MOV e e e L
2

. AT e g

o~

AR et e i

R R

P

¥

oo} 2

Réf. : UN

QAR
A

Jean-Claude VEILHAN

The Rules

of
Musical

Interpretation
in the
Baroque

Era

(r7th - 18th centuries)

common to all instruments

v

According to BACH, BROSSARD, COUPERIN, .
HOTTETERRE, MONTECLAIR, QUANTZ,
RAMEAU-@ALEMBERT, ROUSSEAU, etc.

ALPHONSE LEDUC - PARIS

-175, rue Saint-Honoré




i s ek - B o2t

Contents -
PREF ACE .. ittt it e ittt ettt inteeeeeeeeeenoeseseansesenenns IX

METRICAL SIGNS AND THEIR CHARACTERISTICS

Metres of four beats ... ... . . 1

Metres Of two Deats . .ot i it ittt it it it e e e et e 3

Metres Of three beats . oo vttt it it ettt it ie e innaeransenenns . 6

Lesson on every variety of metre (Montéclair) ............ciiiiiiiiininns 10
PHRASING

Articulatory silences . . ........ ... i ... ettt e 11

Detachedvnotes......................; ..... e e 13

&
SIUIS « et e e e T )

Complete indication of slurs, 15; Complete or partial absence of slurs: should they be added, 16

Unequalnotes ..........vutiiienennnenn. RN e, 20

Different degrees of inequality, 22; Reversed inequality, 23; Table for unequalising values in the
principal meires, according to Cijon and Hotteterre, 24; Exceptions to the rule of inequality, 25

Double-dotted notes .. ............... e e 27
Different instances of double-dotted notes, 27; Exceptions to the rule of double-dotted notes, 31
Rubato ...ttt e e e e 32
EMBELLISHMENT
GRACE NOTES .. i it it et e e et st ettt e s e aan 33

Accent, 34; Chate (Fall), 34; Coulade (Run), 35; Coulé (Passing appoggiatura), 35; Flattement

(Finger vibrato), 36; Pincé (Mordent, Schneller), 37; Port-de-voix (Appoggiatura), 38; Son enflé *

(Messa di voce), 42; Tour de gosier (Turn, Gruppetto, Doublé, Circolo mezzo, Double cadence), 43;

Trill (Shake, Cadence, Battement), 44; Vibrato, 47
Two examples of pieces with grace notes added by their composers ........... 47
ORNAMENTS ...... . i e e e 49
French ornamentation ...... e et e P 1

A.L.-25.732

cicedhesitssnsiesTeEPeb

—

preseno sy

P s ]

N

WYy yYye'wew X k §

-
CS

.




POPOPFISTIIINGINESIDIDISD)

German ornamentation ... .. ...ttt e e e 51

Italian ornamentation . ......... .. . ... 55

THE VARIOUS TYPES OF ADAGIO AND ALLEGRO

CLASSIFICATION — TEMPO — CHARACTER ...... ..., 60
Classification of tempo indications accordingtoMarpurg ................c ... 60
Classification of tempo indications with their metronomic values

according to QUaANtZ . . .. .ot e e e 61
Characteristics of the various tempi according to Brossard and Rousseau.......... 62/63
OF THE MANNER IN WHICH THE ADAGIO SHOULD BE PLAYED (Quantz) ...... 64
OF THE MANNER IN WHICH THE ALLEGRO SHOULD BE PLAYED (Quantz) .. ... 67

CHARACTER AND TEMPO OF THE VARIOUS MOVEMENTS

AIRS AND DANCES ..o i ittt e et ettt et e et 70
Allemande, 70; Aria, 71; Ariette, 72; Bourrée, 72; Branle, 72; Canaries, 73; Chaconne, 74;
Contredanse, 75; Cotillon, 75; Courante, 75; Entrée, 76; Forlane, 76; Furie, 77; Gaillarde, 77;
Gavotte, 78; Gigue, 79; Loure, 80; March, 81; Minuet, 81; Musette, 83; Overture, 84;
Passacaglia, 85; Passepied, 86; Pastorale, 87; Pavane, 88; Polonaise, 88; Prelude, 89;
Rigaudon, 90; Rondeau, 91; Saltarello, 91; Sarabande, 92; Siciliana, 92; Tambourin, 93;

Villanelle, 94
BIBLIOGRAPHY OF WORKS CITED .. ..t vveetn et el 95
INDEX OF TERMS, SUBJECTS AND AUTHORITIES CITED . . ........... T 96
INDEX OF MUSIC EXAMPLES (by subject and COMPOSEr) . .......covrunrennnnn. 99

A.L.-25.732




IX

- PREFACE

What would Lully, Corelli, Couperin and Rameau be saying today, if the performance
of their works could already be described as “appalling” in 1775, only a few years or decades
after their graves had been freshly dug? ' ’

Indeed since 1750 (the year of J. S. Bach’s death), the Baroque era had been in decline.
The dawn of Classicism was beginning to be clearly visible. In 1775 Haydn was forty-three,
Mozart nineteen, Beethoven five years old: another musical world had decisively eclipsed the

' preceding one. Even though certain traditions persisted, the old forms, concepts and instru-
ments had undergone a radical development.

Nowadays, however, and especially over the past few years, research into specific
pericds can guarantee greater fidelity to authentic interpretation. We are witnessing a true
return to the sources, the instruments and the rules of the past.

For it is essential to speak about rules. The word may seem didactic and suggestive of
fixed precepts. But in fact, for the musical era known as the Baroque, what we are con-
cerned with is a body of traditions, principles, effects, conventions and inventions which
make up ‘good taste’, and it is this same good taste that in the long run remains the sole
criterion for expressing a musical discourse that is at once both alive and sensitive. And it is
all this that the qualificative term rules, used in its most flexible and general sense, must be
taken to indicate and encompass.

Formerly rules were passed on from master to pupil; indeed, they constituted the very
musical and social air they breathed. It is this state of awareness we must seek if we want to
make the music of our predecessors live again in the present with a true sense of continuity:
a resurrection, not an exhumation!

Theoreticians and musicians of the period often tried to lay down these rules in treatises
so as to convey them more easily to students and music lovers, and thus to help them in
avoiding inconsistencies of style. This book is simply a compilation from the principal
contemporary treatises (chiefly those published in French) in which the most significant
definitions and opinions have been selected in such a way as to present today’s reader—as
far as is possible—with a synthesis of this famous ‘good taste’ in interpretation. We have,
then, confined ourselves to the principal rules (common to singers and instrumentalists of

all kinds) which constitute a set of clues enabling us to decipher and complete the outline.

that a score of this period generally represents, knowing full well that a book of the present
size cannot hope to be complete (a totally comprehensive study would take up dozens of
volumes!).

Even within the period itself, there was not always unanimity over certain points of
interpretation: where there is disagreement I cite the general prevailing opinion in an
objective way, adding, where necessary, the divergent views put forward at the time.

In the last resort, it is the job of the musician to create his own interpretation. There
is not just one possible interpretation, but many. Freedom of choice, however, must always
remain within the limits of the style and practice of the time.

. . J. C. Veilhan

N. B. All quotations in this work are printed in italics.

Certain writers being quoted more than once, the date of their works is not restated at each quotation. See the Biblio-

graphy, p. 95.
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Metrical Signs
and Their Characteristics

|
!
|

The most perplexing thing when one starts beating time is the number of signs which
distinguish its different species.

In all metres it would be a very good idea to indicate the tempo as the Italians nearly
always do, since the same species is sometimes very fast and sometimes very slcw. (Hotteterre)

This chapter gives some of the principal contemporary definitions of the various
metrical signs used, along with the characteristics of each.

In these definitions one often finds the terms ‘slow’ and ‘hght which correspond roughly
to the tempo indications ‘lento’ and ‘allegro’. .

N.B. See the table of ‘unequal’ values in the principal metres on p. 24.

METRES OF FOUR BEATS

This relatively little used metre has four beats to the bar; the unit is the half note.
2

This metre is used only in fugues and counterpoint. (Marpurg)

Allegro: F. BARSANTI (1724)

g £ Lo P _, o P _,epPfPe
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L’Affilard:
The measure of four slow beat_s is shown by a C:

P + ot

i

Hotteterre:

The metre of four slow beats is indicated by a C( ... ) It is taken in 4 and, normally,
very slowly (... ) It is used both in vocal and instrumental music( ... ) For instrumental
music it is suitable in Preludes or first movements of Sonatas, Allemandes, Adagios, Fuguc
etc., but not really in ‘Airs de ballet’:

A.L.-25.732
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Prelude from a Sonata by Signor CORELLI, op. 5 Allemande from the same

Largo Allegro
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Thus the sign C alone does not suffice to indicate the tempo: the real determining
factor is the character of the piece at the head of which it is placed.

44

N.B. Thesign Z was hardly in use at this time.

12} (This metre) is suitable for tender, affectionate kinds of expression, and sometimes for
4 | lively and animated kinds. (Brossard)

In former times this sort of metre was performed with two beats to the bar, each with
six subdivisions, but as this was found too complicated, people used the expedient of
beating in 4. (Choquel)

L’Affilard:
This metre is shown by a 12 and a 4 and is performed with four beats to the bar, but
gravely, each beat having three crotchets or the equivalent:

—F - : r r )]
¥ A S S S S S G 1 It
T S W W 7 SN 4 SN 7 KO 2 X V—

740 ~ N

12| The metre 182 , parallel to the preceding (142) metre (. .. ) is similarly taken in 4, but

half as fast again. There are three quavers, or the equivalent, to each beat. { "djon)

This compound metre (1) is exactly right for spirited and lively kinds of expression.
However, it is often used by the Italians for tender and affectionate feelings though it will
then carry the words adagio affettuoso or some other verbal indication, since on its own it
denotes gaiety. (Brossard)

L’Affilard: :
This metre ( . .. ) has four beats, but of a very light character:

12} This compound metre @) is suitable for extremely lively and rapid music, which the
16| Italians describe with the word prestissimo. (Brossard)

(1) That is to say, 4 eighth note triplet groups to the bar.
(2) That is to say, 4 sixteeath note triplet groups to the bar.
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Hotteterre: 12
A famous composer of our times has introduced a metre of 165 we are referring to a

harpsichord piece by Mr. Couperin. It is made up of (the value of) 4 dotted quavers, hence
12 semiquavers, and has 4 beats to the bar:

e -
& =S======m=—=c=" === =
METRES OF TWO BEATS

The metre of 2 beats comprises:
1) 2 slow beats shown by ¢

2) 2 light beats shownby a 2

3) 2 lively beats shown by a 3

4) 2 very fast beats shown by a (29

5) 2 extremely fast beats shown by a ]26

6) 2 which is taken in two slow beats

7)  finally, g which is taken in two spirited beats (Denis)

In a four-beat metre, when the C has a line through it one must be sure to observe that
this line means the notes will be given a different value, as it were, and should be per-
formed twice as fast as when the C has no line. This sort of time is called: alla breve or
alla cappella, or @ metre of two beats. (Quantz) — (See also note (1), p. 29)

It must be noted that this metre (which the author calls quadruple time with a
light beat) may equally well be taken in a slow duple time( . .. ) This should change

absolutely nothing, either in the pulse of the metre or in the manner of playing the

quavers, since the different ways of beating do not change its nature. (Cajon)

Hotteterre: ) :

Normally the pulse is 4 light beats or 2 slow ones. The Italians only use it in what they
call tempo di gavotta, and tempo di cappella or tempo alla breve; this last having two light
beats. Mr. de Lulli used it in his operas pretty well as the equivalent of plain duple time.

by Sign” STUK, 1st book by Sign" CORELLI, op. 5
Tempo di Cappella Tempo di Gavotta

AL Pou I 2
>
oy P 4 —
12 } SR — | D IS TR AN 1 T 200 AN
- - S— 11ﬁr T | a— 1 1 T -
! ' )

Chan - tons, chan -tons les doux trans-ports

Ist extract from the opera Alceste (Lully) 2nd extract from the opera Armide (Lully)

2 slow beats 4 light beats
.t ~ - —
. et
¢ A 4 ! + Quickly r

Poursuivons, poursui - vons jusqu’au trépas
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It may be concluded that this metre is mid-way between quadruple time shown by a C
and duple time shown by a plain 2, which we are about to look at. (Hotteterre)

% or2| The sign for this metre is 5 Commonly it is indicated merely by aplain 2( . .. )

The metre is taken in 2 beats. (Cdjon)

When the words alla cappella or alla breve appear alongside the time signature, an
exceedingly fast tempo is indicated (1). (Marpurg)

There are two sorts of tempo in duple time: sometimes slow, sometimes extremely
fast. (Choque!)

