding number, numero sonoro. The ancient Greek ideal is no longer a speculative fabrication; it has attained physical embodiment in the style of Adrian Willaert and his contemporaries, whose music represents a new perfection in the history of this art. The weight of Zarlino's system is felt by all conservative theorists who come after him. His treatise, reprinted a number of times, also reappears in adapted form in simpler handbooks by other writers. 8 By the end of the century, zarlinian precepts become the symbol of traditional theory, and for this very reason, his ideas are subjected to often unreasonable attacks by the younger upstarts of modern practice. 

Seventy-six years before Zarlino's treatise appeared, Bartoloméo Ramos de Pareja startled his contemporaries by advocating a tuning much like just intonation. His system has repercussions on his definition of intervals. Ramos adheres to a backward viewpoint by classifying the fourth as a dissonance, but he shocks everyone by suggesting that the unison, third, fifth, sixth, and octave are pure and simple consonances without any further qualification. 9 Needless to say, this arrogant deviation from accepted theory earns him the reputation of a radical thinker. From his views there arises the Burtius-Gafurius-Spataro controversy. When we realize that it takes 100 years of musical practice to inspire someone to formulate a scientific rationale for modern style, the tenacity of traditional pythagorean theory comes sharply into focus. Only after Zarlino's treatise does just intonation become an acceptable system. The odd aspect of this development is that Ramos's notions represent an explanation of a new style, the ars 

nova, as Johannes Tinctoris calls it. 10 By the middle of the sixteenth century, this style is already the repository of conservative practice, at least in the estimation of avant-garde musicians. Thus, Zarlino's system justifies traditional counterpoint at a time when secular music is moving toward an even more daring and iconoclastic language. The diatonic boundaries of just intonation are simply incapable of accommodating this newer style, Mannerism, in the Italian madrigal. 

The only theorist to work out a system codifying some elements of late sixteenth-century practice is Vincenzo Galilei. 11 His conception of intervals parallels the final phase of Mannerism, a phase that in some respects carries over into the Baroque. Galilei begins by contradicting Zarlino. He believes that intervals outside the senario must be judged to be as natural and as viable as those within it. Galilei's justification for this viewpoint is the judgment of the ear. For Galilei, only the semitone, tone, and seventh are dissonant. The fourth and tritone form a special category of intermediate dissonances; they are less harsh than real dissonances and therefore may be used with fewer restrictions. He further intimates that dissonances have an autonomous existence and integral value. In effect, Galilei's novel concept liberates this intervallic category, and it therefore mirrors the free use of dissonance by composers of modern counterpoint. And this modern method is called seconda prattica by Monteverdi in contradistinction to the old manner, the prima prattica prized by Zarlino and Artusi. 

Vicentino writes in the mainstream of mannerist style. His division between consonances and dissonances, as part of the exposition of musical rudiments, presents nothing extraordinary. 12 He does, however, advocate the tritone, the most denigrated of intervals, for marvelous effect. 13 The radical side of Vicentino's intervallic theory emerges from the hyperrefined characteristics that he ascribes to individual interval sizes. His prime objective is affective and rhetorical painting of the text through musical means, and his musical vocabulary includes extravagant chromatic and enharmonic inflections. Vicentino's description of intervallic qualities reads like a precursor of baroque Affektenlehre. 14 Although his construct exhibits self-evident limitations as a manual for composition, it nevertheless represents a preoccupation with 

the expressive function of vocal music. Like all detailed theories of musical affections, Vicentino's system appears somewhat childish and simplistic in its attempt to categorize every conceivable interval. And yet it corresponds in a striking way to the instinctive use of intervals by mannerist composers. Madrigalian style has also been accused of infantilism by antimannerists, both of the past and of the present. 

In contrast to intervallic theory, the subject of the modes exposes the conservative side of contrapuntal theory. Any ideal of modal purity militates against chromaticism and the indiscriminate mixture of modes or their wide-ranging transposition. Traditionalist attitudes, therefore, are alien to mannerist style. Even within the confines of the sixteenth-century ars perfecta, theorists encounter difficulties in relating linear modes to polyphony that is vertically conceived. These problems are aggravated by the fact that systematic exegesis of the modes tends to be more analytical and speculative than practical. 

In the Dodecachordon, Glareanus explicates his new system for the modes. As a preamble, he presents the customary analysis of the accepted eight modes during which he notes that the combination of authentic and plagal varieties is called permixtio. 15 In laying the foundation for his own system, Glareanus criticizes the received approaches as confusing and dull. For one thing, he rejects the traditional focus on finals and constitutive species in favor of the arrangement of semitones, which, in his view, gives each mode its particular structure and character. 16 Glareanus's method of partitioning the gamut into arithmetic and harmonic divisions yields a total of sixteen modes, four of which are rejected. The remainder constitute the twelve modes pertinent to modern music, the ars perfecta: Dorian, Phrygian, Lydian, Mixolydian, Aeolian, and Iastian or Ionian, and of course, their plagals. 17 Glareanus has extended the modes in order to explain more fully the diatonic basis of perfect style, and because he includes four more modes, he feels that his system is more than adequate for this purpose. Hence Glareanus roundly condemns composers who venture outside the confines of this scheme. His modal theory thus contains both revolutionary and conservative elements. An interesting feature of his transposition system is that the mode on F with a B♭ is now the 

Ionian once transposed. For the first time, the problem of this mode is settled in an orderly fashion. 

Glareanus next presents a detailed description of the ethos of each mode with numerous examples from plainchant. He is here concerned with the art of the phonascus. Although he does not outline an analysis of melodic phrasis, the reader can arrive at his own conclusions from an examination of the illustrations. Glareanus combines the older view of modal character with a progressive approach stressing affective qualities and also gives some pertinent comments on old versus new melodies. For example, he composes chants on the rejected "tritone" modes for the sake of exegesis, but at the same time cautions that composers who use these modes are those who thirst after fame. 18 The old form of the Lydian (with B♮) is today completely altered by the use of B♭; it becomes the transposed Ionian. The alluring sweetness of the Ionian gives it an air of frivolity, and it is therefore a good mode for dances. Old church music did not use it and its present popularity dates back 400 years. 19 The Hypoaeolian occurs only in a few Graduals, while the Aeolian, with its pleasant seriousness, is primarily suitable for lyrical songs. 20 The Hypomixolydian, much used in old church music, is today changed into the Ionian by means of connexio; the charm of the Hypoionian, little used in old church music, enhances love songs and is particularly good for brass instruments. 21 
When Glareanus gives examples of the modes in polyphonic works, he selects them according to the ages of music. The reader can thus find illustrations of both the old and new Lydian. 22 To show the use of the Ionian, he provides excerpts from Josquin's Ave verum, as well as other works. Glareanus makes an important observation when he notes that the Ionian is frequently transposed to F in order to make room for the lowest voice in counterpoint, as for example, in Josquin's Stabat mater. 23 It is thus very important to realize that the F mode with a B♭ is not the Lydian but the Ionian mode. Glareanus closes his discussion with the Hypoionian, a mode extremely popular in his day, and prints Josquin's Ave Maria, a work that in his opinion embodies an especially beautiful treatment of the mode. 24 Included among the examples of the Ionian mode are several secular compositions. To sum up, Glareanus makes a clear distinction between old and new forms of 

certain modes, and more important, furnishes convincing evidence for his new modes. 

Having established his modal system, Glareanus can embark on an analysis of the subtle combinations possible among individual modes. He describes two different techniques. The first is permixtio, the combination of authentic and plagal versions of the same mode. In addition to examples of permixtio in chant, a detailed investigation is devoted to Josquin's works because they demonstrate superior technique. 25 Glareanus's comments on the second kind of combination, commixtio, are scattered throughout his treatise. This kind of combination involves unrelated modes, and Glareanus takes pains to note that all kinds of commixtio are possible and indeed frequently seen in practice. However, not every commixtio is equally felicitous. Bad commixtio results from putting together modes whose phrases are very different. 26 Good commixtio, marking the natural genius of the symphoneta, arises from the smooth mixture of divergent phrases. The latter can be effected between Lydian and Ionian, Dorian and Aeolian, and Mixolydian and Ionian. At this point, it should be clear that permixtio is a necessary outcome of counterpoint with voices in different ranges. Commixtio, by way of contrast, is an optional procedure involving aesthetic judgment. 

Glareanus spends considerable time on the subject of bad commixtio. He states that the combination of the Phrygian and Hypomixolydian modes is not permitted but that some composers do use this combination for the sake of voluptas (e.g., Josquin's Factum est autem). 27 In the second Agnus Dei of the Missa Mater patris, Josquin uses both the Aeolian and Ionian modes. This bad commixtio prompts Glareanus to comment that Josquin often favored the unusual rather than the customary ordering of the modes. 28 The most execrated example of bad commixtio is the combination of Dorian and Phrygian. It offends very strongly because it introduces frequent tritones. Glareanus describes two cases where this fault appears in Josquin's works—Memor esto verbi tui and De profundis. He is forced to admit, however, that in the De profundis Josquin effected the mixture with novel skill. Furthermore, the roughness seems suited to the text. Glareanus therefore concludes that the reproach "from Dorian to Phrygian" does 

not apply in this instance. 29 These remarks help to clarify Glareanus's criticism of his otherwise perfect paragon. Josquin seems too radical and liberal in his commixtio modorum. This is the reason why Glareanus states that Josquin lacked full knowledge of the modal system. And his uneasiness about the fate of the perfect art arises from his dislike of the distorted music of the moderns. 

Glareanus's twelve-mode system is by no means accepted by all other theorists. In fact, many of them, even radicals, continue to analyze modes in the old way. The only major theorist to take up his system is Zarlino. 30 In the 1558 edition of the Istitutioni, he keeps the order given by Glareanus; but in view of the growing popularity of the Ionian mode, Zarlino changes the order in the I573 edition, placing it at the head of the list. 31 From Zarlino's work, the twelve-mode system reappears in theorists who emulate him. Galilei takes issue with this system in the Dialogo because Mei has taught him that Glareanus and Zarlino misunderstand the basis of the Greek tonoi. Galilei concurs with Ptolemy in insisting that only seven modes are possible because a mode or tonos is an arrangement of the intervals within the octave. For Galilei, theoretical ignorance of the Greek system amounts to further proof of the limitations of traditional polyphony. 32 
Glareanus's conception of modal character is fairly sophisticated insofar as it presupposes that melodic phrasis contributes to the affective quality of each mode. Zarlino also stresses the importance of phrasis, a feature that he calls forma—a more humanistic term with artistic overtones. Zarlino observes that major imperfect consonances occur at strategic points in the cheerful modes (F, G, and C), whereas minor imperfect consonances do the same in the sad modes (D, E, and A). 33 Although this observation hardly constitutes an admission of major-minor modality in the modern sense, it does indicate that the older notion of individual ethos is dissolving under the impact of new procedures based on vertical sonorities. The growing emphasis on rhetorical eloquence, so obvious in the madrigal, also influences this conception. 

Of course, ethos has been a commonplace topic since its appearance in medieval theory. As the authority on this subject, Boethius's views were accepted as true to ancient Greek doctrine. In spite of his many radical ideas, Ramos gives us a version of 

boethian ethos. He describes the four modal pairs in terms of galenic psychology and astrology. 34 The triumvirate of musica mundana, humana, and instrumentalis properly belongs to musica speculativa. Thus, scientific treatises repeat this august doctrine. Practical works usually omit it or else pay cursory obeisance to it in short definitions of music. 35 Of course, musical cosmology survives in other scientific fields such as astrology, medicine, and astronomy. Even though the philosophical validity of modal ethos disappears, the concept of individual modal qualities hangs on with remarkable tenacity. The problem with such exegeses is that they bear little relationship to musical practice, even though we may accept them as instances of the influence of renaissance and mannerist humanism. 

Conceptions of ethos in the sixteenth century move in two different directions. The first reflects humanist scholarship; ethos is approached from an antiquarian viewpoint in which writers describe specific classical or hellenistic concepts. At the same time, these interpretations foster the notion that ancient music possessed great affective power. Zarlino believes that this power lives on to some extent in modern polyphony, whereas Galilei does not. The latter argues that ethos is a linear concept related to solo singing where the ranges of the human voice influence the character of each mode. The second trend arises from a refined notion of melodic phrasis or forma based on practical considerations. Because they predicate modal structure and character on this notion, both Glareanus and Zarlino present convincing arguments supported by music of their day. Vicentino also lists affective traits for the eight modes. By themselves, these traits seem rather general and unremarkable. But when they are combined with his list created from the three genera, giving a total of twenty-four modes, there surfaces a complex and detailed system of musical expressivity. 

Because modal characteristics, both technical and aesthetic, are defined from a linear point of view, theorists encounter special problems when analyzing modes in polyphony. When they begin to understand counterpoint as the simultaneous aggregation of intervals, one notices an increasing divergence between contrapuntal and modal theory. For example, Pietro Aaron, the first writer to insist on the simultaneous approach to polyphony, still 

maintains that the tenor governs the mode of a composition. 36 Vicentino modernizes the old eight modes by advocating cadential formulas on the fourth or fifth degree. 37 And Zarlino ignores the problem of commixtio because he considers it outside the pale of acceptable methods. Here is not the place to discuss in detail all theoretical attempts to systematize precepts for handling the modes in sixteenth-century polyphony. 38 However, we should note that no writer of this period confronts the realities of avant‐ garde audacities, even though some are aware of novelties in other technical areas. Thus, modal theory does not change apace with musical practice between the Renaissance and Mannerism, and between Mannerism and the Baroque. 

Chromaticism
Many kinds of innovation are subsumed under the general term "chromaticism," and this situation explains the difficulties experienced by sixteenth-century theorists wishing to come to terms with avant-garde trends. For the most part, theorists try their best to modernize traditional concepts, and they use as tools the renaissance systems of hexachord solmization, mutation, and musica ficta. 

The continuing presence of the hexachord system in numerous treatises of the time indicates that it is still deemed to be a relevant educational device. Of course, as the perfect art becomes more and more outdated when compared to radical style, the efficacy of this system wanes. A case in point is the treatise by Adrianus Petit Coclico. After explaining the gamut with its three hexachords, Coclico outlines those mutations needed for singing polyphony. Apart from a few slips, his list includes one untraditional element: Efa (E♭), a mutation extra manum, required when E does not ascend to F. This is just another way of stating the "fa-la" rule. 1 Coclico's examples, on the other hand, present nothing out of the ordinary. 2 
Nicolaus Listenius presents the same general system, but in a more successful didactic manner. He makes a significant observation about three types of vocal music, one based on Cut corresponding to the natural hexachord, one based on Gut corresponding to the hard hexachord, and one based on Fut corresponding to the soft hexachord. 3 Listenius also notes that mutation between soft and hard hexachords is forbidden. Now, this perspicacious analysis suggests that the hexachord system is fast becoming an 

integral part of sonorous and harmonic character. If a composition in the Lydian mode can be defined as belonging to the soft hexachord, then by converse logic, a composition that mixes the soft and natural hexachords can be defined as belonging to the Lydian and Ionian modes. The approach exemplified by Listenius will have a great impact on later modulatory practices in chromatic music. 

A similar idea is intimated by Franchinus Gafurius. Because proprietas is the particular pattern of each hexachord, there are then three such proprieties: durum, molle, and naturale. 4 This definition differs substantially from the traditional one that explains propriety as the unchanging interval sequence in all hexachords. My point is that Gafurius makes a qualitative distinction among the characters of three hexachordal structures. He does not, however, elucidate his reasons. In view of his conservative bias, it may very well be that he refers simply to notational differences. But later musicians who are interested in harmonic audacities will use this concept of hexachordal character as one of the foundations of nuova maniera.
Gafurius offers one hint of future developments in his list of causes pertaining to mutation. These causes combine those of necessity and those of beauty. The former, of course, concern the orderly progression of intervals by which they avoid all harsh and irrational sequences. The latter are not so clear-cut inasmuch as they entail aesthetic judgments. Even in traditional practice, causa pulchritudinis is summoned to defend departures from the norm that cannot be otherwise justified. When such departures become norms of composition, we have arrived at mannerist style in music. Returning to Gafurius specifically, we note his references to sweeter modulation (voice leading) and mixture of modes under causae pulchritudinis. Both of these are relevant to incipient chromaticism because the use of flat accidentals in practice both depicts and symbolizes sweet harmony and melody. In the mannerist madrigal, flats appear consistently on words such as dolce. Of course, Gafurius does not admit flat accidentals beyond B♭ fa. But in the hands of mannerist composers, mutation on the flat side gradually widens to include hexachords beyond the normal three. And when this innovation becomes commonplace, a correspond

ing set of mutations on the sharp side appears to add piquancy to musical vocabulary. 

Gafurius's conservative ideals can be adduced from his emphasis on careful, conjunct mutation. He evidently frowns on sudden and unusual changes, precisely those that will emerge as favorites in avant-garde practice. But Gafurius also mentions that disjunct mutation occurs frequently in polyphony. Although he does not define it, we can surmise that disjunct mutation happens between soft and hard hexachords necessitating the harsh permutatio from B♭ fa to B♮mi. Gafurius further notes that the use of unequal semitones characterizes the chromatic genus; it is therefore forbidden in diatonic counterpoint. Henricus Glareanus also adheres to pythagorean tuning, and he therefore limits his definition of mutation to the traditional one excluding permutatio. 5 But because he uses mutation to explicate modal structure, he inadvertently extends the boundaries normally created by this system. 6 Furthermore, his discussion of musica ficta allows fictive hexachords outside the guidonian gamut. 7 Thus Glareanus, like all traditionalists who face the task of accommodating contemporary style, must contradict his initial premise. And the broadening of the hexachord system causes logical complexities and verbal circumlocutions. 

One of the earliest inroads into the neutral hegemony of this system comes from the combination of modes and hexachords. Martin Agricola uses solmization on B♭fa and B♮mi to explain the modes: B♮mi in the Dorian, Phrygian, and Mixolydian modes; B♭fa in the Lydian mode. 8 Even though he fails to mention hexachord species in this context, the pertinent syllables cannot be conceived without them. Listenius goes more directly to the point. After surveying the voces musicales, he states that the Dorian belongs to the natural, the Lydian to the soft, and the Phrygian and Mixolydian to the hard hexachords. 9 Glareanus also explains his two new modes according to hexachord mutation. Even Johannes Tinctoris's convoluted discursus on the Lydian mode with B♭ rests on the premise that mutation to the soft hexachord avoids the tritone. 10 When discussing counterpoint, the problem of vocal range forces Tinctoris to consider matters of modal transposition. After clarifying that transposed modes end on irregular finals, Tinctoris 

presents a complex exegesis that permits transposition up to two flats. This scheme requires a hexachord on B♭, which he calls a coniuncta on Elami (E♭), a term that saves him from having to admit a bona fide hexachord outside the gamut. 11 
Although Nicola Vicentino's transpositions are not very adventuresome, the context of his remarks presents a novel approach. He takes it for granted that an explanation of the modes and their treatment in polyphony cannot be conducted without musica finta. Furthermore, he explores the interrelationship between accidentals and modes without recourse to hexachord mutation. 12 This may at first seem a small point; however, it demonstrates that accidentals in Vicentino's theory have assumed an existence independent of the system that for generations had given them their justification. Modes for Vicentino embody expressive qualities. Therefore, the composer of secular music must vary them in order to paint a fleeting series of passions, quando aspre, & quando dolce, & quando allegre, & quando meste. Vicentino likens this technique to the mixture of maniere in architecture, a mixture undertaken for the sake of variety and ornamentation. Now he comes to his cardinal argument. The modes contain intervals from the three genera, and this is why contemporary music must be called musica participata & mista. 13 Generic mixture is particularly evident in the transposition of modes due to the use of accidentals, both sharp and flat. It follows that transposition retains the musical structure of the modes while changing their character. Thus Vicentino states that music in the Lydian mode (with B♭) is Cromatica Musica. 14 Generally speaking, he admits the possibility of transposition up to four flats in his charts. The thrust of Vicentino's point of view is now clear. Musica ficta, introduced without mutation, affect the expressive quality of the modes and produce musica mista. This characteristic appears most prominently in modern secular music, and it explains the superiority of the bella maniera. 

Although Gioseffo Zarlino attacks Vicentino's radical theories, his own discussion of modal transposition shows an awareness of milder refinement. In analyzing feasible transpositions, he indicates that modes can be transposed twice on the flat and twice on the sharp side; this scheme legitimizes B♭, E♭, F♯, and C♯. 15 Once again, Zarlino indicates his willingness to accommodate 

practice while maintaining the precepts of the ars perfecta. I refer specifically to sharp accidentals, which were previously admitted only in cases of commixtio modorum; for example, an F♯ subsemitonium modi in effect mixes the Mixolydian and Ionian modes. And it could very well be that Gafurius's disjunct mutation means transposition on the sharp side. 

Of course, musica ficta appear in polyphony for reasons other than transposing modes. Those connected to causa pulchritudinis furnish the basis for radical experiments in the mannerist period, and this concrete relationship shows us that the roots of modern style are embedded in the hidden refinements of traditional music. We can understand this situation from the discussion of fictae or coloratae given by Gafurius, a discussion that diverges from the predominantly conservative outlook characteristic of his work. He notes that coloration may be introduced in three ways: chromatic, mixed, and enharmonic. All three are ornaments of the basic diatonic genus. Gafurius limits his explanation to the mixed genus (diatonic-chromatic). Beginning with the aspect that develops from authority, he first shows how one arrives at fa permutatum (the ordinary B♭fa). At the same time, he indicates that it is customary to sing the pitches, G F G, as G F♯ G. This kind of subsemitonium modi has no authoritative hexachord. Gafurius then concludes that many theorists assign mutations to every degree in the gamut. As examples, he gives mi-fa on E, fa-mi on C, and mi-fa on B. In effect, Gafurius is describing E♭fa based on the B♭ hexachord, C♯mi based on an A hexachord, and B♭fa based on the traditional soft hexachord. All these notes and hexachords he calls musica acquistata. Gafurius does not condemn this practice, but he is careful to ascribe its acceptance to other theorists. 16 Nevertheless, his examples suggest that he is willing to concede mutation as far as two flats and two sharps. 

Glareanus takes a similar view of musica ficta, which he defines as notes not found in the ordinary gamut, thereby excluding B♭fa. His illustrations of unusual mutation include mi on F, sol on E, and fa on A. 17 Unfortunately, Glareanus does not state precisely which hexachords are involved in these mutations. If we take him at his strict word, these ficta must be pitches actually outside the gamut. It therefore appears that he means F♯mi, E♭sol, and A♭fa. 

In that case, Glareanus envisages the extension of flat mutation to a surprising degree of chromaticism—that is, to four flats. And because mutation by sharps is unusual in itself, he contents himself with the moderate admission of one sharp. 

Listenius's statements indicate that extensive flat mutation is not entirely unknown in the early sixteenth century. He too defines ficta as notes outside the gamut. The progression he gives can be interpreted as either E♭ut, Fre, Gmi, A♭fa, B♭sol, and Cla, or as Eut, F♯re, G♯mi, Afa, Bsol, and C♯la. 18 A subsequent musical illustration makes it clear that Listenius refers to the hexachord beginning on E♭ut. Its written accidentals (B♭, E♭, and A♭) necessitate musica ficta ranging from B♭ to D♭. 19 An attempt to solmizate this melody reveals why Listenius mentions that mutation of this kind cannot be effected without considerable disagreement. It also serves to stress that such a chromatic maniera is deliberately limited to virtuoso singers and to a select audience. However, in spite of its manifest difficulties, Listenius insists that such mutation is possible on any note of the gamut. 

It should be apparent at this point that we have bridged the gap between conservative and revolutionary theory. Even conservatives feel it incumbent upon them to take cognizance of certain radical trends. In this vein we must understand the one unusual element in Coclico's mutation system. His solmization of Elami (E♮) and Elafa (E♭) disabuses the repeated statements found in secondary literature to the effect that Elafa was never recognized in fifteenth- and sixteenth-century theory. What is more, Listenius's example, mentioned previously, provides proof that extensive flat mutation is warily accepted as a harmonic refinement. His melody contains implicit within its vertical requirements a series of transitory modulations: C, F, B♭, E♭, A♭, E♭, and D♭. The "key areas" thus suggested are, of course, a result of the natural behavior of hexachord mutation. However, any student of baroque harmony immediately recognizes the scheme as equivalent to circle-of-fifths modulation. It matters not that sixteenth-century theorists do not speak of modulation in the modern sense. It exists in practice, and writers approach this reality from the only theoretical tool they have available to them—hexachord mutation. 

