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in half of a quarter-hour,” is equivalent to a rather slow MM ¢ = 42.5; however, his
suggestion concerns the performance of choral works within a church service.

14. See Banchieri, Cartella musicale, 35 (although in scored examples that do not pertain
specifically to the battuta question, Banchieri, like Diruta, spaces the bar lines at the breve);
and Praetorius, Syntagma musicum 3:57~69 and 70-72 (at least in those passages in which
all parts are in common time or in cut time).

15. Except for a special case discussed below (Capriccio I, m. 114), there is only one
example of this meter in the Capricci: Capriccio I1l, m. 87. Later in the century, Bismantova
described this meter as a proportion of §, which in theory would imply an augmentation;
see Bartolomeo Bismantova, Compendio musicale (Ferrara: 1677; reprint, Florence: Studio per
edizione scelte, 1978), [17]~[20]. Frescobaldi, on the other hand, uses a s as time signature,
presumably to avoid suggesting such an augmentation. Actually, this meter may have

originated from hemiola minor notation | » J , with a reinterpretation of the black minim
as a semiminim. Praetorius, for example, speaks of “sechs minimae, oder minimae
denigratae” (six quarter notes or black half notes) (Syntagma musicum 3:73). See Darbellay,
Toccate, and my preface to the Opere complete 4:xiv for a discussion of this matter and of the
unusual manner of notating the rests with this practice.

16. See the tables in Praetorius, Syntagma musicum 3:49 and 79.

17. Praetorius, Syntagma musicum 3:73.

18. Many theoreticians of the time insist on this principle; see, for example, Praetorius,
Syntagma musicum 3:50, or Cerretto, Prattica musica, 264.

19. Note that here Frescobaldi provides only a single 3 for each group of six eighth notes,
whereas in Capriccio XII (“Or che noi rimena’’), mm. g6-97, which involves actual eighth-
note triplets (in the modern sense), a 3 is provided for each group of three eighth notes.

20. See Darbellay, Toccate, and Darbellay, “Lénigme de la 1e édition (1624) des Capricci de
G. Frescobaldi,” Canadian University Music Review 3 (1983): 123-57.

Pier Francesco Valentini on Tactus
and Proportion

MARGARET MURATA

HE ROMAN NOBLEMAN Pier Francesco Valentini (1586—1654)

was a composer of learned canons, motets, and madrigals, as well

as theatrical music. Many of his compositions were published
posthumously from his estate. In addition, seven of his treatises on
music have been preserved in manuscript in the Barberini collection of
the Vatican Library.! Five of these deal extensively with temperament,
transposition on the lute, and the classification of modes. Two concern
the notation and performance of musical rhythm. In all these, Valentini
writes as a scholarly pedagogue. Each treatise is organized in a highly
schematic fashion, demonstrating by a series of examples a few basic
ideas that illuminate each subject. The demonstrations reveal, however,
Valentini’s knowledge of earlier music theorists,? his recognition of the
complexity and contradictions of the musical system, and his ability to
argue a position drawing on current practice and beliefs. For although he
mentions few contemporaries by name, Valentini’s observations and com-
ments clearly derive from firsthand, practical experience. His intent is
never to present music as a science, a body of knowledge, as Kircher and
Mersenne did. Valentini is more creative, more an experimental than a
historical theorist, while he retains the foundation of traditional
knowledge. The purpose of the method and detail in his treatises is to
change or correct performance practice, whether to advocate equal-
tempered tuning or to teach how to beat time.?

Both the “Treatise on Tempus, Modus, and Prolation’” and the ““Treatise
on Musical Tactus” were written around 1643, but in response to contro-
versies and “dispareri” or differences about rhythmic practice that
Valentini dates from 1611, the year of publication of Agostino Pisa’s
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Explanation of Musical Tactus.* Thus the terms as well as the period of the
discussions come from Frescobaldi’s Rome. Although neither Frescobaldi
nor any contemporary instrumental music figures in the treatises,
Valentini gives a detailed picture of how rhythm could be thought about
in the earlier seventeenth century. He has sifted through the problems of
Renaissance theory, and he shows what by his time had been discarded
as wrong, inapplicable, or obsolete. Valentini’s rejections, his accep-
tances, and his extensions of traditional theories provide a contempo-
rary scale by which to interpret or evaluate the strictness or freedom in
Frescobaldi’s notation of rhythm.®

Etienne Darbellay has focused the questions about rhythm in Fres-
cobaldi in the preface to his edition of Toccate II:

1 to establish the correct metric division of the “measure”’
2 to fix the tempo and then to determine whether any “proportions”
occur between consecutive sections.®

Another question associated with Darbellay’s first point, and which
Valentini’s treatises help answer, asks how meter was felt in performance
—that is, whether understanding the correct metric divisions can affect
the way the performer will sing or play the score.