Hotteterre:

This metre (... ) is normally lively and ‘piqué’ (spiccato). It is found at the begin-
nings of Opera overtures, in the Entrées of ballets, Marches, Bourrées, Gavottes, Rigaudons,
Branles, Cotillons, etc. (... ) It is not known in Italian music. If it is used in slow pieces,

there should be a clear indication of the fact. Moreover it can be said that th. metre isin

reality that of C divided into two, with the quavers changed into crotchets:

Overture from the opera Phaéton (Lully) Entrée from the same opera

e t

March from the same

+
— ) 4 1 ) -  — 8 ) 8
D) 1
Gavotte from the opera Roland (Lully) Rigaudon from L 'Europe Galante (Campra)
+ -~
A J’ 1 h £ 1

Ll v ) dﬁ T ' l

2| The speed of this type of metre is neither too slow nor too fast, but should be moder-
4| ately paced. (Choquel)

Hotteterre:

This metre has two light beats. It is suited to light and ‘piqué’ (spiccato) airs. It is
found more in cantatas and sonatas than in motets or operas. If you think about it, it is
really no more than light quadruple time cut in half:

-

From the 1st Cantata by Mr. Clérambault From a Sonata by Sigl Masciti

TR I g T e By«

Qu’a vo-tre  gloi *  tout cons - pi-re

(1) Marpurg applies this same rule to the ¢ metre.
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4 Hotteterre:
8 Some composers have indicated it (4 metre) in this way:

Shepherds'air: Mr. de Lulli, from Roland
+

4 f[ .! I! F 'y
Y T

w1} N —t—

Sailors'air: Mr. Marais, from Alcionne

4

L’Affilard calls this metre: a metre of two rapid beats, adding: this metre is shown by a
4 and an § and is taken in 2 very fast beats, so that each beat is occupied by a crotchet or
its equivalent:

One might also use 373 metre which (... ) would be taken in one very light beat. This

metre would be suitable for certain Tambourins or other tunes of a similar character.
(Hotteterre)

Tambourin DENIS

£, 'Eét!E g

6 Hotteterre

4 This metre is nearly always taken in two beats (. ..) Some call it ‘the metre of six
slow beats’ (1); however one seldom sees a slow air composed in this metre, and on the_
contrary many lively, buoyant airs are so written ( ... ) It is used in the reprises of
Opera overtures, in Loures, Gigues, Forlanes, in some Airs from ‘ballets de caractéres
etc. It is rarely found in Italian music:

Reprise from the Overture to Armide (Lully) Loure; this is from Thétis (Lully)

Gz'gue from Roland (Lully)

Mﬂffﬂ"—*‘ﬁ‘“

Air of the zephyrs, from Le Triomphe de I'Amour (Lully)

Forlane, from I.'Europe Galante (Campra)

D
W"nﬂ‘—ll e —
) == S e  ——

(1) As, for example, L'Affilard.
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Normally this compound time (1) is used for tender, affectionate movements, some-
times, and in France quite often, though very incorrectly, it appears in swift, fast pieces.
(Brossard)

The sign 6 over 4 decrees a very spirited speed, especially when the metre is taken in
2: but a 6 over 8 suggests a movement twice as fast, that is, extremely lively. (Saint-Lambert)

According to the above definition by Saint-Lambert it is clear that normally a g

indicates a faster speed than a 2 L’Affilard tells us that it may be taken in <ix light

beats:

but more commonly it is in two.

Hotteterre:

It is taken in 2 beats (... ) It is in fairly general use, but chiefly in Cantatas and
Sonatas, it is particularly suitable for Gigues etc.

This compound time @) is suitable for modes of expression that are lively, animated
and spirited; in consequence, it is taken at a tolerably fast speed. (Brossard)

METRES OF THREE BEATS

This metre is shown by a 3, and it is composed with a strong beat, being the first, a
weak beat, being the second, and a final ‘idle’ beat. The metre in three beats is the most
varied, yet it is the one in which indication of the various kinds of pulses by special signs
or characters has been the most neglected; amongst all composers, whether old or new,
only four characters or signs are found—namely '3 plain 3, 2 and '2 (Denis)

Nevertheless, Denis adds the metres Z and g, which were not in widespread use in

France.

-

This metre is very much used; it is called double triple, or again major triple, because
its pulse should be twice as slow as that of ordinary triple time (z). (Choquel)

(1) That is to say, two quarter note tri::let groups to the bar.
(2) That is to say, two eighth note triplet groups to the bar.

A.L.-25.732
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. Hotteterre: !

This metre is normally taken in three slow beats (... ) It is used for moving, tender |
pieces such as Lullabies, Plaints, Cantatas, Graves, in Sonatas and in Courantes intended for
dancing, etc.: :

The Slecp of Protée, from Phaéton (Lully) Another lullaby, from the opera Persée (Lully)
h 1 < 0
Pt I LA e o e 144 4 r . -

O
P Air from the Cantata by Mr. Bernier

It is also noted L, ; et — L BN

in this way: 2

e /B 14 =
Vous  par qui  tant de mi- sé - ra - bles

On this particular way of notating 3 Choquel has this to say:

Sometimes in this sort of metre, white quavers are used so as not to use black quavers when
the minims are to be divided in the vocal line; this is what Mr. Clérambault has done in his ;
Cantata ‘Alphée et Aréthuse’, so one should expect to find these (white) quavers elsewhere.

3 or 3 When triple time is written with a 2 it is suitable for tender, affectionate kinds of
4

expression and the pulse should be moderate: neither too fast nor too slow.
When it is written with a simple 3, the pulse is normally a trifle brisk; in France it
commonly serves for Chaconnes, Minuets and other spirited and animated dances.
(Brossard)

Hotteterre: 3
This metre is indicated by a 3 or sometimes 2 Itis taken in 3. Sometimes it is very

slow and sometimes very fast. It is used for Passacaglias, Chaconnes, Sarabandes, ‘Airs de ..

ol ballet’, Italian Courantes, Minuets, etc. :

a Passacaglia from the opera Armide (Lully) Sarabande from Issé (Destouches)

” Solemn tempo Slow tempo

v p £ e £ . P 2 , ,

* (3 | T g1 * 11 A § W

o 4 ) 4 ) L Yy L1 - 1 } i 1 ; 1

. 5 ' S i :

b Chaconne from Phaéton (Lully) Demons’ Air from Thésée (Lully) '

: Spirited temnpo Lively

. — - Y : —Q.———H———T—P—P—f—?‘——r—*

» S e e e e e e g e e

‘ 0} i L4 . L3

‘ Minuet from Roland (Lully) ' Courante by Sigh Corelli

‘ Spirited Allegro

v 1 —y
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In pieces having the sign g the metre is again taken in 3, but since the bar contains

only three quavers, with but one to place on each beat, it should go twice as fast as the
(previous) triple sign (i metre), that is to say, very fast: however, on account of this

great speed and of the difficulty of making three such hurried movements with the
hand, the metre is customarily taken, as it were, in one beat only. (Saint-Lambert)

Hotteterre: _
This metre, -alled minor triple, is made up of a dotted crotchet, etc. It is taken in one

when up to speed, which should be fast. Some composers, however, have used it for very

slow Airs; it is then taken in three beats, in the same way as the ordinary triple (3) or even

the major triple (%). It is suitable for buoyant Airs such as Canaries, Passepieds, etc.

Canaries from Isis (Lully) Passepied from Le Temple de la Paix (Lully)

(in one) (in one)

Vivace by Siglh Corelli, op. 5

J. . h‘ :‘! I ! .

!

Adagio by the same, from op. 3

(in one) (in three)

£
A
v

1)

i

——
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The metre 3( ... )is taken in 3 slow beats. (Denis)

This compound time (1) is suitable for tender and affectionate kinds of expression and
should be tcken at a moderate tempo: neither too slow nor too fast. (Brossard)

Montéclair:

Slow

+ + ) "+/‘. + ' +|4:|“
W, .MM = ,rﬁ—'—mﬁ,&?ﬁt&;ﬂ%jﬂﬁ

on the
second beat

The metre g parallel to the preceding one (3) (...)issimilarly taken in 3, but half as
. fast again. Each beat is made up of three quavers, or their equivalent. (Cdjon)

This compound time 2} is suitable for lively, spirited kinds of expression and should

be taken at a lively, spirited pace. (Brossard)

Hotteterre:
This metre is taken in 3 beats (... ) Sometimes it is used in Cantatas, but more often

(1) That is to say, three quarter note tripiet groups to the bar.
(2) That is to say, three eighth note triplet groups to the bar.
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in Sonatas, and above all in Gigues. In France it has only been in general use for a short
time.

Ist Cantata by Mr. Bernier Gigue by Sigl Masciti
[ “P'E : E »
)
Res - pec-tons I'A - mour (Hotteterre)
Montéclair:

This air may also be sung at a slow and tender pace.

Finally let us mention three rarer metres given by Hotteterre and Brossard:

3 | This compound time (1) is suitable for extremely lively and exceedingly rapid music.
16] (Brossard)

Passage-work Hotteterre

Jestingly (in one)

]
405 BN ) WA { 1 4 S, -

=
o ==

h

6 | This compound time D is for varieties of movement and expression of the greatest
16} rapidity: what the Italians describe with the word prestissimo . (Brossard)

Passage-work Hotteterre

Spirited, equal semiquavers (in three, or better still in one)

]l 2
[N ~, P »- _ad o B .
) 8PV ¢ - a0 4 o -1 D O AP A S U M 0 A I
: - —1 —3 P T } S 4 T
q_l A et | T 1T " 1 S - I ) SR ot
- 1 T I [

16} (Brossard)

Passage-work Hotteterre
Briskly (in three) Briskly (in three)

] — ¥ -

(1) That is to say, one sixteenth note triplet group to the bar.
(2) That is to say, two sixteenth note triplet groups to the bar.
(3) That is to say, three sixteenth note triplet groups to the bar.