Circle-of-fifths modulation cannot operate in the strictly 

diatonic framework of modality. Its unusual harmonic drive is clearly understood by sixteenth-century musicians to be a novelty in sonority. And this novelty, characteristic of a great deal of chromaticism, spells the breakdown of the modes. Therefore, its implications are twofold: it permits a wide-ranging use of unusual accidentals, and it introduces an entirely new way of organizing vertical triads. We here witness one of the most important aspects of hexachord mutation. Originally a neutral didactic device for singers, it has now drastically altered the harmonic and tonal spectrum of musical vocabulary at the disposal of composers. 20 
Glareanus and Listenius are by no means the only theorists to intimate the possibility of extensive flat mutation. Agricola puts the case in a straightforward manner when he notes that in polyphony, the notes A, D, and G can be sung as fa. 21 These ficta produce hexachords up to D♭. Twelve years earlier, Pietro Aaron advocates that all notes in the octave can be solmizated on all six voces musicales. His system combines the traditional three hexachords with additional flat ones up to A♭. 22 This combination, however, produces some inconsistencies in proprietas, the most noticeable of which is the lack of semitonal permutations on C and F. In order to produce them, Aaron would have to complete his procedure by using C♭fa and F♭fa based on hexachords starting on G♭ and C♭. Because of tuning problems affecting enharmonic equivalence, Aaron states that these two hexachords are not good. From the standpoint of traditional theory, Aaron's scheme appears quite daring inasmuch as its disjunct mutations result in forbidden permutations on every note except C and F. From this fact we can conclude that the hexachord system itself is undergoing a fundamental change in the hands of those theorists who seek to justify chromatic style. And for this reason, Aaron's scheme raises considerable interest in avant-garde circles. In one of his letters, Giovanni Spataro argues that it is incomplete on account of its restriction to flat mutation, and he cites John Hothby and Bartoloméo Ramos de Pareja as authorities for mutation on the sharp side. 23 Probably because of this and other letters, Aaron later revised his system to include sharp mutation as far as the hexachord on F# . 24 For the same reasons as those given concerning the flat system, he omits the hexachords on C♯ and G♯, which need E♯ and 

B# accidentals. Now, musical compositions that wander widely through mutations and transitory modulations raise severe problems for tuning and intonation, especially in view of the scientific premises of the latter. However, mannerist practitioners are not content with orderly exploration of either flat or sharp mutation; they frequently combine both types in close proximity. As a result, G♯ and A♭ may follow each other, and in some eccentric cases be sounded simultaneously. 

We have already indicated that equal temperament provides the only solution to the problems posed by radical style. The musical theorists who support this system are few. It is implicit in Spataro's notion that all notes of the gamut without exception can be raised or lowered by applying sharps or flats. 25 In addition to very unusual accidentals, such as double sharps and double flats, Spataro's system entails a complete double cycle of circle-of-fifths modulation that ends where it began, provided equal tempering has been applied along the way. A few decades earlier, Andreas Ornitoparcnus states that musica ficta are a fact of life, and that one of their effects is subita et improvisa mutatio. 26 Both isolated mutation and systematic modulation undoubtedly strike sixteenth‐ century listeners as sudden and unexpected harmonic excitement. 

Gregor Faber's discussion of ficta in terms of causa necessitatis and causa suavitatis must be considered as a document of mannerist theory. In his opinion, sweet chromaticism has two functions—to relieve monotony and to mirror the words of the text. 27 Such ideas about musical expressivity have been encountered before. But the use of the word suavitas, and the suggestion that purely diatonic music is a little dull, can be construed as signal mannerist concepts. Even more striking is the musical example picked by Faber to illustrate causa suavitatis—Matthaeus Greiter's Passibus ambiguis. Its cantus firmus, Fortuna desperata, unfolds in an ostinato scheme whereby each statement mutates one step in the flat hexachord system: F, B♭, E♭, A♭, D♭, G♭, C♭, and F♭. 28 Greiter himself wrote a brief didactic handbook that includes unusual hexachord mutation. His technical thesis maintains that any note of the gamut can be sung to any syllable. His aesthetic thesis predicates that ficta should appear in surprising places. 29 This notion demonstrates another aspect of mannerist theory and prac

tice. Once formerly unusual accidentals have become stereotypes, musicians in search of novel effects are forced to envisage still more daring chromaticism. 

We have mentioned that Ramos is one of the earliest authorities for radical mutation cited by Spataro. Even though Ramos suspects the much touted efficacy of the hexachord system, he nevertheless takes it as a point of departure. Ramos first explains mi-fa coniunctae on B, E, and A as well as fa-mi coniunctae on C and F. 30 He then constructs his own gamut with hexachords starting on F, G, A, B♭, C, D, and E♭—hexachords requiring the following accidentals: B♭, F♯, C♯, E♭, and A♭. 31 His progressive attitude can be adduced from the adoption of unusual ficta into a regularized system of mutation. Because Ramos is most keenly interested in devising a flexible scheme for harmonic variety and beauty, he maintains that one can arrange the natural gamut on a higher pitch on the one side and on a lower pitch on the other side. In this way, the original diatonic order engenders two chromatic ones. Ramos's tripartite system produces the five ficta previously listed. And Ramos insists his scheme proves that singing the accidental systems is exactly the same as singing the natural one; that is to say, that hexachordal proprietas operates on both the flat and sharp sides. 32 But like Aaron's system, it is incomplete and therefore inconsistent; not all permutations are the same size. Yet Ramos cannot be faulted for stating that contemporary composers use all the accidentals he has systematized, and that his system, furthermore, teaches singers to recognize B♭-C♯ as a minor third and E♭-C♯ as a tone. Considering the date of this treatise, we must admit the radical nature of Ramos's concept, one that presages later mannerist ideas. 

The matter of harmonic audacities is approached from an entirely different angle by Vicentino. Like other radicals, he begins with the guidonian gamut but then plays his own variations on it. Altogether, he describes seven orders: two diatonic, two chromatic, and three enharmonic. The first diatonic presents the normal gamut without any accidentals, whereas the second diatonic introduces B♭fa in the low octave. The first chromatic gamut uses flat accidentals, so that it ascends by major and descends by minor semitones. Sharp accidentals in the second chromatic gamut pro

duce the opposite arrangement. The first enharmonic gamut merely duplicates the first diatonic one, but with its pitches raised by one diesis. In the second enharmonic gamut, the minor semitone found in the chromatic one is divided by the minor diesis throughout. The division of the major semitone into one minor and one major diesis results in the third enharmonic gamut. 33 The complexities of this exegesis have less to do with complete generic gamuts than with Vicentino's desire to show their construction by logical steps. In their totality, the gamuts demonstrate the three genera. 

In scholarly appraisals of the sixteenth century, the role assigned to Vicentino in the drama played by influential radicals has been negligible. Here is not the place to attempt a complete evaluation of his importance. However, we must stress that his theoretical views are relevant to the history of mannerist thought. Earlier, we mentioned a number of theorists in the late sixteenth century who combine excerpts from Zarlino and Vicentino. Only mildly progressive topics from his treatise are employed in these cases, and it is clear that his radical notions about chromatic and enharmonic styles hold no interest for such writers. But it is incorrect to assume that Vicentino's ideas regarding vocal styles pass unnoticed. That they are discussed in different musical circles can be adduced from the fact that several theorists, such as Zarlino, Gandolfo Sigonio, and Jean Taisnier, see fit to publicly refute them. 34 Taisnier is a known plagiarist who unashamedly lifts concepts from other theorists, and we can therefore assume that his condemnation of modern novelties comes from somewhere else. Nevertheless, his remarks are revealing. Taisnier reviews four customary divisions of music. The first is the tripartite schema of theorica, practica, and poetica, a division reminiscent of Listenius, Coclico, and Hermann Finck. The fourth distinguishes between chant and figured, or polyphonic music. It is at this point that Taisnier indulges in his disparaging digression. Polyphonic music itself exhibits two styles—ancient and modern. Of [musica] moderna, he says that it "is called nova or reservata by some who have decided that the imposition of one or the other diesis or diaschisma in a secular song or motet turns the diatonic genus of music into the chromatic, being completely ignorant of the divergence of the diatonic from the chromatic and enharmonic." 35 
As we mentioned earlier, Zarlino concludes his remarkable exposition of the art of counterpoint with a survey of the ancient genera. His treatment is more than mere obeisance to the antiquarian interests of humanist readers. This audience has been satisfied by the material presented in Book II. In Book III, Zarlino concentrates on practical elements appearing in modern music. After outlining the generic ingredients of the tetrachord, 36 he exposes the erroneous premise behind current theories of the genera. Zarlino dismisses abstract theories about generic integrity as well as their validity for sustaining the thesis that modern counterpoint mixes the three genera. And his refutation is more complete and convincing than either that of Vicente Lusitano or Ghiselin Danckerts. In simple terms, Zarlino insists that one must examine musical practice where these three styles are defined by the nature of melodic movement. Thus, the diatonic style presupposes tonal movement, chromatic style needs semitonal movement, and enharmonic style requires microtonal movement. 37 To demonstrate the ridiculousness of the nondiatonic genera, he deliberately picks the case of a composition built on a chant, so that the cantus firmus is subjected to some devastatingly bizarre changes. 38 Zarlino concludes that pieces in the pure chromatic and enharmonic genera are poor efforts. But it is possible to choose those intervals from the chromatic genus that blend well with the diatonic one, and to use them in order to sweeten and vary the harmony without disturbing the innate laws of music. 39 
Zarlino believes that musicians must distinguish clearly between two maniere of composition, one ancient and one modern. Modern style is polyphonic in contradistinction to the monophonic practice of classical times. Because polyphony demands perfection of intervals both in linear and vertical arrangements, it is impossible to introduce the pure chromatic and enharmonic genera. Modern radicals err in thinking that they have revived ancient style. Their compositions rely on a completely new genus of their own invention, and one that is imperfect inasmuch as it ignores the rules of sonorous number. 40 Zarlino also refutes the idea that all intervals, regardless of their mathematical proportions, are viable in a style that seeks rhetorical eloquence. For him, musical oratory is no substitute for musical beauty. Although Vicentino is 

never once named throughout this discussion, the terms of Zarlino's argument leave no doubt as to the butt of his attack. 41 
Vicentino's Hierusalem convertere provides us with an instructive example of chromatic experimentation in practical terms (Example XII-I). No forbidden intervals, such as the tritone, appear. However, the consistency of semitonal melodies qualifies it as a work in chromatic style according to Zarlino's definition. This characteristic is also responsible for the peculiar harmonic sequences that abound in the composition, sequences that would surely offend Zarlino. They are particularly evident in the opening and closing sections of the piece, thereby demonstrating Vicentino's precepts about the importance of these structural segments. The first one entails a constant vacillation between major and minor thirds, rendered even more strange by false relations between consecutive sharps and flats. The most fascinating feature of this motet is the sparse use of dissonances. In fact, every single constellation of vertical sounds, taken in isolation, forms a perfectly consonant triadic sonority. But the semitonal melodic motion— the linear aspect of the texture—brings these triads, some of which require unusual accidentals, into startling apposition. The ensuing description relies on modern vocabulary because sixteenth-century analytical tools provide an unwieldy method for handling vertical harmony. 

The long opening point of imitation, whose inganno creates the unstable major and minor alternations noted above, is completed by two very unusual progressions: two triads related by semitone root-movement (D major and E♭ major) and two triads related by third root-movement (E♭ major and C major). Both semitonal relations and third-relations are foreign to diatonic style; they are, however, inherent in chromatic style and give this maniera its highly distinctive sonal character. The next small section produces a transitory modulation by means of a circle-of-fifths in four steps, moving from C major to E♭ major. The last two triads are repeated in reverse order, and lead into another third-related pair (B♭ major and G minor). This last triad switches immediately to G major and sets off another small circle-of-fifths containing three steps from G major to F major. The momentum of this progression is abruptly cut off by two third-relations in a row (F 

Imitation and Expression
Related to concepts of musical expressivity that can be traced back to the earliest treatises on music of the Middle Ages are frequent references to modal ethos that formed part of a strong tradition of citing classical authors. And to the same tradition of auctoritas we must ascribe the ubiquitous comments about expressive power in definitions and encomiums of music. Both tales of music's magical ability to profoundly move the listener and ethical theories of modes continued to appear in writings of the Renaissance. However, from the aesthetic viewpoint, the new ideas of history embraced by renaissance theorists changed the profile of these traditional topics in a significant way. Most important was the relegation of medieval music to crude barbarism and the concomitant belief that the ars nova of the fifteenth century symbolized a revival of classical ideals pertaining to harmony and expressivity. From the practical viewpoint, modal ethos enjoyed as ambiguous a relationship to contemporaneous polyphony as it did to medieval music. For this reason, theorists merely repeated commonplace characteristics for the modes as well as general injunctions about choosing a mode appropriate to the text. These perfunctory obeisances to a minor topic did not obviate music's firm place in the quadrivium. 

The development of mannerist theory begins when expressivity, seen as a concrete musical matter, influences the older abstract concepts of counterpoint. Two striking examples of this phenomenon are the modal systems of Henricus Glareanus and Gioseffo Zarlino. Their subtle tools for analyzing melodic structure and modal mixture offer a flexible harmonic language for 

expressive style. Glareanus praises Josquin des Prez, the prince of the perfect art, for his handling of the modes to create sonorous beauty, lyrical charm, and profound pathos. But Glareanus's system is still somewhat old-fashioned in that he clings to ideas of individual modal integrity and character. Zarlino, on the other hand, adds a new analytical insight that arises from his observation of the style of Adrian Willaert, the new Pythagoras of music. On the basis of the prevalence of major or minor sonorities, Zarlino divides the modes into two groups, happy and mournful. While it is premature to attribute to Zarlino even incipient major-minor tonality, 1 the modernity of his system cannot be denied. Individual modes are losing their formerly distinct character and now coalesce into two expressive categories, each of which is defined by salient common qualities. A composer seeking sad effects can thus combine intervals proper to the Aeolian, Dorian, and Phrygian formae. The old taunt against inept bunglers who move from Dorian to Phrygian has lost its barb. 

Both Glareanus and Zarlino are humanist scholars who read classical sources, and their new ideas concerning the modes are surely inspired by the knowledge thus gained. In these cases, humanist study allows the adaptation of carefully selected ancient theories for the purpose of making contrapuntal science relevant to modern style. Such adaptations are introduced with the understanding that they shall not disturb the primacy of self-sufficient musical laws, laws that have a mathematical base. However, another set of new ideas on expressivity does succeed in unbalancing and ultimately destroying the latter ideal. This phenomenon arises out of another happy misunderstanding of classical sources. But this tale must be told a little later. Humanist scholarship is also responsible for one of the most fecund notions in the sixteenth and early seventeenth centuries. Renewed acquaintance with Aristotle and the peripatetic school of ancient philosophy supports many novel ideas, the most important of which is the theory of mimesis. Its impact on the liberal arts is immediate and lasting. And the evolution of poetic and literary mimesis has particular relevance for musical theories of imitation. 

Among the multifaceted concepts relating music and the imitation of nature, 2 we can isolate two dominant ideas, one quite 

radical and one moderately progressive. We begin with the latter. This facet encourages subtle transformation of neoplatonic ideas and concerns the concept of nature as a system of natural laws to be imitated by the arts. In this kind of imitation, art finds models not in the external appearance of nature but rather in its inner principles. This is the basis for the renaissance belief in ideal mathematical proportions. Musicians take for granted their place in the liberal arts and bask comfortably in the reflected glory of their perfect art, an art born from the wedlock of mathematics and abstract counterpoint. But various sociomusical pressures during the sixteenth century encourage musicians to turn their attention to practical criticism and the art of compositional style at the expense of speculative philosophy and abstract science. The neoplatonic notion of cosmological harmony falls into disrepute, and the hiatus thus created lies behind the crisis in musical theory felt by all sensitive musicians of the time. In losing its philosophical anchor, music is set adrift. Many conservatives stick tenaciously to the precept that music imitates the natural laws of the cosmos, even though they suspect that many of the mathematical formulations connected with this precept no longer seem to have any bearing on musical practice. 

This predicament demonstrates why Zarlino's work makes such a resounding impact within the conservative arena. Zarlino revives the honor and relevance of speculative reasoning without neglecting empirical sense. His crystallization of the perfect art relies on two ideas that support his construct: maniera and imitazione. It is the latter idea that concerns us here. Implicit in Zarlino's system is the primacy of nature—the model for musical style. Nature gives music its soggetto, and music fulfills the inherent qualities of this subject. 3 But it should not, indeed cannot, improve on nature by departing from the model. 4 For this reason, Zarlino does not approve of mannerist excesses, even though they may be justified as ornaments of nature. The first and most important soggetto given to music by nature constitutes the mathematical laws of sound. Music is sounding number. On a superficial level, this idea seems to be nothing more than a repetition of outmoded quadrivial theory. 5 However, Zarlino expands the pythagorean tetraktys to the senario, a number set that allows him to 

dignify imperfect consonances with mathematical exegesis. Their incorporation into just intonation vindicates the musical style of his day. The senario also supports Zarlino's new arrangement of the modes. In short, music imitates the refinements of nature by embodying numero sonoro. 6 This remarkable scheme permits Zarlino to unite the speculative, philosophical, aesthetic, and technical aspects of music into an organic whole. 

Zarlino also discusses the soggetto in such a way as to intimate analogies with art and literature, analogies based on technical‐ aesthetic ideals. Counterpoint grows out of a soggetto della compositione—a musical theme. Zarlino's concept of the musical imitation of nature becomes a little complex at this point. A musical theme itself cannot be natural inasmuch as it is an artificial product of the fantasy. But it possesses musical qualities that are natural to it. Its nature affects every detail of musical style, because a good composer will create his piece of music with a view to revealing the latent attributes of the subject. Furthermore, the more superior the style, the more convincing and powerful will be the embodiment of the subject. 

This idea of the soggetto sets the stage for the entrance of an elaborate conceit. Zarlino's detailed explanation of fuga and imitatione presents these two contrapuntal styles in terms of rhetorical figures or tropes. They emerge as ornaments or refinements wrought on sound and correct (i.e. mathematical) procedure. Although imitatione occurs in earlier theory, Zarlino is the first writer to stress the term, probably because of the influence of the artistic notion of imitazione della natura. Haar suggests that Zarlino seems dissatisfied with fuga as a term because it lacks the humanistic and rhetorical overtones of imitatione. 7 Zarlino, of course, envisages both fuga and imitatione as means of attaining a graceful and beautiful style that goes beyond mere correctness. But his most lavish adjectives are reserved for imitatione. By definition, fuga represents a rigorous kind of counterpoint because of its rigid restrictions, and of course, the composer demonstrates his skill and ingenuity in handling these restrictions with good taste. But imitatione, by virtue of its flexibility, offers the composer more freedom of choice. He must therefore possess a greater measure of stylistic flair so that his search for variety pleases by its ingenuity 

and yet lacks eccentricity. Original and tasteful imitatione exercises the composer's innate feeling for elegante maniera. 8 Its fusion of rules and of their subtle working out demonstrates the composer's craft and genius. 

Imitatione, then, is elastic enough to accommodate musical procedures understood as self-sufficient entities to the notion of imitating the text, this last being the third meaning of soggetto in Zarlino's theory. The rather fine nuances of Zarlino's views regarding the third soggetto have been insufficiently stressed in modern scholarship. First of all, we note that words are objective natural models for musical composition. Therefore, the structure of a work must imitate their natural qualities (prosody and grammatical sense) without sacrificing purely musical laws. Now, it is true that Zarlino also talks about the expression of the affections; but in terms of his own argument, this aspect is not connected with imitazione del soggetto della parole. And in this chapter, his notions about affective character will be discussed under another category, one which I call expressivity permitted within the laws of good procedure. In Zarlino's system, imitation of words involves correct declamation, and he makes this very clear in his famous ten rules, rules adapted from Giovanni Maria Lanfranco and in turn adapted by Gaspar Stoquerus. 9 These three writers share a humanist concern for verbal intelligibility. But I must stress at this point that their precepts are not equivalent to radical interest in vivid, pictorial, and affective representation of conceits and passions. 

Because I consider theories propounding adherence to prosody and grammatical sense in traditional polyphony as corresponding to imitazione delle parole, I have created another category to comprise theories championing the deployment of musical elements for affective purposes—that is, expressivity permitted within the laws of good procedure—a category that represents a compromise concession made by conservative and progressive thinkers. Adrianus Petit Coclico suggests such a division in his definition of music: the art of singing and composing in a correct and graceful way. 10 The adjectives recte and ornate can be interpreted as recognition of the scientific basis of music on the one hand, and of rhetorical ornamentation on the other. Coclico emphatically re

jects the old abstract or mathematical methods and instead treats music as a sister of rhetoric, an attitude that clearly points the way to mannerist concepts. Of course, in mature and late Mannerism, rhetorical eloquence overshadows scientific and abstract structural ideals.11
Even those theorists who insist on the mathematical approach cannot avoid admitting that musical materials also serve general expressive purposes. So, Franchinus Gafurius suggests that each composition must suit the text, but he does not demonstrate how to achieve such expressivity except by enumerating the customary list of vague modal characters. 12 As we have seen, Glareanus posits the expressive possibilities of modal combinations. And his disapproval of the penchant for voluptuous sound evident in these mixtures is very relevant to incipient musical Mannerism. Zarlino also discusses similar expressive devices. In true humanist fashion, he begins by referring to Plato's emphasis on the expression of the words. And he goes on to say that the composer must choose his mode carefully, and then accompany the words with appropriate harmony and rhythm. Joyful sentiments call for the tone and major semitone; sad feelings require the minor semitone, minor third, and minor sixth; harsh affections are best served by the major sixth, as well as by the syncopated fourth and seventh. Swift and vigorous rhythm expresses happiness, whereas slow rhythm expresses affliction and bitterness. Zarlino also notes that music without accidentals is sonorous and virile, whereas musica ficta produce soft and languid effects. Lest the composer take these remarks as permission to indulge in excessive novelties, Zarlino warns him that these devices must never offend the senses and reason. His comments are accompanied by musical examples taken from the works of Willaert, the composer to whom Zarlino attributes the rejuvenation of elegant style. 13 
Mannerists disregard Zarlino's plea for temperance. Because they seek startling eloquence, they have no patience with views that codify the ideals of timeless style. In their opinion, progress cannot be denied, and their refinements pave the way for the future. Once restraint has lost its meaningfulness, expressive devices can be used freely and in any exaggerated form required by the vivid conceits of poetry. But even this extreme form of iconoclasm 

has hidden roots in traditional practice. Radical musicians simply transform exceptions to the rule into norms of style. But before describing their approach, it might be helpful to survey those reactionary theorists (reactionary, that is, in the eyes of radicals) who admit the existence of licenses and exceptions. 