The rhythmic concept that relates all three questions to one another is
that of tactus, called battuta in Italian. A tactus is a grouping of either an
even or an odd number of equal durations—what we now call beats
~—and was generally described by the physical action of the hand that
coordinated the performance of polyphonic music. Each group defines
what we now call a measure.” From Adam von Fulda in 1490 to Valentini
in 1643, only two beat patterns were required. In the first, the hand
moved down, then up, defining one equal tactus divided into two units,
which Valentini called half beats. In the second beat pattern, the hand
moved down for two counts and rose on the third, defining the unequal
tactus of three parts.® Writers discuss beating time and musical meter
together and use terms, such as ““beat” that suggest both; one should
keep in mind that the context for most written explanations is vocal music,
and hence music performed by singers who have their hands free to beat
time. As with current practice, we must assume that keyboard perform-
ers or lutenists learned to realize rhythmic notation in the same context,
and that any one time signature suggested the same patterns of stress or
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Example 1a Valentini: How to beat an equally divided tactus
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Example 1 Valentini: How to beat an unequally divided tactus
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duration to an organist as to a tenor. Whether the tactus was a constant,
unstressed pulse—as is assumed characteristic of Renaissance music—
or whether it was perceived as a distinct metric “foot,” we have to assume
that well-trained instrumental players as well as solo singers internalized
its image, and thought of rhythm in terms of beating time. Valentini,
most helpfully, gives precise descriptions for the location of the hand in
beating the tactus, and thus enables us to reconstruct how rhythm could
“look.”

Examples 1a and 1b conflate illustrations from Barb. lat. 4417 and
summarize the motions of the hand in measures increasingly subdivided.
Valentini uses capital M to represent the initial downward motion and
lower case m for the subsequent rise of the hand; both are motions. Qand
q denote quiete, or times when the hand does not move. His description
can be summarized as foliows: The first part of the tactus is the descent.
This equals one-eighth of a tactus in equal time, or one-fourth of half a
measure. In triple time, the descent of the hand takes a twelfth of the
tactus. The second part of the tactus is waiting to fill out either the first
half of the tactus in equal time, or the first two-thirds of a tactus in triple
time. The third part is the ascent of the hand. Like the first part it equals
one-eighth or a twelfth of the tactus. The fourth part is waiting to fill out
the remainder of the tactus.” Valentini represents these geometrically
(see plates 1 and 2; they do not show beat patterns). In the treatise,
Valentini carefully marks all M’s and Q’s in his illustrations of varying
subdivisions and notational situations, such as ties, syncopated entries,
rests, long values. All the illustrations result in equal or unequal simple
beat patterns. Examples 2a and 2b apply the patterns to two passages
from Frescobaldi, in a straightforward manner.

Valentini’s method of beating tactus yields several insights into the
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Plate 1 I-Roat Ms. Barb. lat. 4417, fol. 76. With the kind permission of the Biblio-
teca Apostolica Vaticana.

organization of rhythm. The first is that the beat itself is unaccentual,
because it begins as the hand starts to move; there is no beginning to hit
and no rebound. Second, the duple division of the equal tactus must
remain duple, because although there are four parts to the tactus
(M-Q-m-q), the four parts are not equal in duration. Indeed, the
semiminim level cannot be conveyed.'® And finally, the meter is apparent,
because the movement of the hand, resting so long between fall and rise,
is quite discontinuous. One further effect of Valentini’s asymmetrical
division of the half beats is the freeing of all the notes that are performed
while the hand is quiet. They are free not only from the control of the
smaller subdivisions, but also from distortions that can be caused by
motion at the ends of beats, such as in the modern upbeat. Melismas of
subdivisions, for instance, do not get pushed or rushed toward the
metric beat.