A.L.-25.732

9 | This compound time ) is really for very fast and very swift kinds of expression.




LESSON ON EVERY VARIETY OF METRE

Montéclair. Principes de musique (1736)
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Phrasing

&

ARTICULATORY SILENCES — DETACHED NOTES — SLURS — UNEQUAL NOTES —
DOUBLE-DOTTED NOTES — RUBATO

ARTICULATORY SILENCES

In Baroque music, as a general rule, notes were not held for as long as their notation
would suggest. This ‘aeration’ between the notes is called an articulatory silence.
Notes must not appear to be glued together. (Quantz)

Engramelle explains this practice in detail: Notes in the music (i.e. notation) indicate
very precisely the total value of each note; but their true lengths and the value of their
silences which are integral to them and serve to detach them from one another are not
shown by any sign (...) However in performance they are not all realised in the same
manner, and even those of equal value are in some cases to be interpreted in quite different
ways(...)

In performance every note, whether trilled, with mordent or without, is partly sus-
tained and partly silent; that is to say, it has a given duration of silence which, when added
to the sustained sound, gives the total value. That part which I call sustained or sounding is
always at the beginning ofa note; the part which I call silent is always at the end. Sustaining
will be more, or less long, depending on the character of the note, and the length of the
silence will depend on the duration of the sound ( ...) These silences at the end of each
note define, as it were, its articulation and are as important as the sounds themselves; with-
out them these could not be detached from one another, and a piece of music, no matter
how beautiful, without articulatory silences would have no more grace than a folksong from
Poitou played on insipid musettes which produce only blusterous, unarticulated sounds.

Again, one distinguishes between sustained notes and those called broken (‘tacté’):

sustained notes sound for the greater part of their value and their silences are consequently
extremely short; broken notes on the other hand are those in which the sustaining is very
short, so that only the touch (‘tact’) of the notes is indicated, and they are consequently
concluded by a considerable silence (... ) There are not even strokes of a trill that are not
separated by very short tiny gaps between the rise and fall of the fingers upon the keys; my
use of the term articulatory silences in music refers to every such hiatus, great or small,
from which no note is exempt.

To sum up what Engramelle says in another way, each note should be shortened by a
silence whose length will vary according to the duration of the note and the character of the
piece. This is a general principle in old music, French or otherwise, that is practised in per-
formance but is difficult to notate (as are most other rules of interpretation).

In the following two pieces one must try to respect an articulatory silence after each
note, but without playing in too dry or ‘piqué’ (spiccato) a manner. On the contrary, each
note should be rounded: for this, it is necessary to soften the attack and release, avoiding
any sharp cut-off. In the Sarabande, we give an approximate transcription of the articula-
tory silences as they ought to be (it will be seen how complicated the notation becomes®.
In the subsequent Allemande, the player will have the task of determining the silences for
himself. As Engramelle makes clear, these latter apply equally to faster pieces, and are then
shortened in proportion to the duration of the notes.
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Sarabande: A. Van HEERDE (Ist half of the 18th Century)
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D. DEMOIVRE (Ist half of the 18th Century)

Allemande
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(1) See double-dotted notes, p. 27
(2) See unequal notes, p. 20
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In a group of slurred notes, the final one is not exempt from the rule concerning articu-
latory silences, as Dom Bédos points out:

Two notes slurred Three notes slurred
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DETACHED NOTES

Beyond the customary use of articulatory silences, composers might ask for more
markedly detached notes in certain pieces. In this case they would spell it out in words or
indicate it with short dashes (or sometimes dots (1)) over the note-heads.

Detaching the notes is when one divides a note into

two others of equal value and pitch, of which only the J ___i——j—?"——

first is made to sound:

Here the rest takes the place of the second note. When this detached articulation is not

expressed by rests as in the preceding example, it is indicated by dots or little dashes )
above those notes which should only be half heard, as has been said above. (Marpurg)

In the following example, the word detach implies a dot or dash on each note:

(1) The dots signifying ‘detached notes’ should not be confused with similar dots signifying ‘equal notes’. See paragraph
‘unequal notes’, p. 20.

(2) Marpurg does not seem to establish any distinction between dots and dashes (short lines, strokes). For all that, dashes
sometimes indicate a more marked articulation than dots: When there are dots above the notes ofle must play them
with a very short pressure or bow-stroke which should not, however, be really detached. (Quantz) Quantz adds: If

there is also an arch (slur) above the dots, all the notes must be taken in one

bow, however many there are, and each one marked with a pressure on the bow:

Bordet defines the latter as pearled notes: one must simply increase the sound of

each dotted note under the sign (slur), and not detach them.

For notes with dashes, Bordet explains: One must use a sharp attack
(piquer) and cut off the sound of each note regardless of its value.
(Méthode raisonnée pour apprendre la musique, 1755)
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Gracefully: A. DANICAN-PHILIDOR (1712)

Equal notes (1), and detach
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When the word staccato is found alongside a piece, every note is played with a short,
detached bow (... ) It is customary to put dashes above the notes to be played staccato
(...) They must only sound for half the time they last according to their (written) value
(... ) Thus crotchets become quavers, quavers semiquavers and so on. (Quantz)
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Aria: J. S. BACH — Cantata BWV 127 (1725)
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(1) See unequal notes, p. 20
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Grave: J. F. FASCH (1688-1758)
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' ‘ SLURS
In this highly articulated, ‘aerated’ manner of performance (we have seen the impor-
. y . - p . .
‘ tance of articulatory silences) that is characteristic of music of this period, the use of slurs
is much more restricted than it was to be in the Classical and more especially the Romantic
1 periods.. ‘
. Different instances may be cited according to whether the composer indicates the slurs :
completely, partially, or not at all: ?

Complete slurs. ' s

Sometimes the composer himself writes in all the slurs he wants, making it unnecessary,
2. ‘ therefore, to add any further ones: !
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Complete or partial absence of slurs: should they be added?

[ 9
Very often, however, composers do not write in the slurs, leaving it to the performer «
to ~decide whether or not the musical text needs them. In this case, it is as well to recall !:a
Quantz’s warning: Notes must not appear to be glued together. o « @
Thus, in the following example, any slurs would seem superfluous: ‘G
- @
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By contrast, in the Allegro movement below, the rapidity and articulation of the
phrases may permit the sort of slurs suggested here vy means of.dotted lines (all other
ligatures are original):

Allegro non molto: A. VIVALDI (1678-1741)
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Similarly, in the following example, Telemann only indicates a few ligatures. Aside
from these, one can choose between an interpretation entirely in detached notes and one
that is enhanced by a number of slurs to be determined by the articulation, expression and
rapidity of the phrases.

In the following extract, the choice is left to the performer:
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(Allegro): G. Ph. TELEMANN (c1716)
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The tirata (detached) and the ‘coulade’ (run) (1)

However, the absence of slurs may also indicate the composer’s wish for an interpre-
tation entirely in detached notes, as this definition of the tirata by Montéclair suggests: The
tirata requires separate bowing or, on wind instruments, tonguing for each note, and the
‘coulade’ (run) takes all the notes under a single bow, or in a single torgue stroke, or ¢ 2 the
same syllable:

MONTECLAIR (1736)
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According to the character of the piece, then, a succession of rapid notes may require
to be performed as detached notes: ... when there are three or more demisemiquavers after
a dot or rest (... ) they are then played at the fastest possible speed (2), as often happens
in Overtures, Entrées and Furies. However, one must give to each of these fast notes its own
distinct bow-stroke ) and hardly anything may be slurred. (Quantz)

(1) See also the ‘coulade’ (run), p. 35
(2) See paragraph ‘double-dotted notes’, p. 27

(3) What Quantz says here for the strings can equally apply to the wind, in particular the flute, the detached notes
being produced by very rapid double-tonguing.
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Filling in slurs according to a given opening

When the nature of the passage-work is constant, the composer often indicates the slurs
at the beginning only. It is then correct to apply the given phrasing to the whole section:

Passage-work: HOTTETERRE (1719) B
ont"f ﬁT:F%ﬂT I‘It % 1 ‘; - - T
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Arpeggio (similc)
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Alternation of slurred and detached passages

It may happen that the composer, as with Hotteterre for example, marks slurs over
certain passages and not over others. In that case it seems logical to observe what he has
written: Notes which must be slurred should be played as they are written, since a parti-
cular expression is often sought thereby. But equally, one must not slur those which
should be stressed. (Quantz)

Prelude: HOTTETERRE (1719)

Moderately
Jx ﬂ Py -+

N.B. The performer, however, is allowed a certain amount of freedom to modify the articulation shown by the composer;
we have this on Bordet’s authority: Although I have almost always slurred the first two quavers of each bar or beat,
one is at liberty to detach all of them, or group them in twos, especially in the pardessus (1) and the violin, so as to
facilitate the bowing (‘Six Sonatas for 2 transverse flutes, pardessus de violes and all similar instruments’). This
liberty, however, should be taken only rarely and with great care, and should be exclusively reserved for cases in
which there are special instrumental difficulties.

-

-

It may be seen, then, that the possibility of adding slurs (where they are not indicated
by the composer) depends on the musical context, but that as a general rule the performer
should introduce them only with the greatest discrimination, always bearing in mind Quantz’s
warning—which it is worth recalling yet again: The notes must not appear to be glued
together.

(1) (Translator’s note) Pardessusde viole—a member of the viol family, smaller than the treble and tuned a fourth above it.
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UNEQUAL NOTES

Inequality of notes is a manner of playing which bestows on them a sort of swinging
motion, designed to give them more grace (Saint-Lambert); it gives a flow to the melody and
makes it more supple. (Choquel)

This inequality is not only found in Baroque music. It is to be scen in older music (1),
both Western and Eastern, and in various present-day forms of music (Pop music, jazz, etc.).
The Baroque era, however, was pretty well systematic in its use of it. Here is Quantz’s
definition:

In pieces in a moderate tempo, or even in an Adagio, the fastest notes must be played
with some inequality, although they appear to be of equal value; in such a way that in each
figure there should be a stress on the strong notes, viz. the first, third, fifth and severth,

- more than on those which come between them, namely the second, fourth, sixth and eiy h,

although one should not sustain them for as long as if they were dottcd. But thisisc¢ e
only if these notes are not mixed with figures of even faster, or shorter notes in the saine
metre; for then it is these latter which should be played in the manner just described. (2)

If for example one wished to play the (following) semiquavers slowly with equal values,
this would not be so agreeable as when one leans a I'-tle on the first and third of the four
notes, giving the sound a little more strength than on t..e second and fourth notes:

But exempt from this rule are, primarily, fast passages in a very rapid pulse where the
speed does not allow unequal playing, and where one cannot lean or apply a stress except on
the first of the four notes( . .. ). (See the second example from Naudot on p. 21)

This definition sums up the principal points on unequal playing made by musicians
of the 17th and 18th centuries, namely:

— Inequality consists in prolonging and leaning on notes to make up pairs of
one long and one short. This inequality cannot easily be notated. In very schematic and
general terms it can be roughly transcribed as follows:

(1) As early as 1550, in France, Loys Bourgeois mentions this in his treatise ‘Le droict chemin de musicque’,
(2) See also Cijon’s observation on this point, p. 24.
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— It is the smallest values of any single movement (or, within a movement, those of a
given passage) which are made unequal () (with the exception of notes considered as grace-
notes. See p. 27).