Tinctoris permits the repetition of imperfect consonances for the sake of the text. 14 Glareanus allows unusual modal mixtures in connection with startling depiction of the affections. In spite of his repeated admonitions regarding the immutable primacy of sounding number, Zarlino states that some texts inspire nonharmonic progressions and extensive chromaticism. Even his praise of contrapunto con obligo can be construed as recognition of modern rhetorical ornamentation. When the musical repetitions characteristic of such counterpoint express a particular text, their dramatic quality becomes quite prominent. In the hands of mannerist composers of secular music, these exceptions become commonplace. At the end of the sixteenth century, this situation is admitted by Giovanni Maria Artusi when he cites the use of sweet and even harsh dissonances in the madrigals of Cipriano de Rore, Orlando de Lasso, Giaches de Wert, and others. 15 
Conservative theorists, then, permit musical licenses to a greater or lesser extent, provided that the mathematical foundation of correct rules is not too shaken up. Textual exigencies are to be followed; however, they form but one consideration for the compositional act. As mannerists turn their attention more and more to petrarchist and concettist verse, the text assumes primary importance. The underlying aesthetic of radical style can be thus summed up—imitazione del concetto delle parole. In this phrase we witness the deep influence of poetic theory and practice on composers who come into contact with literary notions through courts, academies, and humanist books. Minute and graphic representation of poetic conceits becomes a matter of pride, and composers often advertise their talent for this kind of composition. For instance, in his prefatory remarks to an edition of funereal madrigals, Giulio Bonagionta states that the music therein presents concenti molti proprii alli concetti delle parole. 16 Monteverdi's celebrated apology for the second practice is anticipated as early as 1569 in another preface by Marc Antonio Mazzone. This com

poser considers critics of modern music stupid and ignorant because they do not realize that while the notes are the body of a composition, the text is its soul. Just as the body follows the soul, the notes must follow the sentiments of the words. Furthermore, the composer may even neglect the rules for affective purposes. 17 In the words of Giulio Cesare Monteverdi, l'oratione sia padrona dell'armonia e non serva. 18 
The idea that music should imitate the conceits of poetry inspires composers to match the wit, elegance, and grotesqueness of poetic invention with a barrage of pictorial devices. These can be purely visual eye music or aural figures, and they quickly develop into a stereotyped set of madrigalisms. And this duality has caused some misunderstanding. It is clear that in the minds of mannerist musicians, concrete word painting relates to the imitation of the affections. Poetic enargeia is transformed into an aesthetic for eloquence in music. As I have stated previously, this aesthetic is widely promulgated by humanist writers. By imitating the conceits of poetry with pictorial devices, mannerist composers therefore believe that they also express the passions of these conceits in a particularly vivid and moving way. 

The intellectual objectivity inherent in affective representation arises from its link with the imitation of conceits. Just as literary theorists conceive concetti to be rhetorical ornaments of poetic style, so musicians consider visual and aural figures, figures depicting poetic conceits, to be ornaments of madrigalian style. It should be further noted that modern historians err when they classify pictorial devices as realistic. 19 Realism today connotes naturalism, and the highly eccentric representation of words and affections in the sixteenth-century madrigal is anything but natural. In fact, the zarlinian school of theory, which bases its aesthetic on the imitation of nature, criticizes madrigalisms precisely on the grounds that they are unnatural; they distort the perfect art that imitates the inner laws of nature and are therefore very artificial and mannered. Champions of musical rhetoric would admit the artificiality of their aesthetic but at the same time would consider this aesthetic to be wonderful and marvelous—in short, mannerist rather than mannered. Of course, the conservative view forgets that even th

imitation of natural laws idealizes and ornaments nature. The same problems and the same divergent values can be found in theories of the visual arts and literature. 

The theoretical conception and practical use of musical conceits is a complex phenomenon. Purely pictorial word painting consists of eye music whose visual effect depends on esoteric puns grasped only by performers. This tradition is a very old one going back to the Middle Ages; but even then it was viewed as a witty rhetorical trope. Aural figures are more ambiguous inasmuch as they depict conceits and affect the listener. They have a double purpose: to imitate concetti by their graphic shape and to dramatize the affective meaning of the conceits by drawing the listener's attention to them. The effectiveness of aural figures remains a matter of debate to the present day, and this debate not only plumbs the depths of musical aesthetics but also influences assessments of Mannerism. 

Aural figures, then, entail musical shapes based on rhythm and motion: running melismas, sighing contours, unexpected stops, jagged intervals, rising and falling melodies. Such devices concretize aspects of motion contained in the words and dramatize innate gestures implied by the affective meaning of the conceits. Some of them appear in renaissance polyphony as well, but here they are employed as abstract symbols. And they never reach exaggerated proportions that disturb the proper mathematical basis of counterpoint. Mannerists, on the other hand, manipulate such devices until they become stylized components of rhetorical enargeia. To them, they add other startling figures that not only disrupt organic structure but also augment an undeniably dramatic dimension. We must understand that we are here dealing with an illusion —an illusion of affective drama created by the use of these devices. But this illusion appears very real because of the mannerist conviction that music can match the tangible rhetoric of speech. To this conviction we must also attribute the infiltration of soloistic voice treatment within polyphonic procedure, together with its concomitant features of recitativelike declamation and virtuoso embellishment. Mannerist delight in affective dramatization thus leads to the breakdown of the ars perfecta and ultimately to the 

development of the concerted madrigal and monody. In this context, the degree of self-conscious affectation separates mannerist from baroque music. 

Another means of aural eloquence surfaces in the deployment of unusual harmonic progressions. Although precedents exist in the perfect art, the invention and elaboration of a new musical language must be ascribed to mannerist style. Liberal musica ficta, startling hexachord mutation, circle-of-fifths modulation, free dissonance treatment, false relations, nonharmonic intervals, and semitonal melodies all contribute to the astonishing growth of chromaticism. Insofar as harmonic rhythm and shape are concerned, these devices share the characteristics of the aural figures previously described. In other words, harmonic novelties can be graphic and affective at the same time, and are so conceived by most mannerist composers. In isolated usage, audacious harmony merely impresses by its intrusion into traditional sounds. But this aspect of compositional technique also develops into a stereotyped battery of rhetorical ornaments. 

If we take madrigalisms as a group, we then notice a situation analogous to that of music's sister arts. If the affective power of music resides in its ability to surprise, former novelties that have become commonplaces of style must be replaced by newer novelties. Insofar as even the most expressive and convincing compositions retain an element of artificiality, this element arising from the intellectual objectification of imitative-affective principles, such compositions easily stand as models. Thus, the best and worst examples of Mannerism contribute to a self-conscious attitude toward musical achievement. Attenuated stylization is an inescapable feature of maniera. And this quality of contrived rhetoric is cherished by an elite circle of professionals and amateurs who equate connoisseurship with appreciation of the refined and bizarre. Considering this climate, it seems paradoxical that everyone in the sixteenth century insists so much on the expressive power of maniera. Spontaneous reaction to artificial conceits would appear to be a contradiction in terms, but the delicate balance struck between deliberate intellectualism and involuntary emotionalism can be taken as the hallmark of musical Mannerism. Profiled against the musical heritage of the Renaissance, artificial conceits emerge 

as the weapons with which mannerists convince their sophisticated audience of the emotional power of music. Both creators and consumers play the game of willing disbelief. The salient point is that music's expressive capability rests entirely on the objective imitation of conceits and the objective representation of the affections. I have stressed this point because the premise of the mannerist aesthetic remains foreign to twentieth-century philosophy of music, and it requires a considerable effort to understand the issues in their proper historical framework. 

Our search for sixteenth-century formulations of concepts related to imitative-affective style brings us to theories that lie clearly outside the rubrics of music understood as the imitation of natural laws and expressive devices allowed within these laws. Compared to the theorists of ordinary counterpoint who can depend on a weighty tradition, champions of novelty represent a small but vocal minority. Avant-garde theory does not adequately mirror the popularity or extent of mannerist elements as they exist in practice. In the framework of the history of musical thought, however, radical views attest to a growing conviction that new music is far superior to old music. Unlike writers on the visual arts and literature, radical thinkers in music must combat a firmly entrenched establishment that upholds the revered precepts of a perfect art. The latter, as we have seen, furnishes two hints elucidating the impact made by novelty: first, the frequent attacks on modern practice, and second, the exceptions to accepted rules. The first hint casts a violently negative light on maniera whereas the second provides wary recognition of some of its technical refinements. 

Nicola Vicentino presents a detailed and very militant statement on behalf of Mannerism in music. Those aspects of his theory already discussed show that for Vicentino, imitative-affective aesthetics are inseparable from technical features. Considering the date of his work, this amalgam is highly original. Notions about musical expressivity are no longer appended as afterthoughts to the science of counterpoint. On the contrary, they arise naturally from considerations of compositional principles predicated on style. 

Vicentino stresses throughout his treatise that intervals, har

monies, modes, rhythms, and the genera have expressive character. This premise vindicates both his title and his opening remarks— the effetti musicale and dolci concenti 20 of ancient music can be rivaled and surpassed by modern music. In his instructions for composing sweet and harmonious compositions, Vicentino singles out three important aspects of musical eloquence. First of all, the composer must arrange the intervals (in linear succession) al suggietto delle parole. Then, these melodic intervals must be accompanied by appropriate harmonies and by pertinent movements. 21 Vicentino stresses the role of tempo, and distinguishes among four general speeds: slow, medium, fast, and very fast. He also warns the student that the rate of motion can alter the affective qualities of intervallic structures. 22 Most relevant to our present topic is Vicentino's description of the components that make up good, bad, and indifferent effects. The good type arises from excited intervals accompanied by excited harmonies and fast movement, or from sad intervals accompanied by sad harmonies and slow movements. Any combination of opposites will produce a bad effect because the expressive elements contradict each other. His final illustration is a striking commentary on mannerist opinions of ordinary style. Vicentino states categorically that if the composer mixes sad and excited elements throughout a composition, the effect is neither good nor bad; it is at best confused. 23 If we compare this evaluation with Zarlino's advice to mix interval species and rhythms in order to achieve variety and harmonious composition, the widely divergent views of conservatives and radicals about bella maniera emerge with particularly strong force. 

Vicentino also repeats Ramos's division between devout stability and mobile joyousness. But this general declaration, which refers to basic mood evocation, relates to the motet. 24 Secular music, by way of contrast, features minute word painting and rapidly changing expressive effects. It is in this context that we must read Vicentino's famous summation of the aesthetic premise behind mannerist style: 

For music is written to a text and is made solely to express the conceits, passions, and affections of the words with harmony. And if the words speak of modesty, the composition should proceed modestly, and not in 

an infuriated way; and if they speak of joy, the music must not be sad; and if of sadness, it should not be composed gaily; and when they are bitter, it should not be sweet; and when sweet, it should not accompany them differently because they will seem distorted from their conceit; and when they speak of swiftness, it should not be slack or slow; and when of standing, it should not run; and when they demonstrate going together, the music should be arranged so that the parts are joined with a breve because the latter is more obvious than a semibreve or minim.... 25 
After continuing with still more concrete advice, Vicentino concludes that careful observance of all his recommendations enables the composer to produce una bella maniera. It is in relation to the above comments that Palisca makes the following observation: "Vicentino's greatest contribution to musical aesthetics was that he replaced the renaissance ideal of harmoniousness and proportion with the baroque ideal of expressiveness." 26 Although many of Vicentino's notions survive in later Affektenlehre and Figurenlehre, his aesthetic better exemplifies Mannerism between 1530 and 1630. His conception profiles the development of a distinct style that takes as its premise the norms of the perfect art of the renaissance, transforms them and distorts them into a convention of affected refinement, and contributes to the ideal of rhetorical power in music, an ideal to be fully exploited by the Baroque. 

References to imitative-affective style in other writings illustrate that Mannerism is a fully mature phenomenon, and that, at the close of the century, it has caused a seemingly irreparable breach between traditional and modern music. This bifurcation lies at the heart of Claudio Monteverdi's celebrated remarks, annotated by his brother, Giulio Cesare. 27 The source is too well known to require detailed comment; I therefore concentrate on its mannerist import. 

Monteverdi takes issue with Artusi's accusation that he composes haphazardly. Had Artusi provided the words for the excerpts he criticized, then everyone could discern the error of his judgment. Monteverdi's style takes the text as its point of departure, and therefore, its dissonance treatment differs fundamentally from that found in the music Artusi values. The attitude exemplified by this rebuttal is typical of mannerist aesthetics, and my interpretation receives support from other comments, such as the list of com

posers supplied to give the second practice a historical tradition. Of special importance is Giulio Cesare's reference to Cipriano de Rore, the first composer to renew the second practice. This fascinating remark suggests that modern music rejuvenates ancient classical ideals (hence the reference to Plato), and that it is the unruly heir of the first practice. To achieve its superior goal, modern music distorts and abandons traditional precepts. Monteverdi states deliberately that modern music is a second practice and not a second theory. He therefore proposes to call his forthcoming treatise, The Perfection of Modern Music, a title that stresses two things: first, modern music embodies the perfection of melody, or the expressive union of word and tone; and second, its premises embrace practical rather than theoretical considerations. 28 
Lest Artusi or any of his conservative colleagues continue to attack modern music on the grounds that imitative-affective devices create a totally absurd style with no musical merit whatsoever, Monteverdi closes his argument with the proposition that the second practice satisfies both reason and sense. When dealing with reason, Giulio Cesare's logic becomes a little fuzzy. His second proof is self-evident only to those who accept the ideal of modern music—to wit, that textual supremacy produces melodic perfection. To those who do not accept it, perfection of melody cannot condone imperfection of harmony. His first proof is manifestly untrue. He claims that modern music uses the consonances and dissonances approved by mathematics. Artusi's and Zarlino's disapproval of novel maniera involves the incontestable fact that nonharmonic progressions, lying outside sonorous number, abound in modern music. Monteverdi's text goes on to say that modern music pleases the senses because textual command over rhythm and harmony results in a total effect that can influence the disposition of the mind. Here he clearly refers to the affective and rhetorical power of the second practice. Self-sufficient harmony alone is incapable of producing extrinsic effects. It can prepare the mind for general moods, but it cannot express extramusical things. Zarlino agrees with these ideas, but of course, he evaluates them from a different point of view. 

The preceding notion is clarified by one concrete excursus. Giulio Cesare points out that in the first practice, harmony remains 

the same regardless of the variety of compositions and genres. Its abstract and immutable laws do not allow it to follow the text. This idea will recur in our discussion of maniera. Monteverdi concludes that the second practice, a term which he claims to have invented, builds on the foundation of truth. In other words, it is not a false practice favored by inept musicians. Even if Monteverdi's defense seems insufficient, his brother emphasizes that in his day, discerning people admire only a style of music that admits the command of the words. Thus is Artusi summarily dismissed as a carping pedant. 

While on the subject of Monteverdi, we should remember that in one other instance this composer talks about a new style of music based on reviving a forgotten ancient practice—the stile concitato. Monteverdi indicates that in his reading of classical philosophy, he encountered the concept of the three main passions: anger, moderation, and humility or supplication. These mental states were paralleled by the three ranges of the human voice, and by three styles in music (concitato, temperato, and molle). Turning to music of the past, he found only examples of the soft and moderate styles. Monteverdi then set out to rediscover the agitated style, on the theory that opposites move the mind with greater force. It is significant that the same aesthetic idea underlies excessive mannerist devices in literature and the visual arts. Monteverdi cites the Combattimento di Tancredi e Clorinda as his first attempt in stile concitato, and explains that he chose this section of Tasso's epic for specific reasons, principally its representation of antipodal passions in startling proximity. Now that the stile concitato has become a norm for contemporary music, Monteverdi writes this preface so that the world might know that he invented a new style. 29 Monteverdi's explanation of stile concitato falls squarely in the mannerist framework, and his music, replete with vividly pictorial, even grotesque, moti di cavallo and moti di guerra, represents a striking exemplar of both the strengths and weaknesses of this aesthetic. One scholar warns us against overplaying the significance of this preface because its appearance is ex post facto to the musical event. 30 Since documents concerning the writing of the preface do not exist, we can only speculate about the reasons that prompted Monteverdi. It may very well be that he arrived at 

this style through an intuitive response to the problems of setting a particular text, and that someone else later pointed out to him the classical authority by which he could name and justify it. Whatever the case may be, Monteverdi's obvious pride in his personal invention can be taken as another manifesto of the mannerist outlook. His preface also illustrates another typically mannerist ploy—vindicating novel stylistic extravagance by claims of rejuvenating ancient practice. Both his words and his music attest to the vitality of maniera in the early seventeenth century. They represent the last great flowering of Mannerism in music. 

Furthermore, Monteverdi's Combattimento spans the realms of vocal chamber music and theatrical presentation, and thus it serves as an indicator of a general trend. The imitative-affective devices of modern music, bolstered by notions of rhetorical eloquence, force increasingly dramatic qualities on to the lyrical premises of polyphony. What begins as a refinement of the perfect art of counterpoint soon evolves into a drastic distortion of this style. The final result of this trend is the emergence of the solo voice accompanied by instruments. At this point, the musical conceits of the polyphonic madrigal come under fire from two camps: the reactionary adherents of traditional counterpoint who feel that affective maniera has gone too far, and the radical champions of monody who feel that affective maniera has not gone far enough. Strangulated in this vise, rhetorical polyphony dies in the most elegant and graceful tradition of mannerist demises, but not without leaving behind a legacy for the future. 

For some eighty years, the dramatic novelties grafted onto the polyphonic madrigal are nevertheless hailed as stellar achievements of stylistic progress. Adriano Banchieri's statement sums up the mannerist position. Older composers wrote perfect contrapunto osservato, but their music contains no verbal expressivity. Modern composers of contrapunto commune breathe life into polyphony by emulating the perfect orator. Their eloquent music imitates the affections of the words with harmony. For this reason, modern music delights not only the composer, but also the singers and audience. 31 Here we have two salient requirements characteristic of Mannerism. Music is now a vehicle for virtuoso display by singers, and this virtuosity produces audience-oriented music. 

Both requirements derive from the inherently dramatic aspect of imitative-affective ornaments. 

Because the depiction of the text justifies musical experiments that transcend and break traditional rules, it also explains the greater genius of composers who explore effetti meravigliosi. Rhetorical ornamentation contributes to an aesthetic of creative excellence based not on the observance of the rules, but rather on individual talent, innate genius, personal idea, and inspired poetic furor. Music has moved out of the sphere of quadrivial science into that of the rhetorical trivium. Of course, mannerists hail expressive devices as testimony of their iconoclastic originality. But a trend toward systematization evident in the early seventeenth century manages to gather these willful eccentricities into a docile scheme of musical rhetoric. These schemes first appear under the rubric of musica poetica, in itself a suggestive term, and develop subsequently into the Figurenlehre and Affektenlehre of baroque theory. 

Coclico calls the composers of traditional counterpoint the mathematici. Their opposites, the poetici, are the most modern exponents of expressive style. The humanist bias of this statement is obvious, and Coclico's encomium of musical poets could be a covert attack on the authority of Boethius who held the genus poetarum, the makers of songs, in such low esteem. 32 Giovanni Spataro's and Pietro Aaron's belief that composers are born with talent as are poets also reflects humanistic emphasis on expressivity in music. But humanism in musical theory, supported by the printing technology, also fosters the aristotelian notion of the composer as a fabricator of the perfect and absolute work of art. The phrase is first coined by Nicolaus Listenius, who is also the first in a line of German theorists to use the term musica poetica as an aesthetic‐ technical category. 33 
Simply put, musica poetica means a theory of musical composition. 34 But the matter is not so simple as it appears on the surface. Listenius's three branches of music seem to be nothing more than an attempt to clarify meaningful terminology and to introduce musica poetica as a more fashionable alternative to arte sive scientia contrapuncti. However, musica poetica subsumes more than the ordinary concept of contrapuntal craft; it refers 

really to the art of composition. As we have seen, this humanist idea of composition develops from stylistic considerations, and style, or maniera, is inseparable from expressive content. Thus, it is not inappropriate to call Vicentino's fourth book on musical practice, musica poetica. 35 Most important of all, theories of musica poetica are frequently couched in descriptive and prescriptive terms borrowed from literary rhetoric. The significance of this vocabulary has yet to be investigated in any systematic way. From what we know of this subject, it seems clear that rhetorical figures function as convenient means of describing features of style in an admittedly artificial, hence, self-conscious, manner. 

Treatment of some musical figures or devices, garnished with authentic or transmogrified classical names, appears intermittently in a number of sixteenth-century treatises. But I shall limit the discussion to Joachim Burmeister's work, which presents a complete and systematic exposition of the art of counterpoint in terms of rhetoric and style. Its sixteen chapters begin with the rudiments of music and culminate in a detailed exegesis of expressive and structural techniques. He defines musica poetica as "that part of music that teaches one to write vocal music, joining the sounds of melodies in harmony adorned by various periodic affections to turn the spirits and hearts of man to different emotions." 36 Burmeister divides musical style into four categories. The stylus humilex uses smooth intervals and consonances. Its opposite, the stylus grande, is based on large leaps and numerous dissonances. Between these two extremes there lies the stylus mediocre. A fourth category, the stylus mixtus, freely combines elements of the previous styles according to the affections of the text. 37 Given the discussion of sixteenth-century ideals presented in this chapter, it should not be necessary to stress that the fourth category represents the best style. Indeed, Burmeister selects Lasso as the ideal stylist for students to emulate, precisely because he adheres to the stylus mixtus. 38 And although most of Burmeister's examples are culled from church music, their characteristics can be found in secular genres as well. 

Burmeister's figures, labeled with rhetorical names wherever possible, fall into three groups: figurae harmoniae (sixteen), figurae melodiae (six), and utriusque figurae (four). Twelve are clearly 

formal or structural, and fourteen have expressive connotations. 39 The formal figures describe matters of artistic structure; they therefore function as ornaments that transform correct counterpoint into stylish style. Out of the twelve, seven are harmonic, two are melodic, and three belong to the category combining both aspects. Among the traditional ornaments of correct counterpoint we may include imitation (fuga realis), canon (fuga imaginaria), double fugue (hypallage), fugue with two themes (metalepsis), syncopation (syncope or synaeresis), and Faux Bourdon. Of newer vintage are musical embellishments such as incomplete fugue (apocope), dissonance at cadence points (pleonasmus) or permitted by voice leading (parrhesia), double-choir repetition of homophonic passages (anaploce), full consonant sonorities (parembole), and sequential harmonic repetitions (congeries). 

Needless to say, the expressive figures provide a catalog of the devices associated with nuova maniera. They include a set of figures describing various kinds of homophonic textures: a single homophonic passage in the midst of counterpoint (noema), a double noema (analepsis), two repeated homophonic phrases on different pitch levels (mimesis), a double mimesis (anadiplosis), and varied repetition of a homophonic passage in ascending motion (auxesis). Two figures pertain to dissonances—the first (symblema or commissura) to the affective use of passing notes, and the second (pathopoeia) to the affective use of chromatic semitones. Burmeister also explains the rhetorical function of the general pause (aposiopesis), the overstepping of modal limits (hyperbole and hypobole), as well as three kinds of repetition: melodic ( pallilogia), ascending sequences (climax), and partial repetition of some voices in a complex (anaphora). 

The above excursus covers all but one of the figures, hypotyposis. This one deserves special attention inasmuch as Burmeister's definition is somewhat problematic: "Hypotyposis is that ornament by which the meaning of the text is revealed in such a way that whatever [elements] are hidden in the text and lack soul and life, seem to be endowed with life." 40 Ruhnke suggests that hypotyposis involves the musical representation of abstract ideas (a kind of emblematic symbolism) rather than word painting. 41 In the Lasso example quoted by Burmeister, however, we find the 

following features: a melisma under Laetatur cor, triple meter under gaudebit, busy counterpoint under laborem, and long notes under dolorem. Considering this excerpt and Burmeister's definition, it is more likely that hypotyposis is the means whereby composers achieve vivid musical enargeia. Thus hypotyposis corresponds to imitazione del concetto delle parole, and in this sense, it is a broad aesthetic trope covering other individual figures or concrete effects. 

Nine harmonic, four melodic, and one harmonic-melodic figure comprise a total of fourteen expressive devices. They can be found in polyphonic works ranging from progressive examples in traditional style to radical experiments in avant-garde style. Burmeister appears particularly taken with homophonic passages in various dramatic sequences. Noema and analepsis appear often in the works of Josquin's generation where they serve both structural and mildly expressive purposes. It is indicative of mannerist procedures that these techniques should be exploited for their rhetorical power and developed into mimesis, anadiplosis, and auxesis. Repetition also contributes to eloquent effects, one of which is called climax. Although Zarlino discusses pertinacie, he ignores their extramusical potential, a potential that will be realized in mannerist style. Exceeding the modes for affective considerations is recognized by Glareanus, and the new mannerist emphasis on these devices can be seen from Burmeister's terms. He is also the first to stress the dramatic quality of pauses, devices often used and abused in mannerist music. Finally, Burmeister's explanation of word painting and chromaticism (hypotyposis and pathopoeia —literally, the making of patterns and pathos) clearly demonstrates how mannerist aesthetics survive in baroque doctrine. The actual influence of this theorist on subsequent writers must await more detailed study of early baroque sources. 42 The same holds true for his concepts in relation to rhetoric in contemporary and earlier writings on literature and music. Most scholars agree, nevertheless, that Burmeister contributes to the heritage binding the Renaissance and the Baroque, 43 a heritage, it seems to me, that is best understood as a period of Mannerism

Singing and Ornamentation
Documents reveal that in the Renaissance, musicians received their education first as singers and then as masters of the science of counterpoint. Before the advent of printing and the full impact of humanism, theorists assumed the existence of a master-pupil apprenticeship and therefore felt free to omit certain topics. Because sixteenth-century writers are preoccupied with producing complete and systematic books, they incorporate previously unwritten practices and knowledge gained in the studio or on the job, as it were. Thus they rationalize in print the didactic relationship between the training of singers and composers. 