The quiet parts of the beats also restrict the use of agogic pauses to
locations before metric subdivisions: you cannot articulate what is not
moving. The pauses noted by commas in the right hand of example 3
can be conducted if the hand delays its moving. The slurs in the left
hand, however, show notes performed while the “hand"” is quiet. Valentini
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does mention the special effect of lengthening the initial portion of the
downbeat, before the quiete, which is done at the whim of the person
beating time as one of the refinements of madrigal singing.

Valentini also acknowledges the cadential convention of lengthening
the penultimate note in a cadence when it is ornamented.!! The rhyth-
mic flexibility that we associate with the music of Monteverdi and
Frescobaldi may indeed be associated with the increased layer of orna-
ment in divisions far smaller than the standard tactus unit. In fact for
passaggi of semicronte and semibiscrome, Valentini shows how they fit into

Plate 2 I-Rvat Ms. Barb. lat. 4417, fol. 79. With the kind permission of the

I

Biblioteca Apostolica Vaticana.
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Example 2a  Frescobaldi, Canzona 1V, Toccate II (ed. Darbellay), mm. 1-5; tactus

markings after Valentini
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Example 2b  Frescobaldi, Canzona VI, Toccate II, mm. 41-45; tactus markings

after Valentini
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Example 3 Frescobaldi, Toccata VI, Toccate II, mm. 55-57; tactus and articula-

tion markings after Valentini
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_the tactus, but notes that it is usual in airs to sing them out of time (“si

sogliono nell’arie cantare senza battuta”’). He confirms the desirability of
this freedom in his discussion of the length of the quiet parts of the
battuta. He says that first of all, the tongue is more agile than the hand
“in proferire le crome e semicrome,” and goes on to state that a battuta
velocissima (one that would reflect the smaller subdivisions) would be
“tiring to the musician, strange to the singer, hateful to the viewer, and
in practice disproportionate, violent, insupportable and impossible” He
specifically objects to showing subdivisions within a broad beat.!2

In compositions where the note values predominate at half or a quar-
ter of the tactus length, the hand moves syllabically, as it were —that is,
on almost every note. In much of the “modern” music of Valentini’s
time, the tactus unit is instead highly subdivided, with motion eight or
sixteen times faster than the tactus. In these cases, the hand is perceived
as moving more slowly. This is an important stylistic point for all florid
music of the early seicento: the quick notes are moving within semi-
breves and breves. The music may seem to speed up by becoming highly
subdivided, but the meter, the rhythmic framework trying to contain the
subdivisions, will actually slow down, become a factus tardior, and
make the contrast between the metric frame and actual motion all the
more pronounced.'® Frescobaldi uses no mensuration signs that specify
tactus alla minima, that is, rhythm that groups semiminims into the equiv-
alent of § or {."* To shift the meter to smaller rhythmic units in per-
formance is to lose the flexibility between metric frame and ornament
as well as the contrast between syllabic and florid styles.

Tempo, however, was not just a perception of the relation between the
tactus unit and the number of subdivisions. Valentini supports the recent
conclusions of Dahlhaus and Bank that, despite the writings and influence
of the Renaissance theorist Sebald Heyden, the tactus of invariable speed
is not a permanent ‘aspect of the mensural system.!s Tempo does not
concern Valentini—that is, to him mensuration signs seem to have no
fixed connotations of speed. (He argues that there are as many pulse
rates as people.) He states that the tactus, which can be represented by-
breves, semibreves, or ““qualunque altre note;” can have different tempos,
sometimes adagio, sometimes presto, and sometimes in between presto
and adagio, according, he says, to the style of the composition, or the
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sense of the words.'® He includes a battuta veloce of short little motions.”
Frescobaldi illustrates this free choice of basic tempo when he advises
that a just and moderate tempo, a battuta commoda, should be chosen for
his partitas, as it is unseemly to start quickly and then have to slow down
for the fast passages. It is noteworthy that even for this genre of
composition, the sense of basic tempo should remain steady throughout.'®
Valentini seems to agree, since he also observed that “passi affettuosi” in
motets and madrigals were sung with a battuta larqga—a broad beat that
presumably differs from the surrounding context-—and he notes that in
certain modern pieces, tempos fluctuate “accidentally” accidentalmente,
being adagiata or affrettata, or alterata.'® These “‘accidents” suggest,
however, that for any one composition, there still will be a normative
tactus rate. An illustration of this is the affetti Frescobaldi described for

performing the toccatas in his first book, which have no changes of

mensuration sign within them.? It is in his Capricci of 1624 that
Frescobaldi associates specific tempo designations with types of meters.?!
The question is whether these associations imply free-standing tempos
relatively consistent from piece to piece and unrelated by proportion to
what precedes or follows, or whether Frescobaldi’s notation is strictly
proportional and his verbal associations of certain tempos with certain
meters redundant, or whether the tempo words are perhaps an aid to
understanding his use of proportional signs in a somewhat new way.