The two examples below are extracts from the first movement of a concerto by J. C.

Naudot: the eighth notes in the first example and the sixteenth notes in the second are
unequal:

J. C. NAUDOT (c1741)

Allegro

Allegro

2 w —r.l-ﬂ-j}r' frﬁ- - %

)

— Inequality is applied to every movement permitting notes to be unequalised in twos,
except for those of too fast a speed to make it practicable (see p. 25 for other exceptions).
In this case only the first note of each group is lengthened and stressed. Thus in the previous
extract from Naudot’s concerto, if the speed chosen does not allow the sixteenth notes to
be played unequally, they can be rendered as follows:

Allegro
gyt Efeegy, & cor ptelD,, O
el S SSsgSsssscomsseessses

-
-

N.B. Only a considerable rapidity of execution can, therefore, prevent the sixteenth notes from being played in unequal
twos, for we must not forget Montéclair’s caution: Whatever the metre may be, where there are four notes to fill
up a beat, these should always be unequal.

(1) Again on this point, consult Cijon’s remark on p. 24
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Different degrees of inequality

When notes are to be unequalised, taste must decide whether they should be unequal
by little or by much: there are some pieces where it is appropriate to make them very un-
equal, and others where they require to be less so,; as with pulse, this too is decided by taste.
(Saint-Lambert)

Engramelle defines the different degrees of inequality thus:

There is an essential observation to be made concerning quavers that are often played

z unequally in twos. Written scores do not tell us what the value of this difference is, if it is
E a half, a third or a quarter; yet it would seem essential to define it; for if the notated value
= of the quavers were to be observed exactly as they are written on the music paper, they
§ would all be equal in duration, sustaining and silence, and this is rarely heard in per-
& formance (. ..)
g Unequal quavers are marked in twos ( . .. ) of which the first( . .. ) is longer, and the
g second (... ) is shorter: but what is the difference between the longer and the shorter?
In some cases the difference is a half, so that the first notes are to be played as if
= dotted quavers and the second notes semiquavers; in others the difference is of a third, so
g that the first note is worth two thirds of a crotchet and the second its remaining third;
g finally there are others where this difference, a less palpable one, should be in the propor-
% tion of 3 to 2 as if the first note were 3/5 of a crotchet and the second 2/5.

i

Here are two examples of inequality cited by Engramelle which relate respectively to
the first case (marked inequality) and to the third case (slight inequality):

Marked inequality:

The King’s March

Y
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j % Speaking of the eighth notes, Engramelle says: It is as if the first notes were dotted ,G
. B quavers and the second semiquavers. As to the triplet quavers, they will be made equal. Lb
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N.B. The performer will determine the articulatory silences for himself. The same applies in the following example.

Slight inequality:

The Fountain of Youth

Hih
iy
i
géin

The semiquavers are unequal in the proportion of 3 to 2, as Engramelle specifies. This
can be realised as follows:

3 _ 3 o 3 3
== H etc.
3 3

b4

Q) -g j |

Reversed inequality :

Sometimes inequality can be reversed by making the first (half beat) shorter than the
second:

LOULIE

This type of inequality, less common than the fiist, is not without resemblance to the
chute’ (falling appoggiatura, sce p. 34), and is particularly applicable in fast movements.

-

Thus it can be scen that inequality may assume different forms, and that it may vary
~according to the character and speed of a piece. As a result one must be careful not to
“interpret this inequality in a systematic or monotonous way, which would make a per-

formance as dull as if the notes were being played with strict equality. There again, good
taste and musicality remain the only touchstones.

In the following table, we set out the note values which should be unequalised (dotted)
according to the principal metres in which they are found along with the definitions by
Cijon and Hotteterre which epitomise contemporary practice:
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Table for unequalising values in the principal metres

according to Cdjon and Hotteterre

Metres in 4: -

C Quavers are equal and semiquavers unequal (Cijon)
142 Quavers are unequal (Cajon)
182 Quavers are equal and semiquavers unequal (Cijon)

Metres in 2:

X3333333:03a3a2023 21 20 204

¢, 2 and % Quavers are played unequally (Cdjon)
ﬁ and g Normally quavers are equal and semiquavers dotted (Hotteterre)
52; One might also use a § which would be composed of 2 equal quavers
or 4 unequal semiquavers (Hotteterre)
2 Quavers are unequal (Cdjon) |
g Quavers are equal and semiquavers unequal (Cajon) %

Fe v

mneny

Metres in 3:

'} B

. T
% Here quavers are played unequally, and when these are not used in: this {ﬁ
metre then it is the crotchets that are played unequally (Cijon) ~. s
3 and i Quavers are unequal (Cajon) {I:
g Quavers are equal and semiquavers dotted (Hotteterre) ;
i
3 Quavers are unequal (Cajon) %_‘,.h
-~
g Quavers are equal and semiquavers unequal (Cijon) %-
-
(Obsgrvation): - §m
When in a melody there are notes of lesser value than those which are prescribed as bﬁ
unequal by the kind of metre in which they are found, then, as the notes of lesser value a
should be unequal, those which the nature of the metre ought to render unequal will m
become equal. 3 { -
Thus, if semiquavers have been used in a melody whose metre is o then the quavers be- i
a

come equal; it is the same for every metre in which quavers are declared to be unequal.

For the same reason, in every metre in which semiquavers ought to be unequal, they
will become equal if the melody has demisemiquavers. This rule would even extend to
demisemiquavers if a melody made regular use of hemidemisemiquavers. (Cajon)

il

e,
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Exceptions to the rule of inequality

The rule of inequality is of general application, except in the following cases:

— contrary instructions from the composer (‘equal quavers’, etc.)
— when the notes are played in groups of three, which does not allow unequalisation in

twos: All notes, of whatever value, that are played in groups of three are always equal,
whether these be natural or incidental to the type of metre present. (Cdjon)

Gigue: E. F. DALL’ABACO (1675-1742)

). o s » £ 22 2 #Ff?’ e 4t .
. ! :551i i{ |

%h A 2 #
2 ~ 5 1
L » |

A.jr £ . '-#ﬁ 2 he_op_p

2
|l > T 174
1 > - ) 4

——{

4444

[T
%
4!]

1)

‘+
2 8 :F —:f-
1 1

e +

444

£ g

1nngh

e

7%
Bk )

HTy
.

— when the tempo is too fast for inequality in groups of two to be performed or per-
ceived (see p. 21).

— repeated notes: One must also make the same exception when several notes of the
same pitch follow one another. (Quantz)

Allemande: J. C. SCHICKHARDT (1670?-1740)

Allegro
£

f S pppp o 0P, po ol e B
ﬁ - 17 li L !l i =1 H

L L 1

— note-heads which have dots or dashes: an exception should be made for notes on
which there are dashes or dots. (Quantz)

When one finds quavers or semiquavers with dots above or below, one must then make
them equal and detached. (Denis):

Passage-work: HOTTETERRE

Briskly and with equal quavers

spiccato

— slurred notes: (... ) when there is an arch (slur) over notes in groups of more than
two, that is, groups of 4, 6 or 8. (Quantz)

Passage-work: HOTTETERRE

Spirited
— P

A4l ._p . o Y Ja > o, »
A¥ SN . ALK . J N 1 ) J vk | > l‘ 1
] H 1 I. 4 L - | - 1 [~} i 1 1 —1
1 L 1 » ) . 1 1 ) L 1 H 1 )]
V4 U 1 ) . -~ i j I ) | 1 1 J* - ' ]

¥ 1 1 [ —
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N.B. It may happen, however, that a number of slurred notes greater than two will not
always preclude a certain inequality, such as that required by Hotteterre in the following

example:

Musette: HOTTETERRE

Gently, with the quavers dotted

7
-4 D T e peap_fref
e A :
lll]_l[ll md 1+ 1 1 1 ;_______________l
| = o — |
+ _ +
)* A .A | Y a1 Py - )4 ) . . 0
1 rl__'_rf— 1 | - —
o e e e e e e e e o s S S S S e i o o o i S
&) —— e =S |

— a sequence of disjunct intervals:

Fugue: HOTTETERRE

Spirited, equal quavers

e

+ +

n ® 1 T 5 n ¥

it PP P Pt
- ? L T T T

VIS

Couplet from the Passacaglia in Armide (Lully)

4 I o p o] Loy £ . .
)” Y ! . 1 T R .4 - 1 I 1 1

Il § - G4 & 4. 21 ] § hetl - )4 ) AN A | —

- [} el - 1 1 1. 1 1
e) )| T i y 1 11

What makes the quavers equal on this occasion is firstly their intervallic leaps, and further, the fact that they are inter-
L4

mixed with semiquavers. (Hotteterre)

Another example of equal

quavers, this time in ftalian mi

— the basses of Sara-
bandes when they are
entirely in quavers:
(Hotteterre)

Courante by Sigh CORELLI
sic: Allegro

ihr 2 ) T p—— é‘ 3 l} . A C—
.@ 4; § I < j j E | ; ) T |
(Hotteterre)

Sarabande: A. D. PHILIDOR (1712)

equal notes v
—
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— notes of small value which correspond to ornaments:
Passage-work: HOTTETERRE
PRI (equal) -.... )
Solemnly : '
;- (equal) -~ T fe o b
A )  + - (eauah . a2 ,qf.! ' o £ £ ::_\
SEE=ESSSs ST =_=
e T —— . V’
CTT(equa L ~(equad T
4 te _Perfe L el
—— e
D] <
| i

Observation: The Italians make less use of inequality. According to J. J. Rousseau: In
Italian music the quavers are always equal, unless they are shown as dotted.

DOUBLE-DOTTED NOTES

This is the name for a type of inequality which is very pronounced, applying to dotted
notes followed by notes of small value: in performance the dotted note is double-dotted and
the small value shortened.

The note which follows the dot is always extremely short. (Quantz)

The short notes which follow dotted notes are always shorter in performance than
their value suggests; it is therefore superfluous to add dots (to dotted notes) or hooks (to
short notes). (C. P. E. Bach)

This would be transcribed as follows:

-1
1
T

or rather, with the articulatory silences which L’Affilard does not neglect to mention (7o
make the dots into their value, one must hold the dotted crotchet and play the subsequent
quaver quickly):

%:?;’-:F S = O
N T ) v S— 31 T 2 1 T
i | G — T T -

Different instances of double-dotted notes

Quantz is very explicit about these different cases: The dotted notes in example 1
(see below) require almost the full value of a crotchet, and those in ex. 2 that of a quaver (1).

(1) Hence it is necessary to double-dot the dotted notes.
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One cannot determine precisely the value of the short note after the dot. To form a clearer
idea of it (... ) play the upper notes (of ex. 1b and 2b) and hold the dotted notes until the
time required for the lower dotted notes has elapsed. The dotted notesl) will only last as
long as the lower hemidemisemiquavers.