The topic of improvised ornamentation becomes an issue of cardinal importance in the work of Adrianus Petit Coclico. We have already noted that he relates music to rhetoric, and from this position comes his focus on "correct and beautiful singing as well as artificial, sweet and colored delivery." 1 In Coclico's view, the salient aspect of a singer's art is his mastery of alluring cadences (clausulorum lenociniis), that is, ornamenting simple cadential patterns with elegant diminutions. 2 To aid the student, he includes several examples of embellished cadences supposedly taught by Josquin des Prez as well as others presumably of his own invention. The chapter concludes with two French chansons by Claudin de Sermisy and his own motet, all replete with ornamentation. Disregarding the dubious attribution to Josquin, the examples demonstrate Coclico's interpretation of typically renaissance procedures. In the ornamented passages, either the first or last note corresponds to the original version. The ornaments themselves do not seem very inspired and comprise a limited repertory of stereo

typed patterns, labeled variously as "elegant," "colored," "spicy meat," or "meat seasoned with salt and mustard." 

Now, the art of diminution represents one of Coclico's justifiable claims to novelty. Along with the art of improvising counterpoint on a given tune, an art that is closely connected to ornamented cadences, this practice raises the musician to the rank of poet. Such an artist not only creates music by extemporary procedure, but also delights the audience with the beauty of his voice and with the artistry of his voluptuous ornamentation. He becomes an orator. This implicit idea prefigures the mature phase of Mannerism when the virtuoso singer reigns supreme. Because of the breath control and sheer physical vigor required by excessive embellishment, boy sopranos and falsettists are quickly supplanted by female singers and a new phenomenon, the male castrato. It is significant that the castrato first appears in the Papal Chapel in 1562. The subsequent craze for this voice type, a fad that invades baroque opera, can be attributed to the mannerist love of artificiality and stylization. 3 
Apart from furnishing evidence for the new social prominence of solo singers, Vicenzo Giustiniani makes other interesting observations in his book. He notes the growing emphasis on solo singing and the development of a musical style tailor-made for professional display; these phenomena produce a milieu in which connoisseurs have been transformed into appreciative listeners for a new class of wonderful singers. Giustiniani concludes that music has reached an unusual and almost new perfection. 4 This short statement reveals yet another facet of mannerist aesthetics: refinement whose zenith of perfection is both novel and startling. Manneristic stress on elegant stylization in singing also emerges from Giustiniani's comments on singers. After describing the styles of specific virtuosos, such as the men from Naples, the famous concerto delle donne in Ferrara, 5 Roman and Florentine singers (especially Vittoria Archilei), 6 Giustiniani offers a very pertinent comment: it is possible for a singer to have a poor voice and a graceful style. 7 In typical mannerist fashion, he attributes maniera to natural talent rather than to art. 

Giustiniani ascribes the invention of a reformed solo style to Giulio Caccini who, in his words, has abandoned the unpolished 

and exaggerated embellishments of earlier practice with the result that in Caccini's compositions, the words are clear, and graceful ornaments enhance the poetic thought. Giustiniani concludes this encomium with a general pronouncement—solo style has been so perfected that nothing remains to be added. 8 It is well known that Caccini himself, when writing about solo singing, favored a subtler kind of ornamentation; nonetheless, modern scholars find that his songs frequently embody the mechanical roulades of textbook notoriety. 9 
The appearance of a specialized class of virtuoso singers has important repercussions on the musical scene. Their popularity inspires composers to create a style for their exclusive use. Herein lie the roots of the fabled tyranny of singers. Their demand for dazzling passaggi and gorgie brings about two changes in the music then being written. On the one hand, composers begin to incorporate ornamental figures into their written style, thereby distorting a balanced polyphonic idiom. This point is made explicit by Giustiniani. And in this regard, we note an assessment made of Luzzasco Luzzaschi's concerted madrigals for the Ferrarese ladies—"among the most extreme examples of the rather tiresome sixteenth-century art of diminution." 10 On the other hand, these singers strongly influence composers of unaccompanied polyphonic madrigals. Florid diminutions penetrate the texture of the works of Giaches de Wert's eighth book (1586) as well as Benedetto Pallavicino's fourth book (1588). For the same reason, Claudio Monteverdi explores free dissonances in the florid sections of his madrigals from the fourth book on. Both the sociological and the musical prominence of virtuoso singers are such that every pupil aspires to fame, and the ensuing educational crisis is solved by the rationalization of "spontaneous" ornaments in instruction manuals. This rash of books reduces an inspired and improvised art into a pedantic and often ludicrous system of technical excesses. 11 The parallels to art and literature are striking. 

Ornamentation provides two salient influences on the development of mannerist style; first, the rise of virtuoso singers, whose startling acrobatics satisfy the current love of effetti meravigliosi; and second, the use of an array of iconoclastic dissonances that drastically alter the traditional rules of counterpoint. It is true that 

diminution and dissonances in instrumental music also help the incipient definition of a new musical language. But the most audacious features in instrumental harmony are linked sociologically as well as musically to vocal style. Furthermore, the development of instrumental music is by and large not impeded by the opposition of conservative theory, whereas the conflict between old and new styles takes place in the realm of vocal music, and especially, the mannerist madrigal. At first, the improvised art of ornamentation does not figure prominently in the controversy over unorthodox music. Most theorists, like Zarlino, are content to caution against overly florid embellishments. 12 But when the techniques of gorgia are absorbed into the vocabulary of written concertato style, the battle lines are clearly drawn. Critics such as Giovanni Maria Artusi in effect fight a rearguard action against modern practice. And my thesis posits that this maniera, and all it entails, helps transform the ars perfecta of the Renaissance into the various styles and genres associated with the Baroque. 

The literature dealing with ornamentation presents a confusing picture of vaguely defined terms, ambiguous usage, and even indiscriminate mixture of performance media. Most treatises of the late sixteenth century explain extremely elaborate and difficult figures that dissolve notes of the original melody into brilliant runs and turns of all kinds. Although these ornaments adhere to principles similar to those described by Coclico, they make his illustrations seem like child's play. This situation is evident in one of the earliest manuals written by Girolamo della Casa, a singing teacher, a manual describing improvised trills (groppi), tremolos (trilli), and the more extravagant art of coloratura passaggi. 13 Giovanni Bassano's precepts and examples further demonstrate the growing virtuosity of ornamentation that now includes dotted rhythms and wide leaps. 14 Lodovico Zacconi stresses the importance of sweet and effective rendering by singers whose artistry makes good composition all the more enjoyable. In his view, the most modern and perfect composers write in a style that allows singers to display their enticing wares. And these wares consist of vocal embellishments. His examples of gorgia technique range from simple intervallic fillers (accenti) to elaborate twisting runs (vaghi). Zacconi also makes a significant statement to the effect that in his day, 

singers win public favor and professional esteem only if they are masters of this art. 15 
After 1592, writings in this field concentrate almost exclusively on solo virtuosity. Singers may change one voice from a polyphonic complex to a highly ornate version sung with instruments, or they may compose their own melodies for this purpose. This dual method is made clear in the title of Giovanni Luca Conforto's treatise. 16 A falsetto singer himself, Conforto naturally propagates his personal technique, and his excessive gorgia style, which even entails harmonic alterations, is attacked as an abuse by Giustiniani. 17 Rampant complexities in the new dazzling style of ornamentation are also amply illustrated in Giovanni Battista Bovicelli's work. Even though this writer talks about tasteful application of ornaments, his extreme examples fall into the category of showpieces. It is also interesting to note that Bovicelli is the first theorist to attempt a description of accelerated tempo in trilli, groppetti, and passaggi. 18 Because of the intricacy involved in these types of ornaments, Adriano Banchieri stipulates that gorgie must be used only in solo singing with instrumental accompaniment. He introduces an element of systematization by dividing the techniques of gorgia into two kinds: accenti and fioretti, corresponding to simple and complicated ornaments. 19 
My purpose in describing briefly the preceding handbooks is not to give a history of ornamentation, but rather to provide a context for evaluating the innovations featured in Caccini's system. 20 The very fact that his publication comprises newly composed monodies for solo voice and instrumental accompaniment is sufficient reason for calling it New Music. But the mannerist ideal of novelty goes deeper. Caccini states that his purpose is to reveal the secrets of the noble manner, or style, of singing, a manner forgotten by singers and composers alike in their inordinate love of running divisions that only maim the music. 21 He also wishes to rectify the confusion surrounding the proper way to perform trilli, gruppi, esclamazioni, and il crescere o scemare della voce. Caccini further indicates that from discussions he heard in Giovanni de'Bardi's Camerata, he came to realize that polyphony puts the text in a subordinate position, lacerating the poetry and ruining the concetto of the verse. Even solo songs of his time are deficient 

because they submerge the text beneath a proliferation of divisions. The vulgar love this style. By inference, refined connoisseurs find it boring and inexpressive. His precepts are aimed at remedying both ills, ills that reflect a state of decadence. 

First of all, Caccini tackles the aesthetic premise of his new style, the nobile sprezzatura del canto. From a compositional viewpoint, it relies on novel treatment of dissonances in the melody. From the viewpoint of performance practice, it posits new criteria for the use of ornaments. Florid ornaments, such as gorgie and the like, which belie the passions and only tickle the ear, must be carefully restricted to the lighter sentiments, and even in such cases, they are acceptable only on long syllables and at cadences. On the other hand, short ornaments, such as accenti, contribute to a passionate manner of singing that is appropriate for serious and affective verse. Caccini also mentions in passing that his songs are considered superior to solo versions of polyphonic madrigals. From his comments, we can conclude that sprezzatura arises from his personal style (maniera) of using written and spontaneous dissonances. The term indicates, moreover, that Caccini realizes his dissonance treatment does not adhere to the rules of counterpoint. Nobile sprezzatura imbues this novel technical feature with a noble aesthetic idea—expressing the conceits and the passions of the text without undue excesses. 

Of course, Caccini's new style of monodic composition should be matched by a noble manner of singing, a maniera that also entails sprezzatura. According to this ideal, the singer must alter note values and rhythmic patterns in infinitesimal ways to suit the conceits of the words. With this subtle practice, he achieves an excellence that arises from graceful negligence. He must also cultivate clear intonation as well as a natural rather than a feigned voice; these two skills allow the singer to vary dynamics and tempo, both of which are important elements of Caccini's ornamentation practice. Caccini concludes with the comment that feigned voices can never attain the noble manner of singing. Until recently, this passage has drawn insufficient attention. One aspect of sprezzatura is identified correctly as the difficult art of rhythmic and dynamic flexibility, an art that frees the singer from the written notes. But the other aspect of the noble manner of singing 

refers to a new way of producing the voice. 22 This fundamental innovation abandons the falsetto in favor of the natural full voice, known today as the "mid-voice." The mid-voice possesses a ring and brilliance ordinarily lacking in the falsetto, or feigned voice as Caccini calls it, as well as a natural vibrato that facilitates uniform control over the singer's entire register. The point is that in Caccini's day, the noble manner of singing required a very striking and contrived voice type. In the context of his time, the nobile maniera di cantare represents a delightful mannerist novelty. 

Caccini's exposition of desirable ornaments, then, depends on this new element of the poised mid-voice. Apart from this element of mannerist novelty, his description of some embellishments also reveals mannerist values. For instance, Caccini lists two accepted manners of stylized intonation. The first entails beginning a third below the note and rising up to it, a technique corresponding to improvised accenti. 23 Caccini rejects it on two counts: it produces indiscriminate dissonances and, more important, it has become a tedious commonplace. The second manner entails beginning on the note itself and then increasing its dynamic level. Caccini recommends this method because it is still relatively unusual. At this point, Caccini admits that he always searches for novelty that delights and moves the affections. He therefore suggests yet a third way of intoning. In this manner, one sings the note and then immediately decreases its dynamic level. The element of surprise should be obvious. And Caccini makes this clear in stressing that if one sings softer on the initial intonation, a subsequent increase in dynamics then appears extremely passionate. In Caccini's system, l'esclamazione is one of the principal devices for moving the affections, and its efficacy is greatly augmented when it follows his third manner of intonation. Clearly, these effects require a voice of considerable flexibility, and Caccini comments that crescendos are particularly insufferable in falsetto voices. It is equally evident that his new ornaments are based on mannerist values. 

Caccini's noble style of solo songs brings up the subject of theories of monody and the circles from which they emanate. Conceptions of monody and their relationship to early opera form a perplexing network of notions that bespeaks a highly experimental and fluid milieu. Technical, aesthetic, and sociological problems 

are further exacerbated by the petty rivalry of not one, but three, identifiable groups in Florence. 24 The earliest of these is the Camerata proper, a typically mannerist academy that congregates at Bardi's home between roughly 1575 and 1582. This informal salon, composed of Giovanni de' Bardi himself, Vincenzo Galilei, Piero Strozzi, and Ottavio Rinuccini, indulges in casual discussions on science, poetry, astrology, and of course, music. In the latter field, these men concentrate on solo monody as the means whereby it is possible to revive the marvelous effects of ancient music. 

The gist of the Camerata's views can be gleaned from Bardi's letter to Caccini. Like all champions of new music, Bardi starts with a rejection of established style. After citing Plato's definition of music and the innumerable marvelous effects described by ancient authors, Bardi dismisses sixteenth-century polyphony in terms which are remarkably similar to those employed by Galilei. The art of good singing, by implication far superior to counterpoint, comprises ensemble or solo performance. For ensembles, Bardi recommends blending the voices, ornamentation in strict time, and a reserved style of production. He does not describe the music, but one can suppose that he refers to contrapunto commune. The soloist, of course, may take liberties with tempo and rhythm. These liberties should serve the noblest aim of the singer —to express exactly the affections of the song with all the suavity and sweetness he can muster. Dolcezza in voice and melody represents the most important aesthetic foundation of good singing, and in Bardi's estimation, Caccini is unsurpassed in this regard. 25 The remarks of this patron suggest two things about the Camerata's ideal. First, its members wish to vindicate solo melody for its own sake, and second, they wish to vindicate the sweet voluptuousness of the solo voice. Admonitions for correct prosody and declamation take on secondary importance, because the very medium of solo singing without elaborate gorgie ensures textual clarity. We can conclude, therefore, that pure recitative style and striking dramatic quality do not figure prominently in the kind of monody prized by Bardi and his colleagues. 

Bardi's letter also reveals another fundamental theme in the talks of the Camerata—namely, the dispute between the relative merits of ancient and modern style. Whereas earlier mannerists 

abide by the belief that their stylistic refinements raise polyphony to that level of affective power characteristic of ancient music, the Camerata stands for outright rejection of counterpoint on the grounds that it cannot even approximate this fabled excellence. The main source for this viewpoint, the last in a line of progressive ideologies, is the great humanist, Girolamo Mei. Mei had many academic affiliations, among them the Accademia degli Alterati. 26 His approach to music departs from the premises of aristotelian mimesis. What is most interesting is that Mei adopts this notion in conscious opposition to Zarlino and his followers, whose theories stress numerical proportions as the common link between nature and music. In effect, Mei rejects this concept by defining musical imitation in terms of rhetoric. The very fact that polyphony must obey the laws of sonorous number renders it incapable of imitating the passions. And this superior goal can be attained only by the solo song. Palisca characterizes Mei's influence with the following statement: "In a time of experiment, uncertain esthetics and academicism, Mei ignited the imagination of the influential men of Bardi's Camerata and inspired them to refashion the languishing and casual salon art of monody in the image of a noble and cultivated art of the past." 27 The above quotation, admirable in its summation of the monodist approach, alerts us to the mannerist premise behind it—self—conscious stylization. 

Galilei was first apprised of Mei's research into ancient music in 1572, and the two men corresponded between that date and I599. 28 Mei's patient letters eventually turned Galilei into an acrid critic of Zarlino and an ardent exponent of monody. The fruits of his labors finally appeared in a somewhat garbled version in Galilei's Dialogo della musica antica e della moderna (1581). In the course of his letters, Mei describes the techniques whereby ancient solo song expressed and aroused the passions; in addition to fidelity to the metric structure of Greek verse, this music utilized the three ranges of the human voice and the three degrees of rhythmic motion. In fact, the effective deployment of these elements constituted the ethos of the ancient modes, so greatly misunderstood by contemporary musicians. Furthermore, the Greeks recognized three modes of melodic composition, modes which were allied to three styles: the grand manner proper for elevated effects; the 

restrained manner appropriate for love and lamentation; and the serene manner for tranquil, hymnlike effects. 29 
Galilei transforms Mei's quiet scholarship into a petulant polemic against polyphony. His negative attack is telling, but his description of monody lacks both originality and systematic organization. Reflecting the general views of the Camerata, Galilei neglects the problem of tragedy recited to music and stresses monody as a vehicle for natural declamation and beautiful melody. He first cites Plutarch's comment that the modes must relate to the affections of the words, and then remarks that music was invented in ancient times for one sole reason—to express the conceits of the soul with great efficacy. 30 By itself, this statement is hardly remarkable and merely echoes earlier mannerist mottoes concerning imitative-affective music. But Galilei continues to the effect that in ancient music this aim was attained by the exploitation of the solo voice accompanied by the lyre or cithara. 31 It is at this point that Galilei's argument diverges from the mannerist aesthetic of the polyphonic madrigal. He notes that ancient poets and musicians were usually one and the same, and that performers recited their verse to an improvised melody. Galilei readily admits that this custom still exists in his day in the solo recitation of poetry with the support of a lute or keyboard instrument. 32 However, one receives the distinct impression that this type of improvised performance is not very highly rated by Galilei. This theorist really wishes to restore the place within res facta improperly usurped by counterpoint to the composition of melody. Modern counterpoint operates on the worthless principle of pleasing the ear and thus has lost the marvelous effects of ancient vocal practice. Galilei does not deny that some elements of ancient harmony survive in contemporary counterpoint; however, they have been debased by a false and pernicious aesthetic. The attempts of more radical style (i.e. the imitative-affective madrigal) to express the text are at best puerile. For these reasons, learned men of superior judgment prefer the simplicity, virility, and gravity of the solo song. 33 So much for Galilei's aesthetic view. 

As for practical advise to contemporary songwriters, Galilei recommends that they imitate classical orators whose art can be discerned, to some extent, in modern performances of spoken 

drama. If the composer ignores the immoderate laughter of actors, and instead observes their graceful manner of using voice ranges, accents, gestures, and rhythms to portray character, he then penetrates the secrets of ancient style. 34 Here it seems that Galilei is arguing for increased dramatization in the vocal medium. But the full implications of his notion are not realized until the first essays in the dramma per musica, a genre in which Galilei shows no interest whatsoever. In the chamber monodies cultivated by the Camerata, we can discern two incipiently divergent styles; but the distinction between them becomes clear in the seventeenth century. One style, called the solo madrigal, stays close to the imitative‐ affective devices of through-composed, affective music, and it uses many of the devices associated with the much-denigrated madrigal. The other style, the aria, is a strophic song in which beauty of melody takes precedence over recitative principles. From the context of his entire treatise, we conclude that Galilei militates for rejuvenating the second style. This is the implication of his statement to the effect that in ancient times, harmony meant the beautiful and graceful procedure of the aria of the song. 35 
Partly from mannerist arrogance and partly for polemic reasons, champions of monody claim they are the first musicians to have discovered the true nature of ancient music. Exponents of traditional counterpoint are cast in the ungrateful role of pedantic reactionaries who base their rules on ignorance and poor scholarship. Of course, monodists fail to see that their own interpretation of how one revives ancient practice is just as fanciful. And because Zarlino seems to be the most respected figure among conservatives in the last half of the century, he automatically becomes a target for ridicule by the radicals. His critics conveniently overlook those portions of his treatise that demonstrate the depth of Zarlino's humanist learning and musical sensitivity. 

Zarlino presents quite a perceptive comparison between ancient and modern styles. At the outset, he repeats the traditional notion of progress leading to the music of his day. Ancient music was predicated on simple and somewhat crude principles; its theoretical literature shows that it suffered from an impoverishment of consonances. Because modern counterpoint contains more consonances, it naturally embodies great heights of refinement in the 

development of musical vocabulary. It is the perfect art to which nothing can be added. From this historical fact alone, Zarlino believes that one can deduce the imperfection of ancient harmony. 36 After a digression on Pythagoras, 37 Zarlino brings up the paradox that prompts so many mannerist experiments. If ancient music was so imperfect, his readers may find it impossible to believe that it could imitate vivid affections as recounted in classical sources. And he freely admits that modern polyphony, in spite of its musical perfection, does not produce such marvelous effects as those credited to ancient music. How does one, then, resolve these incompatible facts? Zarlino proposes to proceed from the thesis that ancient music did indeed express the passions in a manner unknown to modern style. And this despite the imperfection of the former and the perfection of the latter. 38 
Zarlino builds up his argument by first describing ancient practice. Greek musicians used solo melody. They recited their tragedies and comedies to musical song; dance and mime took place at the same time as this recitation, and instruments were chosen to suit the mood of the scenes. 39 At this point Zarlino cannot refrain from throwing a dart in the direction of mannerist pride: modern upstarts who base their cult of fame on their imitation of ancient style are guilty of gross temerity. The stupidity of their notions is shown by the incontrovertible fact that modern counterpoint cannot paint warlike weapons, nor move the listener to violent or peaceful feelings and actions. However, this mistaken view does not mean that both ancient and modern praise of Greek music as an eloquent art is unjustified. Lest his readers conclude that ancient marvelous effects are purely fictitious, Zarlino examines the grounds for their existence. He isolates four elements and stresses that all four must be present in musical composition in order for it to imitate and arouse the passions. The first is melodic harmony, the mathematically sonorous deployment of intervals. The second, number, is determined by the verse and is therefore called meter. Narration of a story, which depicts customs and characters, comprises the third element; it can be referred to as speech or oration. And the fourth requirement is a well-disposed subject whose nature responds to musical recitation and submits to the arousal of passions. 40 
aving listed the four cardinal elements of ancient art, Zarlino can now make his point. Because modern polyphony depends solely on harmony, it is incapable of producing extrinsic effects. Harmony may dispose the mind to experiencing certain intrinsic, general affects, such as gaiety or sadness. However, beautiful counterpoint, which imitates the numerical harmony of nature, only arouses a feeling of pleasure in its proportions. 41 These statements represent the crux of Zarlino's aesthetic concerning the perfect art. It imitates the inner laws of nature and thus affords noble pleasure. The affective qualities of modes and harmonies that he describes elsewhere only contribute to a vague emotional appeal. Therefore, attempts within this style to depict and arouse concrete images and objective affections are misplaced; they only distort the perfection of polyphony. 42 
Zarlino goes on to say that when a polyphonic composition combines harmony and meter, it acquires a more obvious ability to move the soul. This situation pertains to the dance which adds extrinsic bodily movements to the intrinsic motion of harmony and meter. The next step, of course, is to unite harmony, meter, and oration. In this instance, the composition expresses character by recounting a story or historical theme. Zarlino avers that it is impossible to estimate the expressive force of this tripartite fusion (in effect, the dramma per musica) because it is nonexistent in modern practice. Finally, he notes that the composition must strike a sympathetic chord in the listener's emotional makeup. Harmony alone can incline the soul to happy or sad moods. Metrical rhythm doubles music's affective power. One assumes that Zarlino would grant more concrete passions to stylized dances on the grounds that their metrical structure suggests unseen movements. 43 However, he insists that these two elements by themselves cannot generate extrinsic passions. This power belongs to oration. Thus, the marvelous effects of ancient musical style depend on melody, the principal medium of oration. 44 
The views presented above should not be interpreted to mean that Zarlino rejects the affective power of all contemporary music. On the contrary, he admits that one kind of modern music can move the affections as did ancient music. To be precise, effetti meravigliosi occur when beautiful, learned, and elegant verse is 

recited by a soloist to the sound of an instrument. The listeners are then moved deeply and inspired to tears, laughter, and so on. As a concrete example, Zarlino cites the recitation of Ariosto's poetry. Ancient music operated in the same way—that is, spontaneous monodic recitation based on formulas. Zarlino also notes that careless composers produce polyphony without any effects at all. They forget that meticulous declamation can give this style a measure of ancient dignity and power. 45 This is the reason he stresses the rules for correct text underlay. But he does not equate this requirement with the dramatic representation of concrete passions. If the latter objective means the destruction of sound contrapuntal procedures, then Zarlino rejects it out of hand. His thesis rests on the eminently reasonable assumption that effetti meravigliosi, admirable in their own right, belong properly to the province of the solo recitation of a narrative. Their presence in ancient music or modern song has nothing to do with the perfection of polyphony. 

This view is made explicit in the work Zarlino wrote answering Galilei's blistering critique. In it he points out that monodists attack counterpoint on two counts: its mixture of musical elements and its self-sufficient rules governing these mixtures. In Zarlino's opinion, however, these procedures are necessary for good contrapuntal writing; they are inherent in the craft. He further points out that in his first treatise, he emphasized that the composer must never neglect the text. He meant to say that within the limits of reason, harmony and number are servants of the words. Therefore, Galilei's criticism is both one-sided and unfair. Zarlino repeats his contention that the marvelous effects of ancient style were related to the solo song, and thus do not in any way vitiate the perfections of modern polyphony. Furthermore, Galilei's advice to composers to imitate orators and actors has nothing to do with counterpoint or even with beautiful melody in song. His recommendation is viable only for the recitation of a dramatic subject. 46 In a way, Zarlino's comments underscore the confusion evident in Galilei's discussion of monody. They certainly establish Zarlino as a perspicacious theorist of musical styles. 

Moderation and sanity in public debates of this period constitute poor weapons for contending with impassioned and flamboyant tactics. As the mannerist belief in progress gains momentum, 

theorists of radical persuasions can afford to be more and more daring. Thus, a truly avant-garde movement at the turn of the century promulgates a new maniera without suffering the fate that hounded Bartoloméo Ramos de Pareja 100 years earlier. Galilei and his cohorts support monody, a new style no longer conceived as a mild or even an extreme distortion of the old, but rather as a complete departure from it that relegates old style to oblivion. Though many musicians acknowledge the existence of two practices, their value judgments imply that traditional counterpoint has degenerated into academic craft, the study of which is restricted to students. After thorough mastery of a closed language with finite rules, the student then tries his hand at modern style, a style that presents a different kind of challenge to his genius and inspiration. 

The quarrel between ancient and modern music is a complicated affair informed by variegated notions of history and progress. The dichotomy outlined above involves two ideas: first, that ancient music comprises a reputedly perfect art whose scientific premises are no longer alive; and second, that modern music embodies the potential for unlimited progress to true perfection. If we shift the terms of reference back a few decades, we observe a different set of opposites. Generally speaking, modern music can mean the perfect art, radical chromaticism, or solo monody; conversely, ancient music can refer to old-fashioned counterpoint, medieval music, or the music of classical Greece and Rome. However, below this patchwork of ideas there runs one persistent thread. All concepts of historic-stylistic progress culminating in some form of new and perfect art are based on notions about revising, equaling, and surpassing the glories of antiquity. This attitude, together with the opposition it occasionally engenders, survives in the baroque period, and well beyond it. 

Although the works of Giovanni Battista Doni lie for the most part outside the chronological limits of the mannerist period, many of his views reflect, either directly or indirectly, the theoretical and practical controversies of that time. I cite first of all his dissident view of modern superiority over classical music, a view explicated in detail in his De praestantia musicae veteris (1647). The attributes given by Doni to ancient singers (e.g., good voices, marvelous ornamentation, elegance, and suavity) 47 are precisely 

those claimed for modern music by proponents of mannerist novelties in both polyphonic and monodic styles. Doni's negative opinion aims at destroying the reputation of modern progress, and his list of composers who believe in such progress as well as his description of specific details of a musical nature amount to a catalog of mannerist musicians and mannerist tendencies in composition and performance. 48 
Doni's analytical rigor yields fruitful results when he turns his attention to the newest styles and genres. As a humanist scholar with considerable knowledge of ancient culture, Doni is fascinated particularly by the phenomenon of opera, a genre that tries to fuse poetry, drama, and music in a manner similar to ancient representation. Of special interest is his tripartite division of monodic styles. 49 Narrative monody, with its small intervals and rapid rhythmic configurations imitating speech patterns, represents the most straightforward style of the three. Recitational monody resembles the style given to heroic poems. Doni notes that its frequent cadences create a monotonous effect; Giustiniani makes a similar comment. 50 The affective elements in melody and harmony characteristic of the third kind, expressive monody, are reserved for moments of great pathos. All three can be taken as musical stylizations of oratorical or histrionic mannerisms. They therefore adhere to one point in Galilei's advice to monodists. And they demonstrate yet another aspect of mannerist aesthetics in that they omit arias, or strophic songs. The reason for this omission, one that strengthens the monodists' cause, resides in the fact that arias embody the same self-sufficient musical logic that supports traditional counterpoint. 

Systematic aesthetics of opera in independent writings do not surface until the Baroque. The early cameratas of Jacopo Corsi and Emilio de'Cavalieri concentrate on practical experiments and not on abstract theorizing. In view of this situation, literary humanists provide the first major sources. Notions linking music to poetry and drama with references to aristotelian catharsis and mimesis begin in the mid-sixteenth century. Later, theorists of the new mannerist epic and pastoral acknowledge the utility of music in these genres. Furthermore, readings of pastoral poems, such as Il pastor fido, always feature incidental music in the form of poly

phonic choruses, dances, instrumental interludes, and even solo songs. Of course, we are not dealing with a completely musical presentation of a dramatic poem. But both the pastoral and epic genres constitute one stream that leads eventually to the opera in musica. In addition to setting a precedent for the use of music, their structures are fused in early operatic librettos. 

The other important influence on early operatic experiments comes from humanist research into the nature of ancient drama. Although Francesco Patrizi belongs to an antiaristotelian minority, his criticism of the confusion present in Aristotle's definition of mimesis illustrates the commonplace sixteenth-century interpretations of this topic. Patrizi finds no less than six different meanings of imitation, four of which are relevant to our discussion. The second one refers to depicting concrete and vivid images (enargeia); he does not mention that this ideal animates the mannerist madrigal. When an imitated action is put on the stage, the fourth kind of imitation results—the dramatic presentation of real action. Such imitation, of course, also relates to opera. As an extension of the fourth one, Patrizi lists a fifth kind of imitation, that found in narrative poetry. And this kind of imitation has a profound influence on various musical genres that set such texts. Finally, musical imitation itself comprises a sixth kind; Patrizi here refers to singing narrative poetry or actual drama. 51 Through the media of academic discussion and humanist books, these notions circulate widely in learned and dilettante circles. And we must recognize the significance of this situation insofar as early opera is encouraged by this segment of society. Patrons and amateurs of music are the persons who prompt professional poets and musicians to experiment with a novel musico-poetic form. And by its very nature, the dramma per musica appeals to the same sophisticated lovers of mannerist refinements who previously enjoyed the eccentricities of the polyphonic madrigal. 

We should also note that private academies play an important role in fostering revivals of the ancient manner of presenting drama. For example, the members of the Accademia degli Alterati had a scholarly interest in music as well as the four other liberal arts: grammar, rhetoric, dialectic, and poetry. The idea of including music in an expanded trivium is not entirely new. But the 

conviction of this group that music and rhetoric imitate and express the affections has a tangible influence on certain members of the academy who will champion monody and opera—Bardi, Corsi, and Rinuccini. 52 There can be no doubt that these men transfer ideas from the academy into their own groups where they are put into practice by professional musicians. 

With respect to Bardi's Camerata, we can glean its high reputation from a document left to us by his son, Pietro de'Bardi. 53 The elder Bardi's list of accomplishments is impressive: he encouraged Galilei's studies of ancient theory as well as his first solo performances, Caccini's monodies, as well as Rinuccini's and Peri's Dafne. 54 Pietro also gives Corsi credit for supporting novel operatic style, and cites Monteverdi as the greatest living composer of opera. Research into the elder Bardi's life has shown that he ceased to be active in Florentine circles after 1592. Nevertheless, Caccini pays him a supreme tribute by dedicating to him the publication of his Euridice. Animated by jealousy because Peri was commissioned to compose Rinuccini's text through Corsi's influence, Caccini wrote his own score and rushed it into print in order to claim the distinction of being the composer of the first published opera on record. Copies rolled off the press one day after the premiere of Peri's version. In the dedication, Caccini indicates that the style of his opera derives from his earlier work on the solo madrigal. Like these monodies, the voice parts of his opera are to be performed with sprezzatura, the noble manner of singing. Caccini cannot refrain from pointing out that his style embodies the improvised practice of Vittoria Archilei, who sang the title role in his rival's opera. 55 
Peri subsequently published his score in 1601, and his dedication is more informative for students of early operatic theory. 56 Peri attributes his inspiration to the knowledge that classical tragedies were recited throughout, in a style that was more melodic than plain speech and less melodic than song. To arrive at his own stile recitativo, Peri quickened the melodic movement so that it lay in between the leisurely pace of song and the swift motion of speech. A study of speech patterns also revealed to him an important and useful feature. Some words are so intoned that in setting them to music the composer can base a harmony on them. Others 

are amenable to quick passage on the same harmony (complete with dissonances) until the composer reaches another word that can support a new consonant harmony. Using this characteristic as a basis for the basso continuo part, the composer thus arrives at a flexible system paralleling the nature of the words. This alternation between intoned and nonintoned words effectively reproduces the passionate accents of speech. It follows, therefore, that if musical style reflects verbal style, it too will express affective qualities. The procedure outlined by Peri also avoids the feature of having the melody dance to the movement of the bass, a defect that Peri notices in Caccini's recitative. At cheerful or gay moments in the libretto, the composer may use pure song style; but grave and sad passages must be set in stile recitativo. Peri concludes that his recitative may not be equivalent to ancient recitation, but it is the only one possible in modern music that sets dramatic poetry. 

Peri is proud to indicate that his style has pleased learned gentlemen as well as professional composers and eminent singers, such as Vittoria Archilei. This comment perhaps represents an oblique apology for those listeners who disliked the opera. Peri also has the generosity to admit that in the performance itself, Euridice's solo airs as well as a few choruses were provided by Caccini. 57 However, he does wish to point out that his opera was composed and performed before Caccini's appeared in print. 

Both Peri's and Caccini's dedications demonstrate the continuing vitality of mannerist aesthetics and attitudes. Their works are the productions of musical genius inspired by humanist notions. Both make claims to ingenious novelty based on the idea of reviving and surpassing ancient effetti meravigliosi. Performed in the rarefied atmosphere of one of the most sophisticated courts of Europe, their settings of Rinuccini's dramatic pastoral represent the culmination of the cinquecento's craving for startling rhetorical devices in music. As works of art, their operas stand on their own intrinsic merits. As cultural documents, they cannot be isolated from the mainstream of musical Mannerism. And the acrid personal rivalry between the two men attests to their acute self‐ consciousness and their desire to garner priority in posterity's historical hindsights. 

Maniera
The term maniera in musical theory entails a fusion of technical and aesthetic ideas which influence the evolution of concepts of style. One scholar correctly points out that the history of maniera as a technical term in music has yet to be investigated. 1 The same may be said of its history as an ideal of style. This chapter bypasses specific problems of interpretation and concentrates instead on cases where the stylistic implications of maniera are clear. 2 In view of the interrelationship between style concepts and topics such as history, artistic values, genius, and composition, the reader will notice some duplication of material found in previous chapters. At the same time, these topics can serve to illuminate and reinforce a more narrow focus on maniera. 

The absolute meaning of maniera—that is, poise, elegant deportment, or style—prevails throughout the fifteenth and sixteenth centuries. Implicit in the initially social concept is the idea of refined preciosity and artificial etiquette. And exaggeration of this aspect occurs naturally in the sophisticated atmosphere of mannerist life-styles. It is significant that in music the term maniera first appears in fifteenth-century dance manuals, and its import derives directly from social conventions. Domenico da Piacenza lists five abilities that mark the good dancer: mesura (a sense of musical rhythm), memoria (memorized steps), maniera (fluid and moderate bodily motion), mesura di terreno (patterned arrangement on a floor space), and aiere (alternation between movement and repose). 3 Piacenza's ideal is one of gentility, cultivation, and elegant artistry. His pupil, Antonio Cornazano, includes the same 

requirements plus a sixth one, diversità di cose (great variety of steps), and thereby hints at the future mannerist emphasis on prolific ornamentation. But it is Cornazano's interpretation of maniera that points to facets of this concept destined to become associated with mannerist style. He defines maniera as the intensive swaying of the body, both from side to side as well as up and down. In Cornazano's view, maniera adds grace to the dance. 4 The most famous dancing master of the time, Guglielmo Ebreo, presents a list of six abilities similar to that of Cornazano. Under aiere, Ebreo discusses light and graceful motion of the body in rising and falling cadences. Maniera, on the other hand, refers to the turning of the body from side to side. 5 In spite of minor differences, the general unanimity of the three treatises is pronounced, and demonstrates that from the very beginning, maniera denotes gracefully improvised decoration for a form of courtly entertainment. Although these writers talk of maniera in terms of a refined adornment, an artificial stylization of gesture, the ties between maniera in the dance and a social code of high-class civility remain strong. When the term is resurrected in musical writings of the sixteenth century, after a hiatus of some sixty or seventy years, it appears in a different framework, one informed by notions of historical progress and artistic value. 

Whereas maniera in the dance represents a natural extension of an ideal of civilized behavior, maniera in the visual arts arises from an intellectual adaptation of its original import. In this context, it takes on other meanings, and its absolute sense becomes adulterated by the typically renaissance view of cultural history. Bella maniera now functions as an ideal for good art, based on the model of antiquity. By inference, its opposite lacks the primary trait of this ideal, grazia, and for this reason, it is called cattiva maniera. The technical elements that produce bella maniera are the mathematical proportions of music translated into geometry, anatomy, and perspective. We have noted that classical harmony has both philosophical and practical repercussions for renaissance art. On the practical side, it fosters the art of design, and this art admits both realistic imitation and eclectic idealization of nature. The latter, of course, is seen as a type of decorative trope, one that 

will be increasingly stressed in the mannerist period. Surpassing nature in search of elegant and graceful maniera will change to distorting nature in search of novel and bizarre maniera. 

Musical theorists in the Renaissance take for granted the secure place of music in the liberal arts and the tradition of master‐ pupil education. Harking back to classical models seems unnecessary inasmuch as both theoretical and practical sides of music remain vital inheritances from the Middle Ages. And it also seems unnecessary to investigate stylistic premises in any detail because such matters are relatively simple and are learned from practical experience. Furthermore, theorists overlook the fact that speculative systems do not coincide with practice. As we have seen, the most revolutionary theories of this period are put forward by Bartoloméo Ramos de Pareja. His awareness of contemporary style prompts his exposition of radical ideas, ideas condemned by his conservative colleagues. Most pertinent to the present topic is Ramos's formulation of a general concept of musical expressivity in terms of happy or sad styles. Because this concept takes as its point of departure the text being set to music, it signals the eventual emergence of mannerist aesthetics. 

In summing up this transitional phase of musical thought, I stress one point. A few writers adumbrate stylistic concepts when attempting to view their contemporary practice in some sort of historical continuum. But these attempts are sporadic at best, and the relationship between such notions and methodologies of prescriptive rules for composition is vague and unsystematic. In none of these writings does a clear and dominating concept of style emerge as a central focus. 

Between 1520 and 1540, artistic theory experiences a lull. In the field of literary theory, on the other hand, three important ideas come to the fore, ideas that will be favorite themes later in the century. Poetry and music are linked as arts with the power to influence the passions, and this ideal of eloquence accentuates rhetoric as a common element in both arts. Writers also evince an interest in the lyric genre, whose aim is to please. To this end, it should embody graceful and suave style characterized by sweet and elegant figures of speech. These ideas as yet lack the emphasis 

on novelty and extravagance found in mannerist aesthetics of literature. 

In comparison with the sister arts, musical theory at this time presents many progressive and even radical ideas. Pietro Aaron offers a well-defined distinction between linear counterpoint and integrated polyphony, a distinction that implicitly posits modern musical style as a superior refinement over older style. Furthermore, his examples furnish concrete and practical guidelines for elegant techniques. Thus, contrapuntal theory is transformed into stylistic criticism. And many of Aaron's other progressive concepts can be ascribed to his desire to bring theory more in line with contemporary practice. 

By and large, handbooks on musical rudiments tend to explicate conservative doctrine. And yet, we can discern small hints of radical practice even in this area. For example, Biagio Rossetti admits the major semitone as a sweet dissonance; and his authority is modern style. A similar situation obtains in the work of Nicolaus Listenius. Among the progressive ideas in this otherwise ordinary little book, we must count his praise of the opus perfectum & absolutum—the first theoretical admission of the benefits of printing. This technology, in effect, allows compositional styles to be disseminated as models for emulation by other musicians. And this is an important sociological impetus behind the stereotyping of mannerist novelties. It also underlies the growing cultivation of fame, because musical works remain accurately recorded for posterity. Listenius exhibits progressive views in connecting hexachordal propriety to harmonic character; in particular, his admission of a mixed category of composition anticipates the new elasticity of mannerist style. And the harmonic audacities of the latter are prefigured in his mutation example, especially its circle-of-fifths organization. 

The most radical writer of this period is Giovanni Spataro whose writings do much to enliven the musical scene. Symptomatic of his attitude is his spirited defense of Ramos. Spataro's militant views arise from an understanding not only of contemporary style, but also of coming developments. Seated on the barely marked crossroads from which mannerist style will move in a divergent 

path away from traditional practice, Spataro sees into the future with sibylline talent. I refer to his ideas about tuning as well as to his aesthetic notions. Spataro insists that art and grace cannot be taught because good composers are born as are poets; inspiration moves the composer to use musical elements that defy the rules. The implications of this statement for mannerist aesthetics cannot be overestimated. Spataro makes a clear distinction between the accepted and commonplace rules of science as opposed to the novel and unusual innovations inspired by individual genius. The first support craft whereas the second permit the unruly and instinctive shaping of personal style. 

Vindication of Spataro's position will not come until the full range of musical audacities is explored and exhausted by the mannerist madrigal. The converse situation holds true for theory in the visual arts between 1540 and 1560. In the wake of early mannerist works, theorists begin to formulate aesthetic and technical precepts applicable to the new maniera. Even the traditional paragone between painting and sculpture reveals some new arguments that betray the influence of incipient mannerist virtuosity. For example, violent foreshortening is exalted because forced and strained poses, corresponding less with nature and more with the intellectual idea, exude a mysterious quality of vanquished difficulty. Both sides of this debate tout mental or manual brilliance, the effetto meraviglioso worthy of awed admiration. 

Artistic theory in this period is dominated by Giorgio Vasari's seminal work, in which he analyzes the worth of individual styles in the light of each artist's historical position. Thus, chronology and artistic value are fused into a concept of cultural history seen as causal progression toward perfection. Vasari constructs stylistic abstractions separated into four epochal maniere. In the third of these, artists have developed consummate mastery of technique and medium. Their natural and graceful depiction of nature is so perfect that nothing can be added to the arsenal of scientific knowledge and manual capability. Vasari is faced with the possibility of a decline following this acme. In order to prolong perfection into a timeless ideal, artists can imitate the sweet and grand manners, as Vasari himself suggests; or else they may try to surpass the giants of the perfect art by refining, exaggerating, and 

distorting their aesthetic principles. Vasari's sensitivity to the mannerist dilemma is substantiated both by artistic practice and by subsequent evaluation of this practice, for historians criticize Mannerism as empty epigonalism or an hyperrefined preciosity and bizarre monumentalism. 

Vasari's description of the components of the bella maniera shows his realization that this style represents a summa of its classical heritage and that, at the same time, its subtle new refinements form the basis for future mannerist trends. These two aspects are seen in a number of dual characteristics that he highlights: mastery of natural proportions as opposed to sprezzatura, a quality of graceful negligence and novel spontaneity; clear distinctions among various orders as opposed to abundance and variety of decoration ; skill in harmonious measurement as opposed to a tone of polish and elegance that exceeds the rule of proportion. Above all, perfect art possesses maniera. This fundamental requisite of stylishness has reached an unprecedented peak of perfection. And from this viewpoint, modern style has equaled and surpassed the glories of ancient art. Vasari's emphasis on maniera bespeaks his awareness of the thrust of modern practice. He explains the basis of bella maniera as a kind of perfection arising from eclectic procedures. Eclecticism produces a repertory of idealized models that in turn produce a homogeneous base for the artist's personal maniera. I take this tenet as a cardinal one for Mannerism. Each artist must find his own inner vision, and then execute it with originality and virtuosity so that people are astounded by his novel style. The emphasis now lies on individualism and inspiration, and according to Vasari, artists may even take as their model the style of another artist. 

Now, Vasari sees all this as a natural outcome of progress. His view is not shared by Lodovico Dolce who, under the influence of Pietro Aretino, criticizes Florentine Mannerism. Among the four necessary attributes of good style, argues Dolce, Michelangelo and his vapid imitators excel only in invention and design. Their intellectual virtuosity, lacking in rich naturalistic color and emotional depth, has indeed produced a maniera. But this maniera, a kind of empty and shallow manneredness, has distorted the revered laws of classical style. It is therefore not a virtue of the perfect art, but 

rather a vice of cattiva prattica. In Dolce's opinion, Venetian style has successfully surpassed ancient ideals by adding refinements that do not disturb traditional principles. The battle lines in the visual arts are now clearly drawn. 

Because of a strong antiquarian and scholarly strain, poetic criticism of this period does not demonstrate so lively an interest in contemporary issues. Rampant petrarchism, which has already reached its full stride, finds only faint echoes in theory. Critics are engrossed with explicating ancient ideas and demonstrating their humanistic prowess, as for example, in the controversy over allopathic and homeopathic catharsis. Not quite as learned but more to the point is the discussion of poetry in terms of imitating and moving the affections. This concept reflects an increasing tendency to link poetry and rhetoric, and to claim powerful eloquence for epic and narrative verse. In this regard, poetic rhetoric is seen as directed to pleasing the fantasy or imagination, and it therefore utilizes elevated diction. Although this idea is not as yet related to lyric poetry, its emphasis on style points to a distinctly mannerist propensity. Rhetorical figures of speech are supposed to ensure vivid and realistic imitation, or enargeia. But the appearance of criticism against extravagant imagery also suggests that theorists are aware of certain radical trends. Some state that both maniera (affected stylization) and mimesis (straightforward expression) are necessary elements of imagery. The former produces marvelous effects and novel style. At this point, poetic theory starts down the mannerist pathway. 

Writings on music between 1540 and 1560 present us with a striking adjunct to practical matters—the marked bifurcation between radical and conservative styles. The crossroads have been passed. From this time forward, conservative tracts form a secondary body of books that expound traditional topics in blissful ignorance of the musical ferment present in contemporary practice. Progressive writers formulate the precepts of the perfect art in such a way as to make this style relevant to modern music and, more important, to elevate musical perfection into a timeless ideal. Theirs are the theories that clash with a growing number of militant avant-gardists who espouse the cause of new styles that either 

refine and distort the perfect art, or else depart entirely from its sacrosanct rules. 

Because of his critical orientation (in itself an original approach to music), Henricus Glareanus combines analysis of compositional practice with a historical viewpoint. Like Vasari, he charts the rise of modern art and divides its development into four ages. Glareanus's historical outline precedes that of the eminent art critic by some eleven years. 6 When one realizes that no precedent for this approach exists in musical theory, the originality of his departure from established ideas seems even more outstanding. Equally progressive is this theorist's preoccupation with musical style. Glareanus's subtle tools of phrasis, mixtio, and commixtio, related to his new system of twelve modes, become the foundation for evaluating elegant and expressive composition. The latter ideal furnishes, in certain exceptional cases, an excuse for inventive license. But Glareanus's essentially conservative bias emerges from his criticism of contemporary predilection for violent and distorted music. This tendency heralds the decline of the perfect art, in Glareanus's view, and the beginning of mannerist style, in my view. It is true that Glareanus does not use any Latin term that can be construed as equivalent to maniera. Nevertheless, his interest in stylistic problems represents the core of his aesthetic, and because his aesthetic addresses expressivity in particular, we must assess Glareanus as a progressive thinker. 