Ex. 1 Ex.2
——— e ——rr =
Ex. 1b Ex. 2b
-
- 0 ¥ - Y - - _rw— #’
0 — 1 o ‘=_. ; —
‘ (Quantz)
Dotted notes followed by more than one short note
In this case the short
notes must likewise be played Ex. 3 Ex. 4
more rapidly than they are - - = =
shown: The more one prolongs ] o ] . } B
the dots after the notes F:;:-;: 1 :i;«.:t‘,z____-‘ﬂ
(examples 3 and 4), the more — — (Quantz)
caressing and agreeable will be
the expression:
Thus this extract from a Prelude: T
HOTTETERRE
Solemnly
s ﬂ . /?- L A > I - P T 1 (: +
; 1+ et i ;‘ - l {! IFJ-X I
(- -
should be performed:
. + .
. .lv‘ﬂ . r . L_ — H ' _ {\ +
U2 e § i'r Q . E{' § ; ﬂr 4 . 2 rs %' o
¢ - d - ~— 1 J ]

(1) By ‘dotted notes’ Quantz here means the notes afrer the dots, that is to say the sixteenth notes and thirty-second notes
in the upper line which would be played as sixty-fourth notes (see ex. 1b and 2b).
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Reversed dotted rhythm

When the rhythm dotted note—short note J 3 is reversed ﬂ ., the same rule still
applies to the short note and it must again be shortened.

The notes D and C (in example 5) should not last longer than those (in example 6),
whether the tempo is slow or fast:

Ex.5 Ex. 6
.\ =
- I 3 ba)
%-— P = T A AP
. A ® A i & S .
i ] = — n S F
[J]
I

— {Quantz)

Silence replacing the dot

When the dot is replaced by a short rest, the same rule must be applied. When, after a
long note and a short rest, there are demisemiquavers (example 7), the latter should always
be played very quickly, whether in an Adagio or an Allegro. Before playing them, there-
fore, one must wait until the very end of the beat to which they are allocated, and at the
same time avoid getting out of time. (Quantz)

As C. P. E. Bach confirms: When there is a short rest, it must be prolonged, even at the
price of hurrying the group which follows.

to be
performed:

It is the same for a brief rest followed by a group of notes in dotted rhythm. Quantz
specifically tells us: If in a slow Allabreve (1) or in a full bar of four beats one finds a semi-
quaver rest on the beat with dotted notes following it (example 8), the rest must be per-
formed as if there were a dot or a rest of half its value after it and the following note had an
extra hook.

Ex.8
. to be n (‘7)

- e i performed: g" 5 —— L : =
) 4 * -f/h —

- -

(1) When the Italians modify the metre whose sign is a large C by drawing a line through this sign (¢}, it indicates, as we
know, the Allabreve metre. The French use this metre for different types (of movement), as for Bourrées, Entrées.
Rigaudons, Gavottes, Rondeaux, etc. However, instead of the { they put a large 2 which likewise indicates that the notes
are to be played rwice as fast as in other metres. Moreover, in this metre as well as in crotchet triple time (3/4) which
is used for the Loure, the Sarabande, the Courante, and the Chaconne, the quavers which follow the dotted crotchets are
not expressed according to their true value, but in a very short, sharp manner { ...). All dotted notes are treated in the
same way if the tempo permits, and when there are three or more demisemiquavers after a dot or rest they are not always
performed according to their true value, especially in slow pieces; but one waits for the very end of the beat to which they
are allocated and plays them as fast as possible, as often happens in Overtures, Entrées and Furies. (Quantz)

AlL.-25.732
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Anacrusis:

Similarly, when a short note (anacrusis)  Allemande
begins a movement, this may be further .h
shortened: A single quaver is always short. ( )

. Ay )
(Saint-Lambert) = ~

=S ——
ol 14 [

Superimposition and succession of different rhythms:

On this subject, Quantz writes: This rule (of double-dotting) should also be observed
when one of the parts has triplets against which the other part has dotted notes (example 1).
The short note following the dot must not be sounded until after the third note of the
triplet rather than at the same time as it. Unless this is done the metre could be confused
with 6/8 or 12/8 (example 2), and the two types of note must be treated very differently
from each other (... ) If one were to play the dotted notes appearing beneath the triple:s

in such a way as to give them their normal value, the effect, instead of being brilliant, would
merely be deformed and insipid:

Ex. 1 Ex.2
mA K31
p T
According to Quantz, / 4 11 | 4 n which thus differen-
then, ex. 1 should be s - - 1 3 tiates clearly between
interpreted in this way: r ; - I the two rhythms.

Observation: Quantz’s rule only applies when triplets are added to a rthythm which is ini-
tially dotted. If, on the contrary, the rhythm is essentially composed of triplets, the dotted
4 ; .

notes are then interpreted as in the lower part in example 2, the notation J 7 j not being in
use at this time.

Thus the third movement of the Fifth Brandenburg Concerto should be performed in
the rhythm shown above the stave:
Allegro: J. S. BACH (1721)
—3 -

”.bJ'_j

Al

> B
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Exceptions to the rule of double-dotted notes
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Naturally, double-dotted notes should be used knowingly, and one should distinguish
between melodic passages and those cases where the short values following a dotted note are
simply the opening of a rhythm which does not lend itself as a whole to double-dotting.

It is only in the generality of cases that short notes should be played quickly, for there
are exceptions. Melodies in which they occur should be examined carefully. (C. P. E. Bach)

Thus the short notes in the examples below do not appear to need double-dotting:

2nd Brandenburg Concerto: J. S. BACH (1721)

Andante
/_\ N
. /l—\ h‘ h._o ‘."'!"""‘.‘ #‘ -~
- » - . » FLrFEeL fouo T
1 2 st 1““*1:3%
— Y S=SEE= = |
YIS -
g Phe APE wS o oG . 4 o pebe ol e
&t : S e e s S e S,
! 1 A3 ¥ ) et T A ——
Sonata: J. F. FASCH (1688-1758)
Allegro
- ;
AL £Lhe £ Tl o z £ o E = ';
FESEE=S=s==—S-= =
- Lo £ 2. . ‘
e TEF Feef fhef Fheop pep -
1 T
1

@.@GD
ot
gl

Passage-work: HOTTETERRE

Spirited i
—— TN . — o~ :

g - ——— —— e e e |
W—t— ——% —t — |
N e

ot et Tt SE=== |
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RUBATO

What we call rubato—that sort of elasticity in playing and of suppleness brought to a
rigid beat—is not an invention of the Romantics: far from it! Already in 1601 Caccini
alludes to it (Nuove Musiche), and it was to become a characteristic feature of musical inter-
pretation in the 17th and 18th centuries.

The beat—whether in two or in three—is changed a number of times to make a given piece
of music sing, hurrying or retarding the downbeat or tiie upbeat according to the text and
words, or to the differing passions of the subject. (Mersenne, ‘Harmonie Universelle’, 1636)

Perhaps in an Air there may be no four bars that are of exactly the same length( ... )
For if Italian music draws its energy from slavery to a strict beat, the French put all theirs
into subjecting this same beat to their will, hurrying it and retarding it, according as the
savour of the song and the agility of the singer’s organs dictate. (Rousseau)

One must not adhere too precisely to the beat in the Double below; everything must be

sacrificed to taste, to the neatness of the passage-work, and to an adequately affective
rendering of the accents marked with a mordent:

Double of the Nightingale in love (1722)
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Embellishment

For greater convenience, a clear distinction should first of all be made between grace
notes and omaments, even though these two terms were frequently confused in the past
(as they are today). ()

Let us say that ornaments are variations, embellishments designed to vary, indeed to
adorn the skeleton of the musical text (we shall return to this later), and that grace notes (or
‘notes de gout’)—more sober and more concise—are the little notes, the trills, the vibratos
etc. added by the composer or (more often) the performer to embellish, or grace, the musical
text and increase its beauty. (Saint-Lambert)

GRACE NOTES

It is almost impossible by using the written word to teach the manner of forming these grace notes well,
since even the living voice of an experienced master barely suffices for that. (Montéclair)

When, where and how to apply grace notes

It is easy to err in any of four ways over this important aspect of melody (the subject
here is grace notes) (.. .), to wit: by omission, by inappropriateness, by excess and by want
of skill. By omission, the melody and harmony become naked and unadorned. By inappro-
priateness, the playing becomes crude and uncouth. By excess, it becomes confused and
ridiculous. And by want of skill, heavy and constrained. This is why great care must be
taken over these invaluable adornments of music every time there is need of them; much
circumspection is required in knowing where to place them correctly, and much dexterity in
expressing them well ( . . . ). (Muffat)

Where can one learn to distinguish those notes which should be coloured and those
places in the melody where one kind of grace note is more suitable than another? One must
study pieces in which all the grace notes are written out and in which there are neither too
many nor too few of them (see examples at the end of this chapter). Afterwards one must
listen to people who have a reputation for playing well. It is from such models that one’s
taste must be formed while doing one’s own practising at the same time. For it is impossible
to give rules for the placing of grace notes that will apply in every case. (Marpurg)

It is impossible ever to fully understand how all these grace notes must be expressed;
because it is not possible to explain it completely in writing, since the manner of expressing
them changes according to the pieces in which they are used. And here I can only say in a
general way: grace notes should never alter the melody nor the metre of a piece; thus, for
pieces in a spirited tempo, the appoggiaturas and arpeggios should be quicker than when the
movement is slow; one must never hurry in making a grace note, however quickly it has to
be played; one must take one’s time to prepare the fingers, and perform it with boldness and
freedom (... ) Good taste is the only criterion. However, it is very important to know
how to perform grace notes well; for otherwise they will disfigure pieces instead of increasing
their beauty, and it would be better not to play them at all than to play them badly. (Saint-
Lambert)

Here, in alphabetical order, is a list of the principal grace notes, with a summary of
contemporary definitions. Sometimes two authors will give the same grace note different
names. In such cases the more usual terminology is adopted.

(1) ‘Ornaments (ornements) were often termed optional ornaments or grace notes; and ‘grace notes’ (agréments) essential
ornaments o1 grace notes.
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Observation: In the majority of cases, tables of grace notes given by writers of the past are only schemes for realisation.
These grace notes should therefore be interpreted flexibly and in accordance with the context in which they appear.

ACCENT

The accent, also called aspiration, or ‘son coupé’ (interrupted sound), is terminated by
means of an imaginary note above the one on which the sound is; it is expressed by a broken
inflection of the voice:

L7 2 . e [ ® ] —1 L2 - I 1L 1 1
2) [ ® ] L [ &) 11 L 41 I ) I 1 i |
. 4 e | 8 il re ] 1. £ | § Y B ETE bi |
" 1l - N § A )t SO E) RN .80} —dl
e L \:ca
[} —~
)" 7 - L 4l —t I £ 11 I 11 L 1 ]
3 Y
. 4 L 11 L Ly - | 4 A, 11 W & AL 0 IeD it
| 4 -~ NI 174
(David)

The accent is marked by a small perpendicular dash above the note and is only made
upwards or at the end of a held note, according to the expression (of the piece). (Denis)

(...) The little quaver must be felt as if it were indeed a note, but with a very weak
sound, since otherwise the performance of this grace note would not be in good taste; the
sound of the first note must therefore be lengthened, leaning heavily on its vowel, and the
accent must be felt at the end of the name (1) of this note, on the pitch of the note above.
(Choquel)

The accent is an aspiration or sorrowful f,’;‘t’;'g f{ ot
lifting of the voice which is practised more accent accent
often in plaintive Airs than in tender ones, it I Py ot !