A similar goal motivates the work of Adrianus Petit Coclico, who speaks of reviving a lost perfection. This theorist, however, devises his own version of historical progress, one that presents the music of his own generation not as a decline but rather as a further refinement of perfection. In order to teach the precepts of modern music, Coclico proposes a novel system of three related areas: elegant singing, improvised counterpoint, and written composition. The technique of polyphonic diminution forms the main topic in the second area. Along with a good voice and a natural grace in delivery, improvised embellishments contribute to the oratorical power of the singer. This concept parallels Coclico's progressive notion that music belongs in the liberal arts as a sister of rhetoric. Yet, his pedestrian rules of counterpoint and composi

tion reveal little that can be interpreted as integral to expressive polyphony. The only hint of adventurous vocabulary appears in his admission of E♭ in the hexachord system. This minor point at least suggests the widening scope of harmonic language that will furnish mannerist composers with one affective weapon. A somewhat similar approach can be seen in Hermann Finck's treatise. This theorist too is aware of a fundamental distinction between the styles of an older and a younger group of composers. Finck does not attribute this change to the art of singing, but rather to stylus and musica poetica—in other words, to compositional style. Finck's comments indicate that he feels modern musicians have achieved a greater measure of refinement compared to the more restrained principles of the older perfect art. 

In spite of their progressive side, the theories of these two men do not confront the most important feature of avant-garde style of their time: experimentation with radical harmonies. However, we can find some explanations of mannerist chromaticism in two ordinary handbooks. Matthaeus Greiter extends mutation far beyond traditional limits. His colleague, Gregor Faber, pronounces the mannerist credo of refined novelty and startling effects by suggesting that chromatic elements alleviate monotony. From this idea, we can conclude that even mild expressivity within the canon of accepted contrapuntal theory is now too commonplace for the jaded taste of connoisseurs. Progress in musical art must take the route of expanding and distorting any potentially flexible system, in this case, hexachord mutation. 

Spataro and Aaron also contribute radical theories in this area, theories that reflect current style. Even though Aaron does not use maniera, the following ideas in the Lucidario indicate his mannerist leanings. Superior composers rely on native talent and, for this reason, their works result from divine inspiration rather than from laborious study; they have mastered the secret of satisfying the ear with supernatural modulations. It should be noted at this point that Aaron's daring notion precedes similar ideas in the sister arts by some forty years, and it further implies that whereas natural modulations embody rational principles, supernatural ones embody ornaments and refinements insofar as they deviate from mathematics. Relying on their genius, modern composers have 

transformed the perfect art into ingenious, artificial, and wonderful stylization. 

This pertinent definition of radical style occurs but once in Aaron's work. In Nicola Vicentino's militant treatise, this definition becomes an artistic program. 7 We have seen that his rules of counterpoint belong to the progressive school; but his systematic explanation of structural elements in composition, borrowed from rhetoric, adds a new dimension to this tradition. For this reason, later theorists are able to combine Vicentino's and Zarlino's progressive ideas into retrospective compendia of perfect counterpoint. 

From the many revolutionary theories put forward by Vicentino, we cite his justification of accidentals without the hexachord system, and his idea that transposition changes the expressive character of the modes. The latter concept is linked with the most innovative item in the treatise—the threefold system of the ancient genera adapted to modern practice. Vicentino constructs no less than seven gamuts on the basis of generic inflections. The inherent characteristics of each one produce the expressive qualities of melodic and harmonic intervals as well as the individual and mixed modes. If the expressive use of rhythm and erstwhile forbidden intervals are added, we arrive at an astonishing array of imitative‐ affective devices. 

Vicentino's awareness of stylistic differentiations among current genres is fundamental to his aesthetic. I have referred to his admonition that church music should be grave and restrained in contrast to the greater freedom and startling effects reserved for secular music, in which minute pictorialism reflects changing poetical conceits. Vicentino is also aware, and delighted, one suspects, that his system of chromatic and enharmonic music deviates so profoundly from traditional precepts. Caught on the horns of the mannerist dilemma, he prides himself on the esoteric and exclusive nature of his style, and at the same time, betrays a desire to instigate a new and popular fashion. For the latter purpose, he writes his treatise on vocal music and also reveals the secrets of his archicembalo whose six orders permit virtuoso solo performance in all three genera combined. 

Because I have repeatedly cited Vicentino's treatise as the first 

mature presentation of mannerist aesthetics, an examination of his understanding of the term maniera seems to be in order. His frequent use of both maniera and modo certainly attests to a preoccupation with style. Although Vicentino is not always consistent in his distinction between the contexts and meanings of the two words, a careful reading of his treatise reveals that most often, modo refers to technical matters, and maniera to aesthetic concepts. To put it another way, modo means method whereas maniera means style. 8 But because method is inseparable from stylistic considerations in Vicentino's thought, the terms tend to overlap in some instances. In view of the inconsistency evident in his treatment of other subjects, such as vocal and instrumental tunings, the relative clarity of modo and maniera warrants some comment. 

The technical significance of modo can be adduced from its repeated occurrence in chapter headings (e.g., Modo di far, Modo d'accordare, and Modo di comporre). 9 In the text, its singular or plural form appears prefaced by words such as "first," "second," "many," or "various" to designate specific points about counter‐ point. 10 While such cases clearly demonstrate the use of modo as method, another group shows the infusion of aesthetic notions. In these instances, method is prefaced by "beautiful" or "good" (bel modo). Such phrases occur in explanations of modal freedom, canonic artifices, improvised counterpoint, homogeneous texture in church music, and the skill required for switching orders on the archicembalo. 11 These contexts indicate that bel modo still refers to technical methods, but in this case, ones that embody a certain amount of aesthetic refinement or grazia. In short, Vicentino seeks to distinguish between correct and stylish methods of manipulating specific technical ingredients of performance or composition. 

On the other side of the coin, we find several instances where maniera appears in contexts parallel to the usage of modo. Two of these are clear-cut cases of equivalent meaning; they appear in discussions of methods for instrumental tunings, and specifically for the archicembalo. 12 Another set occurs in Vicentino's explanation of the problems inherent in canon. He here insists that the demanding nature of this kind of artificial counterpoint does not obviate the need for proper and stylish method. 13 In these cases, 

maniera is the same as bel modo, and like it, implies aesthetic preferences. 

These few cases of ambivalent connotations attached to maniera are balanced by a number of passages that present a well‐ defined distinction between technical method and musical style, underscored by consistent usage of modo and maniera respectively. As examples, I cite the chapters devoted to performance problems on the archicembalo and in singing. In the former, Vicentino extols the novelty and marvel of his invention, which for the first time in history allows a player to produce a new style of sweet music. 14 In the latter, he emphasizes that singers must be educated to recognize divergent compositional styles so they can accordingly vary their methods of singing, including tempo, dynamics, voice quality, and improvised ornaments. 15 These particular passages, both in their contexts and their terminology, clearly illustrate a systematic differentiation between modo and maniera. 

As far as compositional ideals are concerned, I have already shown Vicentino's sensitivity to matters of style. And it is significant that maniera figures prominently in these key passages. For example, he compares the composer to the architect; both rely on good technique (bel modo) to ensure that their structures rest on sound support, in other words, on good design. Musical design, in Vicentino's terms, depends on the structural intervals of the chosen mode. However, he goes on to suggest that correctness is not enough when he notes that painters often delight the viewer with optical illusions, 16 and that architects accompany their basic design with diverse maniere. In spite of their diversity, these styles may be combined in an orderly variety of ornaments, just as an orderly variety of sounds ornaments the basic mode of a musical composition. But musical variety must conform to the requirements of different genres. In secular music, great variety is permitted for the sake of depicting the text in contradistinction to sacred music, where gravity should be observed. 17 These observations indicate that Vicentino knows, either from firsthand or secondhand sources, about certain typically mannerist ideas in the sister arts, the most important of which is the connection of eclecticism with refined maniera. 

Elsewhere in the treatise, Vicentino returns to the topic of coloring music's basic design. This component of maniera can only attain its full potential in secular music. First of all, Vicentino advises the composer to take great care with the modo della pronuntia, the technical element of prosody. At the same time, the composer must not forget that the accents of impassioned speech correspond to the expressive qualities of musical elements other than rhythm. He points to generically inflected intervals in particular. Vicentino concludes that all expressive material must imitate the sequence of affections and concrete conceits embodied in the words. The resultant musical style will not only ensure a variety of harmonies and rhythms but also an illusion of rhetorical eloquence. Hence his earlier parallel with optical illusions in painting. What is more important, by emulating the accents and inflections of the moods of specific languages, the composer creates a musically vivid analogue, or embodiment, as Vicentino would perhaps prefer, of a style of speaking. This twofold power of music relies on what we have called the mannerist combination of intellectual and emotional imitation, the effetto meraviglioso. Composition that takes as its premise this kind of rhetorical eloquence is considered by Vicentino to be una bella maniera di comporre. 18 This kind of bella maniera, by its very nature, appeals to a select group of connoisseurs. It is therefore different from and superior to musica communa, or ordinary and rather dull academic craft. 

To sum up, Vicentino distinguishes, for the most part, between modo, understood as technical method, and maniera, understood as stylistic aesthetics. It is even significant for his general outlook that the vast majority of appearances of both terms occurs in Book IV, the book that concentrates on a complete theory of composition (musica poetica). At least half of the other occurrences of maniera in other books also relate directly to matters of style. For these reasons, I consider it an accurate proposition to state that Vicentino's thought is dominated by stylistic considerations, and in particular, those that contribute to the marvelous effects of novel and stunning rhetorical power. 

In previous chapters, note was made of various polemics and antagonistic views engendered by Vicentino's treatise. At this point, the reader need only be reminded of Ghiselin Danckert's 

statement to the effect that the moderns debase good counterpoint by emulating the maniera of Adrian Willaert, a style that they consider to be new. This gibe more than adequately demonstrates current recognition of a nuova maniera, a new stylization in musical composition championed by a group of iconoclasts. Danckerts also pronounces his disapproval of those who "pretend to compose alla musica maniera." 19 Although Kaufmann's interpretation of the latter words as "without knowledge" is not incorrect, I suggest that, in the light of Vicentino's theory of bella maniera and of Danckert's complete phrase, a more pertinent reading would be "affected or stylized musical manner." 

A similar conservative appraisal, put in more learned terms, appears in Zarlino's important treatise. It will be remembered that this theorist speaks quite openly about two maniere, the ancient and the modern, and in Zarlino's opinion, the two are entirely incompatible. Because the chromatic and enharmonic genera are alien to modern counterpoint based on sound technical procedures, radical composers have not revived ancient practice. Instead, they have invented a new style—to be more precise, a bad style. Their aesthetic manifesto, which promulgates the notion that they compose polyphony with marvelous effects like those of ancient music, ignores other important facts as well. Solo singing in antiquity could paint concrete affections and extrinsic conceits because it was dramatic recitation based on four indispensable ingredients: harmony, meter, narration, and subject. Modern polyphony, on the other hand, relies solely on the first two of these and therefore cannot match the rhetorical eloquence of ancient song. Of course, Zarlino maintains that his limitation is more than compensated for by the greater perfection of harmony characteristic of sixteenth-century polyphony. 

The relationship between maniera and Zarlino's ideal of polyphony is a complex one, as is the more mundane matter of terminology. 20 Apart from the reference to ancient and modern styles, 21 a reference that forms incontrovertible evidence for his awareness of style concepts, maniera figures prominently in two other sections of Zarlino's writing. In the first of these, he traces the development of melodic styles in primitive and ancient cultures. In his words, men soon discovered una maniera di compo
sitione called the hymn, among many other maniere including the heroic, tragic, comic, and dithyrambic. After the debasement of these antique musical styles, according to Zarlino, Willaert has shown a reasonable method of composing con elegante maniera. 22 There can be no doubt that here Zarlino refers to elegant style, but one displaying rational order as well. The other section where maniera appears in the unequivocal sense of style comprises the introductory material to Zarlino's study of the modes. Altogether, I have found twenty-nine instances of maniera or maniere connected to the exegesis of ancient and modern poetic styles as well as the melodic formulas associated with them. 23 Even in this context, Zarlino cannot refrain from criticizing modern radicals yet again. He says that the reader should marvel at those who think they can use the chromatic and enharmonic genera, whose principles have long been forgotten and of whose maniera (musical style) there remains not a single tangible trace. 24 
It seems reasonable enough to assume that Zarlino's use of maniera is motivated partly by the term's current popularity in theories of the visual arts. 25 But from passages referring obliquely to Vicentino, as well as those presenting more direct paraphrases, 26 it may also be assumed that Zarlino uses maniera in conscious opposition to Vicentino's definition. At any rate, both these interpretations indicate that Zarlino's understanding of maniera involves something more than a general meaning of type or kind. 27 Like Vicentino, Zarlino is not a philosopher and we should not be surprised, therefore, to find a substantial number of cases where both modo and maniera do have such a neutral import, not to mention instances where both words refer to technical methods. But this observation does not weaken the case made for interpreting the meaning of maniera as one of style in the passages discussed in this chapter. 

Because Zarlino's main aim is not to explicate an aesthetic or philosophical doctrine, his stylistic ideals must be extrapolated from the various technical points he makes in the treatise. To this end, we now review the aesthetic implications of the soggetto. Because music imitates nature, as do art and literature, it derives from nature three basic subjects or models: sounding number, words, and theme. The aim of the composer is to discover the 

innate qualities of these models and to fulfill them in a natural manner. The laws of sounding number relate to the portrayal of the inner principles of nature. This ideal dictates all aspects of the act of composing. Vocal music must also obey the laws of imitazione delle parole, in Zarlino's case understood as correct declamation and not as the imitation of conceits and passions. The third soggetto, the musical theme, suggests the influence of nonmusical aesthetics on a topic that was, traditionally, a simple matter of craft. Closely related to Zarlino's idea of theme as the carrier of musical character is his concept of modal forma. In this case, modal decorum involves more than observing the correct finals. The intervals peculiar to specific modes, their forma, influence the style of counterpoint. Thus, the composer, like the artist and poet, works out the possibilities of his themes by creating the finished artwork. 

In the light of the subtle premises of the soggetto, Zarlino's discussion of the aesthetic value of different contrapuntal styles now assumes a deeper significance. As we have seen, complete mastery of composition demands beauty, elegance, and polish. These qualities are to be found in fuga and imitatione, the structural categories that impart to music a stylishness transcending mere rules of correctness. And Zarlino favors imitatione because it affords the most flexible scope for fine style. Furthermore, he chooses a popular name for this kind of superior counterpoint to emphasize the fact that, in his opinion, imitatione embodies the most felicitous imitation of nature possible in a musical idiom. 

Although Zarlino condemns radical style, he does recognize that harmony and number possess affective qualities of a general kind. All his examples are taken from the works of Willaert, the paragon of elegante maniera. Emotional characters must be arranged according to the overall tone of the text and not with a view to picturing minute details. At the same time, this kind of mood evocation must not interfere with the proper imitation of nature. Zarlino wishes to be as broad-minded as possible. He therefore acknowledges that modern solo recitation reflects the marvelous effects of ancient style. And he even goes so far as to permit some breaking of the rules in the case of very unusual affective demands made by certain texts. 

My thesis is that Zarlino's theory, comprehended in its entirety, reveals a concern with both craftsmanlike expertise and elegant stylization. Maniera, for Zarlino, does not designate organic constructivism, 28 although self-sufficient musical logic remains a fundamental requisite of good counterpoint. Maniera rather fuses mathematics, abstract precepts, and concrete stylistic niceties into a perfectly balanced ideal of vocal music. And Zarlino's use of maniera in some key passages indicates that he is talking about style. I do not believe that it is correct to attribute his concept of maniera to any one source, but if one were to choose a main source, that source would surely have to be Vicentino. The context of Zarlino's arguments suggests very strongly that he adopted the term in order to profile the difference between Vicentino's and his own views. But this is admittedly a hypothesis, based on amalgamating various remarks made in the course of a lengthy, complicated, and rather subdued treatise. 

I conclude the discussion of Zarlino's treatise with two general but important points. First of all, the idea that music imitates nature has never been so stressed by a theorist concerned with traditional polyphony. Imitazione della natura and imitazione delle parole are mottoes of mannerist theory and practice. Zarlino's espousal of this aesthetic shows his awareness of radical ideas as well as of humanist notions about the liberal arts. Ancient arts, especially music, were based on the imitation of nature. Zarlino wishes to demonstrate that polyphony has evolved naturally to a culmination—a perfect style imitating nature in a different and superior manner to ancient style. 29 One might say that the revered, but rather abstract, rules of conservative counterpoint have been imbued with refined stylishness. Glareanus's ars perfecta has become the elegante maniera, which Zarlino seeks to codify into an immutable ideal. 

The second point to be made concerns historical context, inasmuch as the split in musical practice exemplified by Vicentino's and Zarlino's concepts of maniera is unique for its time. One must not be misled because elegante maniera in this study is called conservative or traditional. For Zarlino, elegante maniera is modern, but in a special way. It embodies the ultimate stage in the perfection of unchanging ideals—music as a mirror of the har

monious cosmos. Of course, Zarlino does not broach the problem of the future's relation to the present state of perfection. My thesis maintains that his elegante maniera appears conservative from the viewpoint of Vicentino's bella maniera. The mannerist quest for striking rhetorical power relegates zarlinian ideals to the realm of academic craft. Thus, his modern art becomes the first practice when the fruits of the second practice ripen. The causes of this uncomplimentary development are both the radical thrust of mannerist progress and the conservative thrust of stationary perfection. Both trends are mannerist insofar as they entail self-conscious ideals. But in contrast to the visual arts, musical Mannerism of a revolutionary cast has yet to attain its full conquests. As art becomes increasingly academic, music becomes increasingly adventuresome, and its innovations continue into baroque practice. 

Musical controversy between 1560 and 1580 abates to a lull before the storm. Debates over different styles exist in the sister arts, but they present a somewhat different picture of intellectual ferment. In the visual arts, the battle continues between Venetian and Florentine styles. Literary criticism exposes two new themes. One of these concerns the mannerist distortion of a classical concept. Realistic imitation of believable character and reasonable passion (enargeia) has ceded to fantastic imitation of supernatural persons and grotesquely violent passion (meraviglia). And the great popularity of lyric verse initiates controversy over its relative merits compared to the epic. 

The years between 1580 and 1630 witness the ripening of mannerist theory in poetry and art. Artificial and virtuoso proportions change the illusionistic potential of renaissance design into a vehicle for secret and bizarre effetti meravigliosi. And the violent elements of mannerist design reputedly create vivid affectiveness. A small group of antimannerists criticize this maniera as extravagant and vapid artificiality. But unreality, and its power to astonish, win the day. Dipingere di natura and dipingere di maniera become commonplace distinctions of style. By implication, realistic naturalism adheres to an older tradition whereas artificial stylization belongs to modern radicalism. This distinction has already been made in musical theory. 

In poetic theory, conservative denial of imitative power for 

yric poetry is engulfed by overwhelming support for the idea that the lyric imitates particularly well the elements of character, thought, and, of course, the passions and affections. The poet is the maker of the "marvelous." This mannerist view is echoed in the numerous treatises dwelling on furor poeticus, the irrational source of mystical inspiration. All these notions indicate that grace and elegance are no longer sufficient values for maniera; preciosity, extreme artificiality, and monumental grandeur now enter the canon of novel modern style. It is therefore fitting that the first works praising concettism should make their appearance at this time. Novel concetti are taken as proof of the poet's sublimity, and the more hyperbolic the conceit, the more sublime the poet. When passionate lyric moments are strung together in a sequence, the poet creates a favola pastorale, the mannerist genre that attempts to monumentalize the amorous conceits of lyric poetry. 

From these observations, we can conclude that as far as music's sister arts are concerned, the balance has swung finally toward recognition of radical maniera, in both its technical and aesthetic aspects. That this situation is even more pronounced in the musical climate of these decades can be attributed to two factors: first, the earlier appearance of revolutionary thought and polemics, and second, the apparent success of practical innovations. At this particular juncture we witness the sharp division between traditional and modern practices, a division sharpened by evaluations of radical polyphony and, especially, of monody. Taking the case of polyphony first, we now notice an exaggerated sense of radical progress in style; this sense pushes Zarlino's formerly progressive ideal further back into the world of recalcitrant conservatism. I have noted Agostino Michele's remarks on the vastly different maniere characteristic of three successive generations of madrigalists in the sixteenth century, as well as Vincenzo Galilei's views of modern counterpoint. Although the latter commends the technical side of this style—its novel and ingenious use of dissonances—he also finds that the new musical language serves a childish aesthetic aim—word painting. Galilei therefore calls this madrigalian approach una ridicola maniera. Nor is he the only writer of this period to question the prevalent style of modern counterpoint. 30 
A contextual understanding of the values discussed by Galilei, Tasso, and others can help us clarify contemporary issues. These writers do not dismiss entirely the novelties and radical innovations of modern music, but they do indicate some uneasiness about modern music's extravagance and frivolity—in other words, its somewhat superficial stylization. Their criticism does much to explain the full import of several apologies made by prominent composers of the time. The first one we will discuss is of special interest for several reasons. To scholars of the sixteenth-century madrigal, Luca Marenzio is famous, if not notorious, for his predilection for word painting of all kinds. The apology in question here appears in a publication dedicated to Count Mario Bevilacqua, the patron of an illustrious private ridotto in Verona. Marenzio states that the works in this collection are composed "in a style quite different from that of his earlier one" (con maniera assai differente dalla passata). Their new manner embodies a quality of "serious gravity" (mesta gravità) arising both from considerations of imitating the words and observing stylistic propriety. 31 
The second apology also comes from the pen of a noted composer, Luzzasco Luzzaschi, a well-known practitioner of many avant-garde techniques. Luzzaschi's dedication presents a more general justification of the basic aesthetic premise behind madrigalian Mannerism. His words remind us of many accusations leveled against radical novelty by his contemporaries as well as by writers before his time, and we must consider it significant that the word "style" (maniera and stile) occurs several times in the course of his brief remarks. First, Luzzaschi repeats the rhetorical ideal of modern music by pointing out that the styles of poetry and music are interrelated. He states, furthermore, that a new, very novel, and perfect style in the madrigal has developed alongside a new style in modern poetry, featuring brevità, acutezza, leggiadria, nobiltà, and of course, dolcezza. Luzzaschi concludes with these militant and pertinent remarks: "[And] this commendable style (stile), our musicians, too, have attempted to discover, imitating new techniques (nuovi modi) and new inventions sweeter than usual ones. Out of these, they have fashioned una nuova maniera, which can please and win the world's applause not only because of its novelty, but also because of its exquisiteness of artifice." 
The third document embraces similar ideas and ideals, but in the context of monody and virtuoso performance by famed soloists. Sigismondo d'India here produces, as evidence for his superior personal achievements, a testimony from Vittoria Archilei, "most excellent above all other women singers, who, as the most intelligent in this profession, urged me to pursue this my own style (questa mia maniera), saying she has not heard a style (stile) that has so much force and at the same time displays the concetto with such a diversity of chords, variety of harmony, and with such a new style (or manner) of ornamentation (con si nova maniera di passeggiare)." Earlier in this preface, d'India stresses the novelty of what he considers to be the vera maniera of composing in contradistinction to commonplace, ordinary music, which always adheres to the same style (medesimo stile). The detailed points he mentions in connection with his achievement are unusual intervals, novel progressions between consonances according to the variety of the sense of the words, as well as new modulations and ornaments. All these techniques, in his opinion, contribute to a musical style with greater affective power and greater force in moving the affections than the more customary practice. 33 In this instance, d'India's denigrating comments about ordinary, unremarkable style refer not to polyphony (old or new) but rather to solo songs characterized by bland lyricism and trite tunes. 

Before continuing with our discussion, I digress briefly to inform the reader that in addition to treatises, a large body of evidence for the significance of style concepts in music exists in the form of prefaces, dedications, or letters attached to publications of madrigals, monodies, and music for the theater. These musical sources are not only more numerous, but also more provocative, than similar sources in art and literature. Preliminary investigation brings together some thirty-five documents of this kind written between i 580 and 1630, and in these we find anywhere from one to seventeen appearances each of maniera or stile in the sense of musical style. 34 Although an exhaustive comparative study of these sources cannot be undertaken in this chapter, a representative sampling is offered. 