. . s . . .
never appears in spirited Airs nor in those ex- =
ressing anger: l [ .
p o (Montéclair)

One can hardly determine all the places
where the accent should be placed; normally
it appears at the very end of a dotted crotchet
when it is followed by a quaver on the same
degree, in metres, that is to say, where the
quavers are unequal:

(Hotteterre)
(1st book for the transverse flute, 1708)

CHUTE (Fall)

The fall is an inflection of the voice which, after having leant on a note for some
time (A), gently, and as if dying, falls onto a lower degree (B) without lingering there( . .. )
The fall brings much grace to songs of pathos:

o

o 1 f‘ o]
v & o~ i ) § | e [ ] . 1 i B 7 N ) S § - 1
J 1 I _Bid 1 X1 = | o | L 4 o R 4 Tﬁ?_——f'_o_-{{
# 1 1 i LS 1 i | W A - -4 1 N - L i . ] ’}
— | B § 1 1 - . i i B — . N 1 - i)
) ' ' ) T
fall Jall ’ Jall fall
A B A B A B port de voix
A - O b PN 2.

S
L1 T4

&
{11/

7 THERA 16 4|7 S SRR
2,

(Montéclair)

(1) i.e., its name in solfége (translator’s note).
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The fall has a totally different effect from the ‘coulé’ (see below). It is an inflection of
the voice whicl, falling from a strong note, reaches a lower, less strong one, and this depends
on the words; for to judge by the note alone this would not show the slightest difference
from the ‘coulé’. (Choquel)

COULADE (Run)

The run is two or more ( . .. ) small notes in stepwise motion, that is to say, following
directly on one another, inserted between two disjunct notes to make a more graceful link
between the one and the other. (Loulié)

The run is shown by a number of little additional notes following one another in rising
or falling conjunct motion, which can be made without interrupting the flow, the smooth-
ness or the beauty of the melody:

run  fall run run run flatté
A 1 (] - |
I I I —
1] 1 ) 1 14 T ] fl
AY . [} ~L 1 | MR AR W 1” A 17 A |
L 1 1 LA AN AN S 4 I
— # * S i v *_
(Montéclair)

N.B. Seealso p. 18
COULE (Passing appoggiatura)

The ‘coulé’ is a grace note that softens the line, making it smoother by binding the
notes together. It is used on various occasions, particularly where the melody falls by a
third. There is not normally any sign to identify it, and tasteé*ill decide on the places
where it should be inserted; however, there are some masters who show it by means of a
small note linked by a slur to the strong note onto which it must flow ( ... ) or simply by
means of a slur:

A s - + . o s hﬂ bP- , +

L3 -~ LJ {V; | - 1 11 I—1 i L ) - ! i ,’; 1 0

coulé coulé coulé coulé

[ 1T 1T~ T " TX L
U M TR M wONA S S ¥ ER AN

(Montéclair)

‘Coulés’ are performed by means of one or more notes interposed between the back-
bone’ or essential notes of the melody where the interval is a descending third or fourth:

4 ' t - 1T T . o + )
— Y
{ : T | n*:}tf“r P S Y H
'—.——i { v ) § G- i
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It will be observed that a ‘coulé’ should

A
be made between nearly every interval of a o j t = ;L I
falling third: %‘ ¢ ——
(Hotteterre)
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When the words express anger, or when the melody is in a precipitate tempo, the
descending thirds are not joined up by a ‘coulé’:

good poor

-
& 3 ‘ _-I-l-l-- —L-- ] --D-I-I-II-.-— 1

y 73 --I-l— A S N E— -l-l---n ) 1 AR T B W B W l. _—
G ELE SRS M G NSRS W U § M P A -‘*--

Fais tom - ber, faistom - ber ton  ton - ner - re. I‘ais tom - ber,fais tom-ber ton ton- ner - re.
(Montéclair)

FLATTEMENT ()(Finger vibrato)

The ‘flattement’ is a characteristic embellishment whose effect falls roughly between
the shake (trill) and what is today meant by vibrato. Formerly, the terms ‘flattement’ and
‘vibrato’ did not always have distinct meanings, especially for stringed instruments.

On the viol, for example, the verre cassé’ (2 or plainte’ 3 is usually effected by the
little finger, with a wavering motion of the hand (M. Marais, 1st book of pieces for the viol).
It can also be achieved with the bow, by pressure on the hair.

On wind instruments, where the holes are stopped by the fingers, the ‘flattement’ is a
sort of finger vibrato produced by rapidly tapping the finger (or fingers) on the edge of one
or more holes, and sometimes over the centre of one or two complete holes.

The ‘flattement’ is a slower throbbing than the ‘tremblement’ (shake), and is made
with a lower note that does not form the interval of a semitone; this embellishiment is most
often added where one i$ swelling or diminishing the sound of a long note.

Some tap it on the extremity or edge of the apertures by stretching out the finger
which is to effect the throbbing, others tap it over the whole aperture and even over two at
the same time depending on the force and expression they wish to achieve. The finger
which makes the throbbing should remain in the raised position to finish with. (Mahaut)

Hotteterre adds: One will observe that flattements’ must be made on almost all long
notes, and that, just like shakes and short trills, they must be made slower or faster according

“to the tempo and character of the piece. (1st book for the transverse flute)

Montéclair:

The flatté’isa sort of rocking which the voice makes with many soft, short aspirations,
on a note of long duration, or on a note of repose, without raising or lowering the pitch.
This embellishment produces the same effect as the vibration of a taut string set in motion
by the finger. There is at present no sign to identify it with; it might be shown by a wavy

line A~

quasi suddea
mordent flatté shake shake complete shake
R accent coulé fall . cadence
=~
-+ + \ ™
1 1 .
flateé

(1) Sometimes this term leads to confusion; at this period, ‘flatrement’ or flatté’ can also mean a lower mordent or a
shake.

(2) See also under Vibrato,p.47
(3) Plainte can also meanaccent; see p. 34
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Were the ‘flatté’ to be used on every strong note, it would become unbearable in that it
would make the melody tremulous and too uniform:

complete
mordent mordent mordent shake
poor poor accent preparation cadence
— poor - note g
~ o B | - — e
) k) 1 J wel | Y \Ndl o ¢/ o | 2 i J § Al )|
) ) 8 1 } . L id
 — 1t %Mﬂ—dtﬂ—!'—n——_ﬂ
F T I L 4!_ 1 hd ) | ! ¥ i : } ) 4 } 1
¢ flatté  flateé flateé farté flarté flaré
(Montéclair)

MESSA DI VOCE: see SON ENFLE, p. 42
PINCE (Mordent, Schneller)

The ‘pincé’ is one of those shakes so short that they have neither a preparation note

(‘appui’, see p. 44) nor a pause (‘point d’arrét’, see p. 46). (F. Couperin) It was frequently

> identified by the term martellement in France, or Schneller in Germany. It is somewhat
il like our present-day mordent.

Generally it comprises a single alternation (‘pincé simple’), sometimes two or more

(‘pincé double’, ‘pincé triple’, etc.). It can be performed with the lower note (this is the

usual ‘pincé’) or the note above (this is often called ‘pincé renversé’, ‘martellement’,

P ‘Schneller’):

pincé pincé renversé :
flower mordent) (martellement, Schneller, upper mordent)

A E\
g { Fast
¥ >  —
QFI rw i 1
1

. o ! =
» Lower mordent:
g ' - ,
‘- To form this well, the voice must first of all H — H
y be carried onto the pitch of the strong note (prin-
& cipal note) and then descend to the next degree A, —
«3 after which the voice reascends promptly to the I 7 1 0
ph " strong note and stays there: ) ‘fgjfk — -
E ‘ pincé note .
o ‘ re% . (Montéclair)
: Upper mordent:
! When one uses the ‘pincé’ by
t contrary motion, it is called the - —— =
. ‘pincé renversé’ (...) The term . ;} = i »
‘Schneller’ serves to describe it in * = L=
German:
- (Marpurg)

The ‘martellement’ is a very short trill which one makes after having sustained the
sound of a note (Choquel):

i - { 1 ﬁ H
' )P .4 L 1 1 1 1 3 o } I -
= —Tgra—g——1 1 ¢ s
of 1 4 v
A4 )| 1 1 1 [}
) i =
martellement martellement

which, according to Choquel’s directions, would be performed as follows:
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How and where to perform the mordent

Short trills or mordents are a sort of appoggiatura, but they are taken abruptly, that is
(... ): one must tap the finger on the aperture, which should be done rapidly. Short trills
or mordents are made on notes which begin the air or melody, such as the minim, crotchet
and quaver, so long as the metre or pulse is not too precipitate. One should never play two
in a row. When it is made on a third, a fourth or a sixth, so long as it is in the minor : ... ),
it must be emphasised like an appoggiatura, and must first rise, with the finger curled
rapidly just once or twice.
All quavers that are preceded by a dotted crotchet or its equivalent should be played
with a mordent.
In metres which are solemn, such as some in four and in two, and all those in three ©
beats, there must generally be a mordent on the last notes of each piece, by which I mean
.G on the first of the last two notes. One should only make one mordent in each bar wihen
there are only crotchets, and the same applies proportionately to the other values; note that !

one can play more of them in lively airs, because they make the melody more brilliant. *
(Freillon-Poncein)
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PORT-DE-VOIX (Appoggiatura)

v
The port-de-voix is sometimes h— . " 4+ __
marked by a little added note (. . .) @ﬁ} —~+ P e—1 = —
It is also shown by this sign:Vv . The v ~

port-de-voix is the inverse of the a

‘coulé’. I think that this sign ~ would ——5 T j e = = |
be more suitable than the sign V to % = {‘,’f = 7 — = |

identify it: , .

The port-de-voix is not marked - : - :
N: at every place where it must be mordent mordent .
Z made; taste and experience provide 7 P I K — b
% this knowledge (... ). The port- - T t |

de-voix is always accompanied by a Port de voix Port de voix
mordent: — .

(Montéclair)
David:

The port-de-voix is one of the most essential of the melody’s appurtenances; it adorns
it in so graceful a manner, that it serves to express all that the soul can feel; therefore it is
very difficult to give a good written definition of the manner in which one must set about
forming it well, and few singers have succeeded in making it as touching and sensitive as
it should be. Only through the feelings of a mind thoroughly imbued with what it is saying
can one attain perfection in this embellishment. There are three varieties:

1) The prepared and sustained port-de-voix is played upwards and it originates on the
note beneath that on which the sound will settle, whether a tone or a semitone beneath;
and when the sound has been lodged it must be softly threaded through the first of the
three segments into which the duration of the note must be divided, imperceptibly swelled (1)

1 (1) See *son enflé’ (lit. ‘inflated sound), p. 42.
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on the second segment, and

>
T <<
I\
i
P

made to die, just as it has been o — L T i
given birth, on the third seg- ’
ment; this is what characterises A —
the port-de-voix ( . .. ): P —H
l[ 13 : L Il # )| ) 4 l" 11 1 V '

2) The double port-de-voix originates on the third below the note on which the voice
will come to rest:

+
n ) , +
X T e — H————o t =
© i
E z f - — H— t — —
)
A I T . | +
A” & 1 1 1 1 Al T 11 - )| 1 1 i +d
: gttt — T+ g ————p—1—eo—j
1 11 1 1 1 IIl L 1
d T v L) | 4

3) The disjunct port-de-voix, both descending and ascending, originates on the note
preceding that on which one will come to rest, borrowing the sound of the first to slur it
onto that of the

second; this is too 7 I = — t —t— B
‘Gothic’ and wunbear- ﬁ — = H— - H—e—+ i
able to make general ¢ - ©

use of: but it can be 4 : —r . . e i
tolerated and practised —T——tt—Gi Tt e e e S f
in certain cases: J ' ' - 4 e

(David)

Quantz:

Without them (ports-de-voix), the melody would often be dry and extremely simple
(... ) Dissonances should sometimes excite and arouse (the ear). To that end ports-de-voix
have much to contribute (. .. ).