To the two sources related to polyphonic madrigals, the prefaces by Marenzio and Luzzaschi, we now add a few others. The 

dedication to a collection composed by Ruggiero Giovanelli refers, as does Luzzaschi's preface, to the parallel between poetry and music. In this instance, the writer remarks on the charming conceits of Sannazaro's stile appropriately set to music by Giovanelli con dolce & dilettevol maniera. 35 This sweet and delightful style is so much in vogue in Italy, and evidently represents novelty of some kind, that Filippo di Monte, in his dedication to his patron, Rudolph II, admits that he has attempted to change his stile in order to please those who do not approve of his other compositions. 36 The inference here is that Monte's customary style appears old-fashioned. Three other prefaces from the early seventeenth century refer, in a more concrete way, to the features that make this style so fascinating. Mariano Tantucci, himself a composer, praises the madrigals of Tomaso Pecci and cites specifically the new sentiments evident in the artificiosa maniera del compor moderno. 37 A similar reference to modern style occurs in the dedication to a publication by Alessandro Scialla. The writer recommends these madrigals, which are immune from criticism because of la novità, & vaghezze dello stil moderno. 38 In the last source pertinent to polyphonic madrigals, the composer, Marsilio Casentini, expounds on the delights of modern style in a suggestive and humorous way. After a reference to the popularity of Guarini's Il pastor fido, Casentini notes that many people applaud le licenze del moderno comporre because of the delight they derive da questa maniera. He then goes on to personify Methodical Rules as venerable matrons in dignified clothing and with maternal feelings. Modern Licenses, on the other hand, appear in the guise of gracious young damsels, lasciviously dressed and with a thousand charms. Rather than displease either group of ladies, Casentini gallantly tries to steer a middle road and concludes his preface with a typically mannerist pun to the effect that he therefore set out blindly to compose this book of madrigals. 39 
Whereas the above documents address matters of compositional style, our sources pertaining to solo and theatrical music cover a broader range of topics. Although the relationship between early opera and the humanistic conception of ancient drama is universally recognized today, the influence of mannerist aesthetics on these corollaries has been overlooked. The opening statement 

in the dedication written for Emilio de'Cavalieri's Rappresentatione di anima et di corpo announces the presentation of this composer's new and singular work, composed in that style (quello stile) with which the ancient Greeks and Romans used to move the affections of the spectators in their theaters. 40 The point that needs to be stressed here is that these remarks can be taken as illustrative of the aesthetic premises behind the first essays in the opera in musica. And these premises, based as they are on humanist ideas, have two elements in common with the mannerist viewpoint evident in other writings, regardless of the different musical practices that they explain. The common elements are first, a fascination with style as such, and second, an emphasis on the rhetorical power of a style. Even though the reader surely realizes that the practical outcome of this aesthetic in a polyphonic madrigal, a solo song, or an opera can be quite different—because of the diverse technical ingredients required by each genre—I suggest that the philosophy embodied in these ideas is one and the same, and furthermore, that it is symptomatic of mannerist values. 41 
These values are tacitly presumed in one remark found in Marco da Gagliano's preface to his La Dafne—to wit, his reference to the discussions about the maniera used by the ancients in their tragedies, discussions leading up to the composition of the "libretto" by Ottavio Rinuccini. Later in the preface, Gagliano surveys the elements of rappresentazioni in musica, and his list gives us an excellent idea of the interrelationship between early opera and the mannerist intermedio: invention, disposition of the favola, symbolism (sentenza), sweetness of rhyme, musical art, concerti of voices and instruments, exquisiteness of singing, the charm of ballet and gestures, and the visual aspect of scenery and costumes. 42 Because monodic composition requires extraordinarily fine voices and virtuoso technique, references to the high quality of singing abound in documents pertinent to monodies and theatrical music of all kinds. In addition to Gagliano's comments, I cite here those made by Cristofano Malvezzi about the intermedios for La Pellegrina, presented at the wedding of Ferdinando de'Medici and Christine of Lorraine (1589): the sounds of various instruments, the sweetness of the voices, and the charming style (vaga maniera) of the singing. 43 
In addition to general comments on the excellence of singing, we also find remarks on specific styles of monody, styles that have both a compositional and a performance basis. For example, Gagliano, having set the same text as Jacopo Peri, praises the latter as the inventor of quella artifiziosa maniera di recitar cantando, a style admired throughout Italy. 44 And in the preface to a collection of monodies, Severo Bonini singles out Giulio Caccini as the Inventore di questa nobilissima maniera. 45 These comments clearly show that the writers have a pronounced concept of individual styles, and in the case of Peri and Caccini, the concept is borne out by their music. By way of a conclusion, I note that the preponderant bias of these sources points to a preference for new or modern style with connotations of refinement, artificiality, personal ingenuity, and of course, marvelous effects. 

Even though Vincenzo Galilei champions the cause of monody, he nevertheless takes pains to construct a theory for the novel use of dissonance in polyphony. His precepts represent a tacit recognition of two distinct practices, traditional and modern counterpoint. In this context, adherents of zarlinian principles become regressive rather than progressive. Thomas Morley's and Lodovico Zacconi's comments on various styles would have ensured them a place in the progressive group twenty years ago. But their attempts to retain a common foundation for older and newer styles now relegate them to the placid backwaters of antiquarian theory. The one radical element in Zacconi's treatise is his emphasis on singers who are masters of gratiose maniere, or improvised ornaments. The decorative gesture of the dance has now become the rhetorical gesture of song. 

Any view of music that maintains abstract and self-sufficient rules, however flexible, succumbs to the onslaught of the solo song and the cult of the new virtuoso singer. The attitude of the Florentine Camerata reflects this situation. In their view, only monody is capable of reviving the effetti meravigliosi of ancient style. Any claims to expressivity made on behalf of traditional, and even modern, counterpoint are summarily dismissed. Although maniera as such does not appear in the writings emanating from this circle, concepts of style, often couched in related vocabulary, are fundamental to their ideals. 

The spokesmen of the Camerata, apart from Caccini, have little to say about the current craze for florid diminution. This practice enjoys scant authority from classical sources. But there is no doubt that mannerist practitioners and their audience find many marvelous effects and affective qualities in accenti, fioretti, and gorgie. Both the exuberance and conventionality of such ornaments attest to the rapid infiltration of mannerist ideals into this area of performance. The singer is seen as a musical orator who embellishes discourse with a dazzling array of affective ornaments. And with these means, he manipulates the feelings of his listeners much in the same way as the skilled orator. And just as an orator can improve an apparently unpromising text, so a singer can heighten the effect of an ordinary piece of music. Their art therefore arouses wonder and admiration. Mannerist excesses in the field of ornamentation eventually dwindle to a staple diet of reasonable flourishes; but the abuses of the coloratura singer remain legendary. It is also worth noting that many mannerist ornaments are taken over and systematized in baroque practice. One scholar points out that the frequent use by sixteenth-century theorists of terms such as maniera di far passaggi leads to the seventeenth‐ century technical term, Manieren. 46 In this case, of course, maniera and its derivative are not centrally connected to concepts of style. 

Many aspects of maniera during this period signal the transformation of Mannerism into the Baroque. In the visual arts, maniera is codified as an acceptable academic practice. The success of academies of design promulgates mannerist style at the expense of natural imitation. Had Vasari been alive, he probably would have recognized two separate maniere: an older naturalist one based on scientific rules and a newer mannerist one based on personal and original invention. Poetic theory at this time vindicates the favola pastorale as well as a lyric style that is completely dominated by startling concetti. And literary critics of the Baroque ascribe concettism to sixteenth-century mannerist style in Italian poetry. 

The same interpretation can be drawn from some ideas espoused by progressive and radical theorists of music. The Monteverdi brothers reply to Giovanni Maria Artusi's attack on modern music with the celebrated division of contemporary practice into two styles: an older polyphonic one that depends on the perfection 

of harmony and on the subordination of the text as opposed to a newer polyphonic one that depends on the perfection of melody and on the subordination of musical laws. They do not use the term maniera, but they nevertheless stress stylistic premises. And their distinction between conservative and radical practices must be understood as the culmination of many decades of preoccupation with maniera. Their view is also found in Adriano Banchieri, a mild progressive, when he differentiates between contrapunto osservato and contrapunto commune, the latter being modern counterpoint con gratiosa maniera. 47 And the notion of these two maniere survives into baroque theories of style. 

Chromaticism and eloquence continue to function as basic elements within modern practice. Thus, Ercole Bottrigari reviews the Vicentino-Lusitano debate, and sides with Vicentino. He also comments on the greater freedom and complexity of modern counterpoint, commendable characteristics arising from the adventurous potential of musica mista. As proof of this evaluation, Bottrigari prints his own setting of Petrarch's Così mi sveglio, composed according to the practice and style of the moderns (secondo l'uso & lo stile de'Moderni); Bottrigari further remarks that this madrigal demonstrates both il vero modo, & la vera maniera of the chromatic genus. 48 And like Monteverdi, he cites Cipriano de Rore as the initiator and prime exponent of the madrigalian style. 49 Theory of new music at this time contributes one more important notion to the arsenal of baroque concepts, the musica poetica of Burmeister. On the basis of the now commonplace idea that music is an expressive art, Burmeister divides musical procedure into four styles and illustrates them with some twenty-six rhetorical figures. His model is Orlando di Lasso. A more significant bridge beteen sixteenth- and seventeenth-century ideas cannot be found. And regardless of the actual term employed by any of these writers, whether maniera, prattica, stile, modo, or stylus, the context of their usage implies consistent preoccupation with "stylization." 

The mannerist delight in profuse ornamentation can be adduced from instruction books on diminution. We have seen that Vicenzo Giustiniani provides music lovers with an astute survey of the development of modern composition and performance prac

tice. He states that in his day a composition wins favor if it is composed according to the rules and at the same time embodies rare and unusual difficulties. 50 He also charts the rise of the virtuoso singer, whose exquisite voice production and magnificent technique inspire a new style of music. The popularity of improvised embellishment is such that composers now incorporate florid passaggi and affective accenti in written counterpoint, thereby introducing the unruly dissonances that so anger conservative theorists. Giustiniani attributes the latest refinement in solo singing to Caccini, "the inventor of a new manner in singing." 51 
The importance of stylishness and stylization in Caccini's outlook can be gauged by the frequency of the word maniera in the preface to his Le nuove musiche. 52 It should be noted that seventeen of the twenty-eight substantive cases of maniera imply stylistic criteria; the remainder appear in contexts suggesting "method" or "way," and thus are equivalent to the words arte and modo, which Caccini also uses in the latter sense. Most of the stylistic uses refer to singing, although buona maniera appears once in connection with composition. The word stile appears three times in relation to ideas of style. It seems clear, then, that because Caccini's precepts of performance and composition have nothing to do with the traditional science of counterpoint, they are explained by him in terms of style (nobile maniera, nobilissima maniera, buona maniera, affetuosa maniera, and nuovo stile). Caccini's estimation of his new, noble, and good style implies that previous monodic conventions are inferior because the latter are too closely predicated on certain features of the polyphonic madrigal. But other musicians assess novel style in the solo song from the opposite point of view inasmuch as they believe that iconoclastic devices transferred from madrigalian conventions impart dignity, affectivity, and eloquence to monody. Such is the case with d'India's avowed search for vera maniera. Just as Zarlino and Vicentino use maniera to refer to their different ideals of good counterpoint, so Caccini and d'India do the same concerning their ideals of good song. 

Novelty is also claimed by both Caccini and Peri in their rivalry over precedence in the composition of opera. Peri stresses this new genre's unprecedented rhetorical power. In other words, 

operatic monody has fulfilled Galilei's recommendation to imitate histrionic style. This concept is clearly set forth by Giovanni Battista Doni when he describes the differences among narrative, recitational, and expressive recitative. And he also distinguishes not only the various styles of monody, but also separates them from melodic writing in the maniera madrigalesca. 53 
On a general level directed to all the arts, it is important to realize that the concept of a classical Renaissance is itself a mannerist construct, and that at the very moment of its formulation, a self-consciousness about style sets in. Perhaps because such historically oriented ideas become prominent in the sixteenth century, Mannerism develops with such a dominant impact on all the arts. This is certainly the situation with musical ideas. Avant-garde composers are aware not only of the novelty of their procedures, but also of the highly artificial, personal, and extravagant aspects of their experiments. They are creators of the "marvelous," distorting traditional and classical principles. They have mastered the art of the illusion of musical drama. As Doni states, counterpoint is a craft to be studied by the rules, but dramatic music is born of natural talent and irrational genius. Modern music, whether it be madrigalian audacity or monodic boldness, cannot be evaluated by mathematical precepts, no matter how close to nature they may be. On the contrary, the excellence of modern music must be judged by subjective standards of sensibility that respond to originality, rhetorical force, and dramatic power. These form the fundamental aesthetic premises of effective and affective maniera, whose successful embodiment in music represents for mannerist musicians the vindication of ancient ideals. 

Mannerism in Transition,
1600-1620
The years between 1600 and 1620 are dominated by two composers, Carlo Gesualdo and Claudio Monteverdi, and their respective approaches to the polyphonic madrigal provide insights into the dual nature of late Mannerism. An almost pathological morbidezza 1 permeates Gesualdo's works, works that thrive on grotesque and strangely powerful effects. In bringing chromaticism to its final efflorescence, Gesualdo attains the most exaggerated manifestation of mannerist stylization. Monteverdi too follows a personal inspiration in his quest for radical refinements. But his mannerist stylization yields more fruitful avenues for baroque style. In Monteverdi's music we observe a transition from polyphony to concerted music. And every aspect of this transformation, whether subtle or blatant, is handled with the sure hand of a master craftsman. 

Because of the impact of these two maniere, the eclectic mixture of word painting and descriptive-dramatic realism becomes outdated. Although it continues to be popular after 1600 from a historical point of view, it must be considered to be a fashionable stereotype. The composers who cultivate this convention are many. I cite here the example of Marco da Gagliano, a Florentine known for his monodies and dramatic music. In his polyphonic madrigals, Gagliano favors pastoral poetry of a lightly sentimental cast, and his musical settings are characterized, appropriately enough, by elegance and gentility. Generally, Gagliano's style consists of counterpoint based on declamatory motives with occasional instances 

of chromaticism and minute word painting. Exceptions can be found in a few passionate works, such as O Sonno a5 (1602; della Casa), a madrigal featuring suspended dissonances and third‐ related triads. Atlhough effective, Gagliano's technique is neither new nor particularly radical for the time. And yet, it comes under fire in a treatise by Muzio Effrem, who censures the liberties evident in Gagliano's counterpoint. His tract, of course, represents another piece of evidence for the musical turmoil engendered by the second practice. 2 
The degree to which the maniera madrigalesca now constitutes a self-conscious tradition is further demonstrated by a student publication of Heinrich Schütz, who studied in Venice between I609 and 1612. This talented young man learned his stylistic lessons well; and the book of madrigals in question (1611) reveals Schütz's understanding both of Venetian and of courtly madrigalian styles. From the Venetians and Monteverdi, Schütz acquired the modern art of firm tonal organization on which pictorial effects can be mounted without disturbing organic unity. From Monteverdi, he also developed his mastery of declamatory motives as well as affective harmonies and melodic contours, as is shown in Dunque addio care selve a5 (Guarini, Il pastor fido). But Schütz's distinct predilection for figural word painting, often involving virtuoso elements, comes from the older tradition of mosaic madrigalism. This tradition reaches manneristic, we might even say mannered, extravagance in Fuggi o mio core a5 (Guarini), a study in musical "flying." Selve beate a5 (Guarini, Il pastor fido) contains many such remarkable passages. The eighth-note runs on frondi, with their complex permutations, entail scalar motion between tritones as well as tritone leaps, thus representing written versions of the most exaggerated passaggi recommended in treatises on vocal ornamentation. The ending presents a noteworthy fioritura (Example XXI-I). Here, ridente is depicted by a figure that every voice student recognizes as a stereotyped vocalise. Mannerist playfulness, if not superficiality, is admirably demonstrated by this effetto meraviglioso.
The overlapping of older and newer radicalism can be seen clearly if we turn now to Monteverdi's famous fifth book of madrigals (1605), a book that represents both the end of the unaccom




panied madrigal and the beginning of the concerted madrigal. It is a remarkable publication on many counts. The preface, later glossed by his brother, sounds the trumpet of attack on behalf of champions of the second practice. And Monteverdi deliberately includes four works criticized by Giovanni Maria Artusi. 3 Of the nineteen pieces (the last six with obligatory continuo), sixteen are set poems by Guarini, 4 and eleven of these are from Il pastor fido. Inasmuch as many of the Guarini texts also appear in Luca Marenzio's Book VII a5 (1595), Einstein suggests that Monteverdi wishes to compete with his illustrious predecessor. 5 At the same time, there exists the possibility that Monteverdi's choice is motivated by an aesthetic ideal, for he focuses on elegant concettism whose sweet lamenting accents hide the potential for lyric and dramatic passion. Guarini's maniera is eminently well suited to Monteverdi's novel concept of polyphony as the perfection of melody. With this poetry, he explores the novelty of recitar cantando 6 in modern counterpoint. As is well known, five of the pieces form a cycle, Ecco Silvio a5, setting the dialogue between Silvio and Dorinda from the fourth act of Il pastor fido. This set of madrigals retains Monteverdi's earlier declamatory style characterized, on the one hand, by moderate or even rapid parlando melodies, and on the other hand, by polyphonic moments with 

expressive dissonances. In other words, its harmonic language and stylistic principles derive from approaches that Monteverdi had previously established. Modern scholars cite it as a forerunner of his future essays in the concerted madrigal and the chamber cantata. 7 And yet, for all its inherent modernism, it lacks dramatic shape and articulation. And it does not commeasure with the radical elements of concertato style evident in other works in this book, or for that matter, equally innovative ones in previous books. 

Monteverdi's setting of Guarini's Non più guerra! (1603) illustrates this point. He gives the text, a dramatic lyric much like the monologues of Il pastor fido, his typical treatment consisting of declamatory motives in imitative textures. Homophony and linear suspension each appear once for the sake of sharp pictorialism. The style of this madrigal, agitated and humorously vivid, tends to be much closer to the stile concitato than Ecco Silvio (Example XXI-2). The opening exclamations have two distinct, rhythmically concise motives that are combined with the second and third lines of the poem. During this section, each voice stands out as a soloistic combatant, and thus, the opening reproduces the unusual and artfully mannered contrapposto of Guarini's conceit. The repetition of the first line contributes to the evocation of an agitated mood; it also hints at the musical and expressive significance of the two motives that comprise it, for the entire madrigal is based on configurations of them. Their rhythmic contours yield various permutations for subsequent motives that appear in brilliant imitation and kaleidoscopic combination. Thus does Monteverdi exploit elements of similarity and contrast to link and profile the two basic concetti of the poem—war and peace. 

The subtlety of his rhythmic technique is incredible. The patterns of Non più guerra! and trionfanti share the same warlike rhythms. The more placid rhythm of Pietate! is echoed by Occhi miei belli. The bellicose rhythm reappears on A che v'armate? Ancidete i rubelli and on Ancidete chi, a truncated line. Contr'un cor che già appropriately reflects the beloved's animosity by varying the warlike pattern. The remainder of this line, pres'e vi si rende, features the first occurrence of syncopated suspensions, "bindings" that again mirror the words. S'arm'e si difende is related rhythmically and conceptually to Contr'un cor, and therefore, the phrase 

contains an implicit reference to Ancidete chi—which is actually the first part of the line. Up to this point, these motives are freely combined, dovetailed, and varied to create a sonal illusion of inimical agitation. The "point" of the lover's protest comes with the words, Non chi vinto v'adora. Here, Monteverdi introduces his first new figure in a sensuous and sweet trio for high voices. The effect in context is very striking, and includes the only gentle melisma in the entire piece. There follows immediately a passage of declamatory homophony for low voices on Volete voi ch'io mora? And the lover's happy acquiescence to this wish is brought out by rhythms recalling the fact that he is already conquered and adoring. The melancholy repetitions of e del morir present quieter versions of Non più guerra! and harsh suspended dissonances paint the anguish of death. Monteverdi achieves rounded unity and witty expressivity by setting the "point," ma sarà vostr'il danno, in a rhythmic pattern modeled after the warlike figure of the opening. Now, this abstract analysis cannot do justice to the instinctive compositional process by which Monteverdi arrived at this magnificent setting; as Giovanni Battista Doni would insist, the madrigal is a result of natural talent. This kind of dramatic genius cannot be conveyed by prosaic descriptions, for it arises from inspired furor poeticus. 

Monteverdi generally avoids extreme chromaticism in his mature works. One exception can be found in Piagne e sospira a5 (1603; Tasso, Gerusalemme conquistata), 8 a madrigal built on semitonal melodies and third-related harmonies obviously inspired by the pathetic tone of the verse. In comparison with that of Monteverdi, Gesualdo's style, in his fifth and sixth books (1611), exemplifies the ultimate in chromaticism. In the seclusion of his Neapolitan palace, Gesualdo now concentrates on short poems characterized by violent and highly mannered melancholy. The torments of love and death described in this doggerel verse certainly fit the extreme contortions of his musical maniera. 

Tu m'uccidi o crudele (Book v, 1611) serves as a fine illustration of Gesualdo's techniques and their resultant effetti meravigliosi. Unusual harmonies appear in syllabic sections whose relatively slow pace contrasts sharply with two distinct sections of animated counterpoint underscored by clear-cut diatonic vocabu

lary; the polyphonic sections set one word, amando. In spite of this surface dichotomy, Gesualdo's chromaticism and dissonance treatment are still linear in orientation. The opening of the madrigal constitutes a model of harmonic ambiguity. Its surprising effect arises from consecutive and multiple dissonances (with and without suspensions), triads whose roots are related by thirds and semitones, frequent tritones, unorthodox seventh-chords, and juxtaposition of flat and sharp accidentals. The setting of the words, Ch'io moro, stated twice, is very strange and warrants further comment (Example XXI-3). At the end of the first statement, we find an A minor seventh-chord (the seventh being a suspension) and an F# major chord; this third-relation involves three linear semitones. The second time, an F major seventh-chord moves to an E major one via four linear semitones, all clearly shown in Gesualdo's voice leading. 9 To sum up, the main characteristics of the chromatic episodes reside in a very flexible manipulation of chords in various positions, peculiar root movements, unusual syncopations and suspensions, and bizarre false relations. The fol‐ 

lowing remarks made by Einstein apply to this work, even though they are made with reference to another equally eccentric madrigal in the fifth book: "The 'expression' in this sort of piece is astonishing, but it would be difficult to determine exactly where sincerity of feeling ends and mannerism begins." 10 
The elongated descending motives at the start of Languisco al fin a5 (Book v, 1611) have drawn the attention of several scholars, one of whom identifies this figure with the inganno, a motive that appears later in keyboard music (e.g., in the works of Giovanni Maria Trabaci and Girolamo Frescobaldi). 11 In Gesualdo's madrigal, the inganno bears a striking resemblance to Nicola Vicentino's reconstruction of ancient tetrachords, and this fact intimates the influence of Ferrarese experiments. Although the pattern does not occur so prominently in other madrigals by Gesualdo, it does crop up from time to time. 12 I mention it here because this phenomenon suggests one tantalizing link between chromaticism in works of the middle and late mannerist periods and those of the early baroque period. 13 
Book VI (1611) contains many outstanding and expressive works. Among them, Moro lasso is deservedly famous because it manages to fuse extreme stylization and affective conviction. A cursory glance at the music shows that Gesualdo organizes its structure by alternating sections of fairly slow chromaticism with sections of faster counterpoint. The two types correspond nicely with the verbal images that Gesualdo repeats at will in order to create harmonic contrasts. Within these larger sections, there exist unit correspondences that also reflect verse repetitions. 

The two polyphonic sections, on the words E chi mi può dar vita, are built on the brisk imitative interplay of a single motive that presents a characteristic aural figure on vita. In the first of these sections, a carefully planned harmonic climax receives support from the contrapuntal arrangement of the voices. Although the second section parallels the first with regard to its two sets of imitative points, its harmonic and motivic plan is rearranged to create maximum tension. It is important to realize that occasional semitonal inflections do appear, in spite of the predominantly diatonic character of these polyphonic sections. Indeed, the latter create a diatonic feeling by virtue of the extreme chromaticism 

of the other alternating segments of the madrigal. The diatonic sections are also closely related inasmuch as the first one gravitates to C major and the second to F major. By way of contrast, the chromatic sections range far afield from this stable relationship. 

Gesualdo establishes an eccentric tone in the very first short chromatic section, a compendium of radical Mannerism (Example XXI-4a). Low voices, slow motion, and slithering semitonal melodies create a lugubrious atmosphere; and triadic floating atonality begins in the outré region of C# major and slides through third‐ relations to G major. When this ordinary harmony is reached, acerbity appears by means of peculiar dissonances and leaps. The first and last chords of this section form third-relations (C# major and E major), as does the ending of the chromatic part with the ending of the ensuing polyphonic section (E major and C major). Whereas the first chromatic portion gives the illusion of homophony, the second is built on the strangest possible points of imitation (Example XXI-4b). The voice entries are best described as unruly and eccentric in the extreme. Surely Zarlino never envisioned such 

unorthodox relationships even in his most casual imitatione. This imitative point not only dramatizes in a vivid way the word Ahi! but also symbolizes Gesualdo's penchant for grotesque stylization of traditional procedures. Furthermore, this weird kind of counterpoint produces five third-related chords in succession, ranging from C minor to C# major. After concluding this chromatic section with a homophonic passage, Gesualdo then repeats the first three lines of the poem together with their alternation of chromatic, diatonic, and chromatic sections. The first two now appear on a sonorous plane a fourth above the original statements. But because of the modulatory scheme of the diatonic section, the outrageous setting of Ahi! che m'ancide is pitched a tone below its counterpart. Its homophonic closing portion begins as it did the first time, but Gesualdo suddenly jumps up an octave so that the rest sounds a ninth above the original. The effect is electrifying. 

But the most extraordinary effects come at the end of the piece (Example XXI-4c). O dolorosa sorte begins with a slow, wailing imitation that increases the number of multiple dissonances with each voice entry. Beneath them lies a diatonic support. On the last B♭ major chord, Gesualdo perversely repeats the note, A, in the alto (from the preceding F major seventh-chord), creating a harsh B♭ DFA massing that leads directly to an E major chord. The harmonic components of these two vertical sonorities, including root notes, are a tritone apart; furthermore, they rely on three linear semitones. What can one say about this totally grotesque progression? Nothing approaching its audacity has been seen in the annals of mannerist radicalism. Gesualdo repeats this passage, complete with the "tritone-related" chords, on a harmonic plane a fifth above the original. Then, a short, fairly diatonic section introduces the final staggering setting of ahi! mi da morte. Two overlapping imitative sections, based on a most peculiar chromatic motive, 14 produce a network of intricate dissonances, diminished triads, and "dominant seventh" chords. Scarcely one vertical sonority goes by without piquant dissonances. A cataloging of the latter cannot reproduce the bitter flavor created by their unrelenting appearance. Gesualdo manipulates seconds, sevenths, and tritones in a most eccentric manner. Six such cases of passing single dissonances on strong and weak subdivisions of the pulse are over‐ 

shadowed by nine cases where these disturbing intervals occupy entire metric units of the tactus. 

I have already indicated that Gesualdo's chromaticism and dissonance treatment arise from linear considerations. At the same time, certain third-relations seem to arise from vertical considerations. Gesualdo's carefully planned repetitions, featuring different harmonic planes, also attest to an awareness of sonorous values and blocks of color. The commonplace idea that Gesualdo reserves chromaticism for homophonic sections and counterpoint for diatonic ones is somewhat misleading. His chromatic sections seem homophonic simply on the basis of a comparison with the polyphonic ones. By the same token, the diatonicism of the contrapuntal sections seems bland only in comparison with the chromatic excesses of the so-called homophonic sections. In reality, Gesualdo's style departs from linear voice leading, with the exceptions noted above. Gesualdo indeed unites traditional polyphonic procedures with avant-garde trends, 15 but in a very special way. 

Apart from a general consensus on the matter of Gesualdo's harmonic extravagances—characterized as "musical seasickness," "extreme but stillborn fantasies," or products of a "psychopath" and a "pathological case" 16 —there exists considerable disagreement as to the exact technicalities that constitute his maniera. Several scholars stress the novelty of Gesualdo's sharp contrasts between slow homophony and rapid counterpoint. 17 But I have suggested that his basic viewpoint is always contrapuntal. However, rhythmic novelty is evident in his characteristic freedom in dealing with imitative points; entries are spaced at irregular intervals, and the configurations varied to obtain agitated effects. Another prominent element of avant-gardism hitherto unnoticed is Gesualdo's tendency to use very irregular vertical intervals as points of entry for imitative voices. His radical approach often features extreme registers and startling dissonances. The total effect is one of complete distortion of homogeneous polyphony. There are moments in Gesualdo's texture when the listener experiences the peculiar sensation that one more step, either higher or lower, will cause the tenuous structure to collapse—a relative illusion, of course, but still a very telling one. 

With regard to dissonance treatment, Gesualdo's use of di

minished triads and seventh-chords is hardly novel, considering the appearance of such sonorities in the works of Marenzio, Wert, and Monteverdi. Insofar as these constellations result from linear elements, however eccentric, Gesualdo's usage is much closer to that of Marenzio than to that of Monteverdi. This comparison, of course, omits factors such as the number and congregation of chromatic elements. Monteverdi's novel treatment of such chords, chords that furnish one important basis for the new maniera, makes him the first archmodernist. But with Monteverdi, unorthodox chordal entities become the norm of a new style; they are positive factors in the seconda prattica. In Gesualdo's maniera, unorthodox treatment of nonharmonic components remains a deliberate deviation from the ars perfecta; in this sense, it functions as a negative factor in an extreme stylization of past tradition. And from this point of view, Gesualdo emerges as an archmannerist whose audacities presume an ingrained response to normal procedures. Gesualdo uses his tricks to shock and surprise. Monteverdi too seeks effetti meravigliosi, but in his hands the regressive aspects of mannerist stylization are transformed into progressive ingredients of baroque style. 

As far as chromaticism is concerned, scholars agree that Gesualdo's personal audacities stem from the isolation and new function of semitonal relationships between vertical progressions. 18 For example, G-G♯ can produce E♭ major and E major triads. This specific instance is important inasmuch as the roots are a semitone apart, and motion from one to the other entails three linear semitones. There is no doubt that such cases abound in Gesualdo's harmony, and they constitute one of the most outrageous verticallinear relationships possible in chromatic style, barring the introduction of dissonances. One way of exaggerating the shock value of chromatic sonorities is to compound the semitonal connections from three to four. Another method is to connect a four-note chord and a triad whose roots are a tritone apart. The latter type of progression produces three linear semitones and three linear tritones at the same time. And Gesualdo uses both methods whenever he strives for particularly striking effects. Close examination of his audacious vocabulary reveals certain interesting features. 

Gesualdo's small-scale chromaticism—that is, from chord to chord —tends to rely on progressions that involve two or three linear semitones. Thus, it is correct to conclude that semitonal motion, the theoretical basis of Vicentino's chromatic genus, finds its apotheosis in Gesualdo's maniera. When Gesualdo desires especially surprising effects, he then moves on to extreme forms of chromaticism heretofore unknown: triple and quadruple semitone connections, bizarre accidentals such as B♯ and E♯, and/or semitone and tritone root movements. The eccentricity of these progressions can be exacerbated by sharp dissonances and angular voice leading. Simpler chromatic relations (those characteristic of earlier mannerist experiments) now occur in contrapuntal sections, or between the beginnings and endings of larger phrases and sections. The point to be stressed here is that chromatic elements that were previously considered highly volatile become, for Gesualdo, relatively stable. 

All these techniques produce a style whose violent contortions have been noted frequently by historians. Gesualdo's maniera has occasioned comparisons with El Greco, Pontormo, Parmigianino, Tasso, Marino, and Gracián. Without subscribing to concrete analogies between different media or between creative artists from different generations, we can agree that Gesualdo represents the mannerist love of excessive distortion and stylization in an unmistakable way. With reference to musical Mannerism, his personal maniera is a dead end, not only because of its highly individual avant-gardism, but also because this composer develops one aspect of mannerist stylization to its ultimate limits. After Gesualdo, there is virtually nothing new to be done with chromaticism understood as a self-conscious, deliberate deviation from tradition. One may emulate but one cannot develop this approach any further. But from the viewpoint of chromaticism seen as a vehicle for strong affective expression, Gesualdo joins the ranks of mannerists who build up an aesthetic taken over by baroque composers. His style is known and appreciated by several exponents of the second practice. Thus, on the one side, Gesualdo's style represents a "minor current" 19 inasmuch as its technique is the end and not the beginning of a musical trend. On the other side, however, his style 

belongs to a major current inasmuch as its aesthetic premise is the start and not the end of future developments. 20 In Gesualdo's case, it is clear that maniera has a special and provocative meaning. 

In my view, the novel use of dissonances, allied with the mannerist creed of imitazione delle parole, provides the real link between Mannerism and the Baroque. The reader will recall that a number of madrigals published between 1580 and 1600 feature successive and simultaneous dissonances that occur in linear suspension. Benedetto Pallavicino's Cruda Amarilli (1600; Guarini, Il pastor fido) adheres to this principle (Example XXI-5). The opening, the only section where linear counterpoint prevails, contains a series of suspended single dissonances, two cases of double dissonances, and two cases of irregularly resolved tritones. Such progressions are certainly "pungent," 21 and they paint a vivid picture of cruel Amarilli. However, they are not in themselves novel, for we have seen similar instances in earlier works by Marenzio and Monteverdi. Nonetheless, this particular composition is important in that it furnished a model for settings by a number of eminent composers, including Sigismondo d'India (1607) and Monteverdi (1605). And Monteverdi's work is singled out by Artusi as an exemplar of unruly modernism. 

The first few measures of Monteverdi's madrigal suffice to indicate the connections between the two Mantuan composers (Example XXI-6). Although Monteverdi's version is less dissonant than Pallavicino's, it has a distinctly modern tone lacking in the latter work. Monteverdi repeats the first phrase on two closely related tonalities, and the dissonances, repeated verbatim, act as harmonic propellents within vertically conceived cadential patterns. There follows a passage of animated homophony (including a diminished triad) that dissolves into written ornamentation on ahi. The last part of this passage is torn apart by Artusi. Monteverdi commits the cardinal sin of introducing a dissonance after a rest in the soprano, and then of resolving it by a leap to another dissonance. Of course, according to the precepts of modern counterpoint, this second "dissonance" is an integral consonance belonging to a dominant seventh chord. At the same time, the dissonances just described also serve as affective depictions of the words. The same holds true for the other excerpts selected by Artusi, who neglects 

EXAMPLE XXI-5, continued 




the primacy of the text as well as the tonal logic that regulates dissonance treatment. Compared with Monteverdi's work, the dissonances in Pallavicino's madrigal still retain obvious ties with older sixteenth-century counterpoint. 

This difference is even more evident in Monteverdi's Ohimè se tanto amate (1603; Guarini), a witty reflection of the tongue-in‐ cheek concetti of the amorous poem. Several significant passages can show Monteverdi's consummate handling of modern dissonances. The opening begins with a very rhetorical and dramatic rendition of the exclamation. Both entries of the soprano duet high above the bass involve irregular dissonances. 22 Besides being a startling effetto meraviglioso, the passage forms evidence that Monteverdi is thinking in terms of trio texture. These drawn-out wails are followed by rapid homophonic parlando spiced up by occasional dissonances. Only one of the latter would pass muster as a passing nonharmonic note; the rest represent willful ornaments of the type disallowed by traditional theorists. Monteverdi depicts dolorosa with some of the most unorthodox voice leadings in the composition: a number of single and double dissonances culminate in a descending leap of a seventh from a consonance to 

a dissonance. Had Artusi seen this madrigal, he certainly would have accorded it a place of honor in his diatribe. The concluding section presents another aspect of Monteverdi's inventiveness in devising yet another original idea for the commonplace conceit, Havrete mille mille dolc'ohimè. He underscores the words with a sequence of interlocking fauxbourdon chords, a series that produces a bittersweet set of false relations. The passage gravitates from B♭ major to G major (third-relations). And the penultimate triad in this sequence exemplifies Monteverdi's modern musical wit. Its components make it out to be a B minor triad in first inversion ; as such it belongs to the fauxbourdon sequence. But Monteverdi seems to realize that the ear hears it differently, especially after it "resolves" to G. It sounds rather like a D major triad whose consonant A has been replaced by a dissonant B, inasmuch as the V-I movement of the bass voice is very strong. This ambiguity becomes explicit at the end of the piece (Example XXI-7). All in all, this charming work embodies the earlier tradition of mosaic fragmentation in which every detail of the poetry finds its appro

priate musical image. From this viewpoint, the madrigal "remains manneristic and experimental." 23 
Another work from the fourth book, Ah dolente partita (1603; Guarini, Il pastor fido), exhibits more modern polyphonic techniques similar to those explored by Wert. We can discern his influence in the declamatory motives that furnish the basis for textural procedure. 24 But we can also isolate several features that must be ascribed to Monteverdi's personal ideas. One of these is a very vivid musical contrapposto: agitated parlando declamation for Un vivace morire combined with a slow melody for Per far che moia. The other instance concerns his use of dissonance in the beginning and closing sections of the piece (Example XXI-8). The opening duet presents a rather novel deployment of harsh and affective intervals in a two-voice idiom. Unisons, seconds, and thirds outline a tortuous contour that unites musical and emotional tension. This dual technique will become an integral element in Monteverdi's concerted duets. The ending brings out Monteverdi's vertical conception in terms of fundamental bass versus concertato upper parts in an even more palpable way than examples previously given for this approach. 

It is not accidental that Monteverdi's essays in polyphonic declamation center on speeches from Il pastor fido. 25 The inherent impetus toward musical dramatization is intimately connected with Guarini's attempt to dramatize lyric passion. Aristocratic audiences know well this beloved pastoral, and even single madrigalesque settings can rely on the tacit narrative background. Furthermore, the quasi-dramatic style given to Guarini's poem is so well understood by everyone that it can be easily transferred to independent lyric poems. All passionately amorous outbursts thus become potential excerpts from imagined pastoral romances. After all, the themes are commonplace, and many single lyrics by Tasso, Guarini, and other poets could just as well be inserted into Il pastor fido. By inference, a highly self-conscious and stylized inference, anonymous lyric sentiments become intensely personalized as unnamed Mirtillos, Silvios, Amarillis, and Dorindas speak within the confines of polyphonic dramatization. Such is the case with Monteverdi's celebrated setting of Ottavio Rinuccini's Sfogava con le stelle a5 (1603). Here Monteverdi devises real choral recitative. It seems reasonable to assume that learned connoisseurs would immediately get the point of Monteverdi's allusion to the fact that in ancient drama the choral responses were chanted in recitative style. Through a genial stylization, Monteverdi has dramatized the drama. 

Two other madrigals in Book IV alternate homophonic or polyphonic declamation with virtuoso soloistic passages reminiscent of Wert's florid style. In Quel augellin che canta a5 (1603; Guarini, Il pastor fido), 26 words such as canta, vola, l'albetta, faggio, mirto, ardo, and vago prompt extended roulades. Most of these figures, which feature a great deal of quasi-instrumental sequences, appear in the two soprano voices which are deployed either in parallel thirds or in imitation. To this extent, they share the characteristics of Luzzasco Luzzaschi's concerted madrigals. But Monteverdi also varies the florid texture by using similar diminutions for other combinations as well. By far the most virtuoso madrigal is A un giro sol (1603; Guarini) (Example XXI-9). Its first part is built out of four coloratura figures that correspond to the poet's lively metaphors: A un giro sol, Ride l'aria d'intorno, E'l mar s'acquesta, and e i venti. A more charming and vivid depiction 

of Guarini's conceits can hardly be imagined. 27 It is also true that the preciosity of the verse finds equally precious echoes in the music. Gay and animated homophony describes the effects of the beloved's eyes. And a sudden turn to strange harmonies and suspended dissonances gives the last four lines their proper contrasting expression: the lover's eyes are sad and full of tears. One scholar suggests that Monteverdi uses surprise as a weapon in this madrigal in order to startle the listener into sharp awareness of the concettistic opposition embodied in the poem. 28 At any rate, Guarini's stylized maniera seems to inspire some of Monteverdi's most brilliant, yet most contrived, musical effects. 

As everyone knows, Monteverdi takes the step to accompanied ensembles in the last six madrigals of Book v (1605). He is not the first composer to think of adding a keyboard support to secular polyphonic works. 29 However, his notion as to the role of this support differs fundamentally from that of his predecessors. In Rossi's and Signorucci's publications, the keyboard is a basso seguente, whereas in Luzzaschi's music for the Ferrarese ladies, it is completely written out and embodies a reduction of five-voiced counterpoint. Monteverdi's continuo comprises an unfigured bass; in polyphonic sections it acts as a seguente part, but in soloistic sections it becomes a real fundamental part. The six works in question do not belong to the category of monodic recitative or aria as practiced by Florentine composers. Passages for solo voice exist and some of them are in recitative style. But for the most part, Monteverdi concentrates on ensembles and through them explores concertato style. 

E così a poco a poco a6 (Guarini) exhibits the loosest structure of the six concerted pieces. The reason resides in the nondramatic nature of the poem. In this case, Monteverdi's alternative textures merely provide an element of variety. But in Troppo ben può a5, Guarini's division between narrative portions and direct speech forms the basis for Monteverdi's more dramatic sectionalization. Yet, Monteverdi does not forget to highlight individual words and conceits by means of various textures, rhythms, and florid diminutions. The last three lines of the poem parallel the fourth through sixth lines in their structural arrangement, and they contain the witty "point" of the basic conceit. For this reason, 

onteverdi repeats the general characteristics of his setting of the earlier lines at the end. This "rather manneristic" 30 madrigal, in spite of its artificial moments, has a clear structure, a structure with both absolute and dramatic import. Whereas Monteverdi sticks closely to the poetic structure in Troppo ben può, in T'amo mia vita a5 (Guarini), he takes more liberties with the text. These liberties reflect Monteverdi's desire to construct a small-scale lyrical drama, 31 a chamber cantata. During the lover's soliloquy, the words, T'amo mia vita, occur twice—at the start of the first line and at the start of the last line. Monteverdi extrapolates these words from their context to transform them into a musical presentation of the beloved speaking to her lover. Each time they appear, the words are sung by a solo soprano, often to the same music. Thus, they form a "ritornello" framework within which the words of the lover appear for three low voices in homophonic declamation. 32 
The highlight of the concerted madrigals, Ahi come a un vago sol a5 (Guarini), is a masterpiece in dramatic and musical structure. In this case, clear sectional organization and rondolike form point toward Monteverdi's later chamber cantatas. 33 The madrigal is comprised of sections for two solo tenors alternating with a choral refrain for a varying number of voices. The refrain, Ah che piaga d'amor non sana mai, corresponds to the tenth line of the poem. Again, it is the composer who transforms this line into a refrain. The duet sections reveal some noteworthy features in their arrangement. Each time, the number of lines decreases by two; this means that the duet sections get progressively shorter. At the same time, Monteverdi augments the temporal reduction by changing the musical style. The first and longest duet is also the most elaborate one, featuring ornate ornamental figuration both in parallel motion and in animated concertato imitation. The second one alternates segments in passionate declamation with segments of ariosolike embellishment. In the third duet, only one brief melismatic portion disrupts the declamatory style. And the final one consists solely of declamation. This organization, of course, brings the refrain sections closer and closer together. And in this way, Monteverdi achieves a hitherto unrivaled intensity as the music approaches its final climax. At the same time, the vocal ritornellos 

follow a carefully planned scheme of their own. The longer, more florid duets alternate with relatively short refrains. When the duets reach their declamatory stage and become quite cursory in length but intense in style, the refrains get progressively longer. This opposing but complementary arrangement in section lengths is balanced by the overall tonal organization. The first duet and refrain establish the key of D major. The ensuing pairs of duets and refrains revolve around the dominant, a key they affirm with cadences in related areas. And the final duet and refrain return once more to the stable area of D major. Not only the expressive but also the musical structure of this magnificent work presages baroque practice, and the structure carries with it the mannerist devices of ornamentation, contrapuntal declamation, and affective harmony. Without such genial transformation, these sixteenth‐ century techniques might not have survived. 

Monteverdi closes the fifth book with the most grandiose of the concerted madrigals, Questi vaghi concenti a9 (Guarini). The vocal music requires two separate choirs, one of five and one of four voices, arranged in antiphonal fashion after the model of dialogue madrigals. Occasionally, soloistic phrases with basso continuo interrupt the choruses, and these sections correspond to the more impassioned moments of the poetry. The work is introduced by a five-voiced instrumental sinfonia that reappears in an abbreviated form about midway through the madrigal. More than any other piece in this book, Questi vaghi concenti points toward the cantata. But still, its basic inspiration belongs to the mannerist tradition insofar as the combination of double-chorus technique, solo passages, and instruments creates a vivid emblem for Guarini's concetto, Questi vaghi concenti.
In many ways, the madrigals contained in Book v demonstrate Monteverdi's instinctive move away from mannerist artificiality and stylized affectivity to the overtly theatrical and rhetorical style usually associated with the Baroque. 34 However, elements of the maniera madrigalesca are still present—individual word painting, very precious and virtuoso ornamentation, and extravagant dramatization of lyric poetry. 35 His art remains one that appeals to the aristocratic tastes of his day. Both restrained and exaggerated effetti meravigliosi still animate the fundamental aesthetic premise 

behind his style. As Arnold suggests, Monteverdi is the greatest of the mannerist composers who practice their art in northern Italian courts. 36 Historians who separate Monteverdi—along with Adrian Willaert, Cipriano de Rore, and Carlo Gesualdo—from the mannerist stream and insist that they are prebaroque composers, 37 base their view on the idea that mannerist and baroque styles are mutually contradictory. I propose, on the other hand, that baroque vocal practice is inconceivable without the mediation of mannerist elements. And Monteverdi's works admirably illustrate this stylistic phenomenon, for in the madrigals discussed in this chapter, we can discern the coexistence of the two maniere, with different degrees of emphasis on one or the other. 

Before leaving this period, mention must be made of Adriano Banchieri's masterful madrigal-comedies. Il zabaione musicale a5 (1603) is exactly what the title suggests—a frothy concoction made up of conventionalized pastoral scenes. 38 Banchieri usually mixes serious madrigals with fanciful capricci. Typical of the latter type, at which Banchieri excels, is a piece in the Barca di Venetia per Padova a5 (1605) in which he depicts a singing master by means of extravagant solfeggio exercises. But the crowning glory of this genre is without a doubt his Festino a5 (1608), a work consisting of twenty musical numbers preceded and completed by narrative material. 

Banchieri's forward is a speech by Modern Delight who recounts how he was accosted by a moth-eaten figure, Ancient Rigor, on the stairs as he came up to the evening's entertainment. This pedantic professor of traditional counterpoint warns Modern Delight against listening to works by composers who flagrantly disobey the sacred rules of true music. Modern Delight replies that he has no patience with academic sophistry, a failing that causes one to overlook the "great taste in their modern inventions." Ancient Rigor wished to pursue the argument, but Modern Delight left him with the helpful suggestion that he peddle his manuscripts among the fishmongers for use as wrapping paper. Then Modern Delight warns his audience that they will not hear any learned disquisitions this evening. The serious theorists of the group are busy settling an argument in the kitchen. The cook and the maid are discussing the matter of how one should categorize 

the sound of a braying ass. "The cook, arguing platonically, maintains that it is a bastard sound, whereas the maid, using a polycratesque demonstration, says that it is a mixed consonance." After this broadside aimed at academic controversy, Modern Delight bids the guests to simply enjoy singing his music before dinner. 

The whole point of the madrigal-comedy is that the various characters and situations are represented within the confines of five-voiced secular style. This genre lacks acting, costumes, or scenery, and everything is depicted by means of the music. It is evident that the artfully contrived compositions of the Festino, in their own humorous way, reflect the mannerist concept of imitazione delle parole. Banchieri's madrigal-comedy, full of lighthearted spirit, draws us a graphic picture of aristocratic and academic entertainment. It is a healthy sign that mannerists are able to laugh at themselves and to poke good-natured fun at the basic pretensions of maniera. 