They are sounded on the beat, in place of the principal notes. Ports-de-voix are a
slowing-up of the preceding note (... ) When the preceding note is one or two degrees
higher than the following one, in front
of which the port-de-voix is found,
the latter should be taken from above 0 S ——
(example 1). But if the preceding ; f —=—= |
note is lower than the following one,
it should be taken from below Ex. 1 Ex.2
(example 2): ‘

There are two kinds of port-de-voix. One kind should be sounded ( . .. ) on the beat.
The other kind (... ) on the previous upbeat. One could call the first accented and the
others passing appoggiaturas.

Passing appoggiaturas (be-
fore the beat) are found when g

a number of notes of the same
value descend by leaps of a -
third:

A.L.-25.732
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The appoggiaturas we are dealing with here require a caressing expression.
Often there are two appoggiaturas before a note, the first being indicated by a small
note and the second by a note which counts within the metre:

( TN T N
o = %

Accented appoggiaturas (on the beat) are found in front of a long downbeat that
follows a short upbeat. The appoggiatura must be sustained for half of the following prin-
cipal note (1);

b . A b ~
I T - feEErE A R
® ' ¢ A

Where the port-de-voix or-
naments a dotted note, the latter
is divided into three equal seg- N
ments of which the port-de-voix 1
is given two and the note itself
only one, namely the length of
the dot:

When, in a metre of 6/4 or 6/8, two notes are tied, the first being followed by a dot,
as may happen in a Gigue, one should hold the port-de-voix for the entire value of the first
note with the dot:

When there are shakes on notes which form dissonances against the principal harmony
(...), one should make all
ports-de-voix preceding these L4
shakes exceedingly short, so as
not to change the dissonances
into consonances:

When there is a port-de-voix before a note and a rest after it, unless it is absolutely
necessary to take a
breath, the port-de-
voix is given the value
of the note and the
note the value of the
rest: ...{(Quantz) ...

(1) In Adagio movements the Italians
sometimes make the port-de-voix
(C) as long as the note which follows
it, and even longer (D), making a
small shake after it.

(M. CORRETTE: Méthode raisonnée . . ., 1750)
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(...) It is not enough to be able to perform ports-de-voix according to their char-
acteristics and individual differences when they are marked in the score; one must also know
how to insert them in an appropriate way when they are not written. Here is a rule that
may be of use in learning this:

When after one or more short notes on the downbeat or upbeat of a bar there comes a
long note which remains consonant to the harmony, a port-de-voix must be placed before
the long note, in order that a pleasing line should be constantly maintained; the preceding
note will show whether the port-de-voix should be taken from above or below.

The (following) brief sample contains most of the ports-de-voix ( ... ) It will be seen
from this example that ports-de-voix are most often placed in front of notes that are
preceded or followed by faster notes and that there must also be ports-de-voix with most
shakes.

If one wishes to mix the grace notes of examples 1, 2 and 3 with ports-de-voix and use
them in the following example, this may be done on the notes over which the corresponding
figures appear:

Moderato 3 1

. >
e
H %5
o
~
-
)
Y,
=g
L)
"
:2 -
HF A
-_;.
_L::y
I

~
~~~ AN L TN
) r——}fgr{ —= 1 % — H— + ="
Ex. 1 Ex. 1A Ex. 2 Ex.2 A Ex.3
half MOrdents ... ....c.cviviuainiiiiiiniiinnanns turn
shakes................ (Quantz)

N.B. See also p. 42 for Quantz’s observation on how to make ports-de-voix on the transverse flute: ‘If there is a held
semibreve or minim. . .

(1) These examples should be adapted to the pitch of the relevant passages.
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SON ENFLE (Messa di voce)

Inflated sound (‘son enflé’) and threaded sound (‘son filé’):

‘Inflated sound’ is the opposite of ‘threaded sound’ which Montéclair defines as follows:

‘Threaded sound’ is executed on a note of long duration, by prolonging the voice
without any wavering whatsoever. The voice should be, so to speak, as smooth as a mirror
throughout the entire duration of the note.

Unlike ‘threaded sound’, ‘inflated sound’ arises from the vocal procedure which consists
in attacking the sound softly, ‘inflating’ it mid-way through its duration (that is, increasing
its strength), then diminishing it during the final part:

If there is a held semibreve or minim, it must first be sounded softly (... ); after
which one starts to breathe out—quietly, however—and to increase the volume of sound
until half-way through the note; thereafter one starts to diminish the sound until the end of
the note. (... ) But in order that the sound should neither rise nor fall in pitch as it is
being reinforced or weakened (a defect which might arise from the nature of the flute), the
rule which we have given 1) must be applied here. In this way the sound will always be in
tune with the accommpanying instruments, whether one is blowing strongly or weakly.

(Quantz)

Quantz, then, gives special attention to intonation and moderation in ‘inflating’ the
sound. On the recorder, where the embouchure by itself (fixed wind-way) does not allow
so great a correction of tuning as on the transverse flute, it is therefore advisable to execute
the ‘son enflé’ with circumspection: Reflecting on the difference between( . .. ) the trans-
verse flute and the recorder, one will find that, despite the resemblance between these instru-
ments, each requires to be treated in its own particular way. (Quantz)

‘Inflated sound’ was a stylistic feature much in use at this period (particularly in
Germany) and was practised on all instruments with the exception of keyboard instruments,
where it was not possible () (apart from the clavichord and the bowed harpsichord). Here
are some comments referring to the ‘son enflé’ taken from composers of the 18th century:

How to inflate a sound:

To inflate a sound well, it must first go forth from the breast, beginning with a tiny
fraction of the voice: it is threaded, and strengthened bit by bit, thrusting out and extending
the voice until it reaches its greatest fullness (. .. ) There is no symbol by which to identify
inflated and diminished sounds. (Montéclair)

Montéclair here shows it by wedges:

inflated sound diminished sound inflated sound diminished sound
A
i = I~ 4 b 33 | Ll i Ll - 1l A2 I » I - ] e ] S T L3 B3
r &Y ['® ) | & N £ T 47 jar > 2 I J 12 &Y T 1 I I 1 H
A &) 1 1 et L ia 1% 2 i 1 3 1 i . 1
%ﬁ ) T T T 1 T T 1 T T St
full voice

This sign: <&@ means that one must begin softly, strengthen the bow mid-way
through the value of the note on which the sign is found, and end with the same softness as
one began with, the transition from one to the other should be made imperceptibly:

(1) Quantz here refers to the technique of embouchure on the transverse flute which makes it possible to maintain cerrect
intonation when the dynamic level varies. Quantz adds, moreover: Piano and forte must never be exaggerated, nor
must instruments be forced beyond what their nature allows: for that is exceedingly disagreeable to the car.

(2) Though the harpsichord cannot swell its sounds ( . .. ) it has other advantages (. .. ). (F.Couperin)
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Prelude
Grave e affettuoso
i el
o —_ ¥ __ o o M .
- N
A * . * . * = *

== e &
%—_ 4}4§!§i !!lr‘rxl‘ S

(J.-A. Desplanes, Sonatas for solo violin and violoncello with harpsichord, 1712)

Where to inflate the sound

Long notes should be sustained in a manner distinguished by swelling and diminishing
the strength of the tone. i

(... ) each note, whether a crotchet, a quaver or a semiquaver, should have its own piano
and forte, as far as speed allows. But if a number of notes follow one another, and the
speed does not allow one to swell each note’s sound, one could still increase or lessen the
force of breathing during these notes in such a way that some notes will be louder and
others softer. And this change in the strength of the sound should be made from the
chest, that is to say, by exhaling.

(...) the tongue should begin ports-de-voix softly, make them swell, if the speed
allows it, and move on to the following note slightly more softly. (Quantz)

N.B. See also on pp. 38-39 the example and the quotation from David concerning the ‘son
enflé> which accompanies a port-de-voix; also the ‘Messa di voce’ on the first note of a
Fermata, p. 59. ‘

TOUR DE GOSIER (Turn, Gruppetto, Doublé, Circolo mezzo, Double cadence)

The turn is indicated by the sign e ; the five notes which serve to make it are taken
in a single breath ( ... ) To execute it well, the voice must emphasize the strong note (M)
where the sign e appears (... ) After having paused on the stressed note, the throat
(‘gosier’) must make its turn by moving lightly from the first note to the fifth, making a
kind of very sudden shake on the second small note (0):

- A O i’ -
= et
=
/_—\ /'-\
A &N + r
- ‘17“; 1 L a; —
1 J & . 4 i I |74
| p— 1 7 1 14
M o (Montéclair)

N.B. The turn can also be the termination of a trill. See p. 46.
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When a slur precedes the turn (‘doublé’), then the

[
. . h Lo, j Lo
first note of that turn should not be reiterated: ﬁ = %EF:—

(Marpurg)

TRILL (Shake, Cadence, Battement)

In 17th- and 18th-century France, what we call the trill (derived from the Italian
‘Trillo®) was given various names, chief among which were ‘tremblement’ (shake), ‘cadence’
and ‘battement’.

Here we will deal with the usual, or long, trill. For the short trill (‘martellement’,
mordent, ‘battement’), see under ‘Pincé’ on p. 37.

Signs for the trill

These are numerous and their interpretation often varies from one composer to an-
other. The most frequent are ~~~, t, tr, +. The latter sign (+), prcbably derived from t,
often indicates a trill; but it may equally well mean a different embellishmernt of the per-
former’s choosing (mordent, gruppetto, ‘flattement’, etc.).

Rules for the trill

The trill obeys the following general rules:

— A shake should occupy only the space of a tone or a semitone, according to the
requirements of the mode and the note from which the shake originates. (Quantz)

— It always starts on the beat and generally on the note above (except when it is pre-
ceded by a port-de-voix from below). This is the preparation note.

— If the duration of the preparation note permits, the speed of the strokes will increase.

— The termination is preceded by a ‘point d’arrét’ (a rest or a pause on the principal
note).

— This termination is always rapid.

The trill can be illustrated roughly as follows:

A + ~
)" 4 2 J oy
?ln = - L
=T — 3
~t T R}
‘point
1 strokes darrét
preparation note termination| /N
B A D——_—:?‘ Yo X
H-H — —+
d L i S - . C

The beginning of the trill (preparation note)

With which note should one begin a trill?

The preparation note, which should be formed on the note above the principal note.
(F. Couperin) This is the general rule. However, depending on the note that precedes the
trill, it may start on the note below the main note of the trill. Every shake begins with a
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port-de-voix which is in front of the note and is taken either from above or below.

(Quantz)

Duration of the preparation note

The preparation note of a shake should be longer or shorter in proportion to the value
of the note on which the shake is made. (Loulié)

One should mark it (the trill) by leaning on the note which immediately precedes that
which carries the trill, and that for half the value of the note, and then humming (trilling)
for the other half of this duration:

+ +
- ~~~
T 1 = becomes
X Y—1 - s 1 ¥ -
]

(Choquel)

Choquel’s advice is, of course, rigidly schematic. However, it underlines the impor-
tance of the preparation note, which should always be perfectly perceptible.

The strokes

In tables of embellishments of the period, strokes in trills are most often represented as
equal. This must be regarded merely as a simplification of notation:

Although the strokes are shown equal in the table of embellishments in my first book,
they should nonetheless begin more slowly than they end: but this gradation should be im-
perceptible. (F. Couperin)

To succeed in making a good trill, which is a meritorious achievement on any instru-
ment, one must begin by moving the fingers very slowly, strike progressively faster while
swelling the sound, and end it (the trill) as fast as possible. (Van der Hagen)

Quantz:
. One does not have to play every shake at the same speed. One should adjyst not only

to the place in which one is playing, but also to the piece itself that is to be performed. If
the place in which one plays is large and reverberant, a somewhat slow shake will make a
better effect than a fast one (... ) If, on the other hand, it is a smdll place or a room hung
with tapestries, where the listeners are quite close, a rapid shake will be more suitable than a
slow one. Beyond that one must be able to distinguish what kind of piece one is playing
(... ) Insad pieces the shakes are played slowly, but in spirited pieces they must be played
faster( ... ).

It would be rather difficult to indicate precisely the
correct speed of a good shake. [ would imagine, however,
that the speed of a long shake in preparation for the end of
a piece would be neither too fast nor too slow if, during *
the space of a pulse ( o = 80), the finger made hardly A

more than four movements, and consequently eight notes: w

In fast, lively pieces the short shakes can be a little faster, and one can then lift the
finger once or twice more (hence making two or four more notes) during the time of a pulse.

(Quantz)
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The ‘point d’'arrét’ (pause)

Just before the termina- HOTTETERRE: Prelude

tion, the strokes are inter-
rupted on the principal (i.e.

-

lower) note of the trill in a ) lj
e
sort of pause. In those days, -

-

it was called the ‘point d’arrét’ o

(halting point).

The length of the pause is included in the value of the trilled note: The strokes and the
note where one stops should both be included in the value of the essential note (i.e. the note
carrying the trill). (F. Couperin) (See the first example under ‘Trill’, p.44.)

The termination

Sometimes one ends the shake with a fall ( ‘chiite’), and sometimes with a turn:

(Montéclair)

This turn is called ‘after-stroke’ by Quantz: The ending of each shake consists of two
little notes which follow the (principal) note of the shake and which are added at the same
speed (as the strokes). In German they are given a name meaning ‘after-stroke’ (ex. 1).

Sometimes these two little notes are
written out (ex. 1 and 2), but when Ex
only the principal note itself is given ’

(ex. 3) one should assume there will be ) N

both a port-de-voix and an after-stroke; &
34

because otherwise the shake would be ¢
neither complete nor brilliant enough:

The termination of the trill is always rapid,
whatever the speed of the piece in which it
appears (the note which follows the dot should
always be extremely short, Quantz). This
rapidity can vary according to the character of
the piece, but it is always greater than that
generally indicated, which merely represents a
systematic way of notating it.

The terminations in the above examples
by Montéclair and Hotteterre, just as in the
example opposite by Rousseau, are explicit in
this respect.

J.-J. ROUSSEAU:

0
i

ooy

‘Bl B

-

Those who find it awkward to make certain shakes, where they appear too difficult to play, may pass over them,
not wishing their hands to be constrained in any way, but rather for tempi to be observed very precisely, (N. Lebégue,

First organ book, 1676)

-

7
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VIBRATO

Today vibrato has become an almost systematic, obligatory embellishment, especially
among string players. In former times, in fact, this oscillation of the sound was very diver-
sified and was consciously used as an embellishment. Tartini writes:

This embellishment (tremolo. or ‘tremblement’ in French) is never used on half-bodied
- sounds (‘threaded sounds’) (... ) This embellishment produces a very good effect on the
final note of a musical phrase, when the note is a long one ( . .. ) It also makes an extremely
good effect on the long notes of any melody at all, whatever the metre( ... ).

It is known that in the 17th century, French lutenists and viol players termed this
effect the ‘verre cassé’ (lit. ‘broken glass’) (1), It appears to have been particularly highly
valued in Poland, since in 1545 Agricola recommended flautists to use it in imitation of the
Polish viol players.

The vibrato seems to take its origin from the rocking motion of the finger on the string
of a viol or lute or on a clavichord key. Mersenne puts it precisely: Whilst the bow is in
motion on the strings, the finger should be rapidly rocked on the fingerboard. (1636)

Marpurg adds: ‘Rocking’, in Italian ‘tremolo’, is nothing other than the repetition of a
note on the same pitch, with the difference that the repetition is not made by fresh articu-
lations (... ) It is not possible to represent it in notation. It is an imitation of the Tre-
mulant organ stop ( . .. ) On a long note, ‘rocking’ must be preceded by a messa di voce
(‘inflated sound’).

Concerning the tremolo, De Lusse writes: There is yet another kind of flexible shake

which the Italians call ‘tremolo’, which lends a great deal to the melody when used appro-

priately. It ismade simply by an active movement of the lungs breathing out these syllables:
Hu, hu, hu, hu, etc. (L’Art de la flite traversiére, 1761)

TWO EXAMPLES OF PIECES WITH GRACE NOTES ADDED BY THEIR COMPOSERS
C. DIEUPART: Overture (c1710)

- Ly Anpwr
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(1) Seealso p. 36.
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Extract from Dieupart’s table of grace notes:

Explanation of signs

E A lnad Lad ~
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% Nt t ¥ t
o shake mordent (lower) double ‘cadence’
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= \ L . .\
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) t ¥—1 r—i F—
shake with mordent port-de-voix fall port-de-voix and mordent
S
T T 1 T —o—9——#C L 2 S— . o _a
1l ] I 1” 4 1 1 14 i
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J. B. de BOISMORTIER (Six suites of pieces for the transverse flute, 1731) -
These pieces are embellished with all their grace notes: i
Courante ~
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N. B. One may add to these pieces embellishments which it was not customary to notate, t“‘

such as ‘threaded’ and ‘inflated’ sound, ‘flattements’, vibrato, etc.
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ORNAMENTS

Let us recall (1) that by ornaments we are here referring to variations and embellish-
ments designed to diversify and decorate the bare bones of the musical text, thus distin-
guishing them from grace notes, which is how we have described the little discretionary
notes, appoggiaturas, trills, etc.

Ornaments are therefore the variations added (by the composer or the performer) to
the melodic line. Rousseau defines variations thus:

Under this name one designates every manner of decorating and varying an air, whether
by diminution or by ‘passages’ or other embellishments to adorn and embroider it. However
much one multiplies and crams the variations, it must always be possible in the midst of
these decorations to recognize the heart of the air, called the ‘simple’, and at the same time
the character of each variation must be marked by differences which sustain the attention
and prevent boredom.

The word variations encompasses the terms doubles, diminutions and passages, of
which Loulié gives the following definitions: Passages’ are many little sounds that are inter-
woven amongst the simple grace notes. These ‘passages’ are commonly called doubles
(variants). Diminution, which is a sort of embellishment of the melody, consists of several
measured notes put in place of a single one.

Examples of ‘passages’ or doubles (Montéclair):

‘simple’

A 1 -+
i 1 ) -] y =
1 . 14 8-
} I 4. dend- |7 4 vl i Iy
L. A, ) . | 4 n ¥ L i}
1 v ‘l L4

Examples of diminution (Montéclair):

‘simple’
i ] 1 + A_}
44—t t ——1 t —
1 o J ) G— L4 —_—
B = (4
‘diminished’
{
] e pap—T— "
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(1) See the chapter on Grace Notes, p. 33.
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FRENCH ORNAMENTATION

The French musician of the 17th and 18th centuries was inclined to make more use of
grace notes than of ornamentation such as we have defined it on p. 49, in contrast to his
German, and, above all, his Italian neighbours. (1)

The incomparable Lulli ( .. . ) preferred melody (. .. ), fitness of expression, lack of
affectation and, lastly, noble simplicity to the absurdity of doubles and irregular kinds of
music ( ... ) Passages are arbitrary, and everyone can play them more or less to taste and
inclination. (Montéclair)

If the French musician uses ornaments, his ‘good taste’ persuades him to do so with
discretion and poise (later we shall see examples of Italian ‘extravagance’):

An important point, and one which cannot be stressed enough, is to avoid this confu-
sion of notes, which are added to melodic and expressive pieces and which only serve to dis-
figure them. (J. M. Leclair, 4th Book of Sonatas for the Violin, 1738).

From this 4th book, here is the beginning of a Minuet which Leclair follows with two
successive doubles (on the same bass), the first in triplets, the second in sixteenth notes. For
greater clarity we have here set them out vertically under the theme of the minuet:

Minuet (J. M. LECLAIR) 1738
Allegro non troppo

I‘; 1. d — d ]
Iti ; — - 1. E
+ ()
(./ .
S
-y ]
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= i_j

.Gy 3.45W
{oo MERRINE AW AV

(1) One can consider the Adagio in two ways, with respect to the manner in which it must be played and decorated;
firstly according to French taste, secondly according to that of the Italians. The first manner calls for a clear and sus-
tained expression throughout the melody, and a style always combined with the essential grace notes, such as appoggia-
turas, single and double shakes, imordents, turns, short trills, finger vibrato, etc., but in addition there must be no ex-
tensive passage-work, nor a lot of arbitrary grace notes. (Quantz)
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Here is an example from Michel Blavet of the ornamer ation of a phrase upon its being

immediately repeated (as before, we have set out the simple form above the ornamented
one):

Adagio (M. BLAVET) 1732

/] I I | ‘1. | +
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GERMAN ORNAMENTATION

. Amongst the numerous precepts given by Quantz, let us cite the following:

Almost every person who applies himself to the art of music, especially outside France,
is not content to play solely the essential grace notes; in the main they wish also to follow
their own taste, and seek to perform the melody with different arbitrary variations( ... )

In general, care must always be taken in variations that the principal notes on which
these variations are based are not obscured. When variations are made on crotchets, the first
of one’s added notes must usually be the same as that of the simple form; and the same
must be done for every variety of note, whatever its value, whether greater or smaller than a
crotchet. One can also choose another note in harmony with the bass, provided that the
principal note is heard again immediately afterwards ( . . . ). -

Variations should only be made when the unadorned melody has already been heard
(...) Likewise, melodies which are already well written and which already have enough
grace notes must not be varied, unless one is sure of making them better still ( . . . ).

It is not enough to play a long succession of quick notes (... ). It is in this respect
that the greatest abuses are perpetrated; this is why I would advise against becoming too in-
volved in variations instead of rather applying oneself to playing a simple melody in a noble,
appropriate and clean manner.

AL.-25.732




e

25 okl it

TR

QUANTZ: different ways of varying a single phrase:
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