Valentini, who does not associate note values with tempo, neverthe-
less understands successive mensuration signs proportionally. He spends
half of his “Treatise on Modus, Tempus, and Prolation” on proportions,
using as examples works by composers such as Josquin, Compere,
Palestrina, and Metallo. The interpretation of Frescobaldi’s proportional
signs according to Valentini seems to confirm that Frescobaldi’s practice
is rational, not very arcane, proportional, and playable.

The dupla proportions in Frescobaldi’s music are infrequent and pres-
ent no difficulties. The signs for triple meters, however, are many and
frequent, and at times pose problems of differences among the sources.
Most of the time they create sesquialtera (3) relationships, sometimes
they offer an opening of a piece in triple meter, and rarely do they
suggest a tripla proportion (}). Table 1 gives a working chart of many of
Frescobaldi’s proportional signs and Valentini’s interpretation of these
signs in terms of a batfuta or tactus unit. Not all of Frescobaldi’s works

Pier Francesco Valentini 335

Table 1 Proportional Mensuration Signs

In Frescobaldi Valentini’s interpretation
i [
Sign Multiple Tactus Subdivision Proportion
¢ = = = o o proportione dupla
X
m ¢ Horfo el o - 4 4 cancels previous proportion
=3
ERr ,
g kmav - o. - 4 4 sesquialtera di semi
12/8
8 Anwv - 0. - ddidd sesquialtera di crome
03 - =8 = © o o 2 ’
C3 - % : o o ‘b
03 ) ;
5 — =N = o o © tripla maggiore
C3(m o) || o =B —_— tempo diminuito
X
= 3 - - - sesquialtera
B 2
=
= 3 . . .
2. €3 — o. - 4 d 4 sesquialtera minore di minime
7
£
=] .
¢ - o./0 = L L Lﬁ\ L k —
c3 jo. o.] o - 4 d 4 —t
mw - o. - 444 sesquialtera di minime?
3 — - —_ meliola
E = e - - = e o emiola maggiore
E e d - B - 44 emtiola minore

Note: Perfection in the breve and semibreve are denoted by the modern dot of addition.

a. In Frescobaldi, effectively a sesquialtern maggiore.

b. In Frescobaldi, effectively a sesquialtera minore.

¢. Only in the “Capriccio sopra un soggetto” with emiola maggiore notation. Despite the vertical line
through the half-circle, the breve equals two semibreves infeger valor. See Darbellay’s edition of the
Capricei, xXiv—xxv.

d. In Frescobaldi, this sign appears in conjunction with other triple mensurations, rearranging the
metric accent.
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have been surveyed for this chart; for example, the instrumental canzo-
nas are not included. A list that at first might have suggested a host of
tempo relationships or metric schemes turns out, with Valentini’s tactus
equivalents, to represent only two levels of triply divided tactus. Some
signs establish a perfect semibreve, others, the perfect breve. On the
whole, when the ratio is 2:3, a shift to perfect prolation (44=4JJ) speeds
the tempo up, and a shift to perfect tempus (eco =ooo) slows the
tempo down.

Example 4 shows speeding up with the substitution of three minims
for two. This is the standard sesquialtera minore that Frescobaldi desig-
nated “alquanto piti allegre” in the 1624 preface (example 4a). The emiola
minore, indicated by coloration, belongs in this category. It is often given
a redundant proportional mensuration sign, as in example 4b. Accord-
ing to Valentini, example 4¢ does not have a proper sign for proportion,
as €3 does not express a ratio. As a sign for a semibreve of three minims,
it can follow equal battute as it does here. Frescobaldi also used it to
follow triple meters.” A commonly found sign for a sesquialtera of
minims is one also not recognized by Valentini as a true proportion,
namely the number 3 without denominator. In the keyboard music, as
stated above, it often appears before sections in coloration, and is proba-
bly related to the convention of marking black minim triplets that Valentini

Example 4 (Model) Sesquialtera minore with increase in tempo. (Metronome mark-
ings here and subsequently are chosen for illustration only.)
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Example 42 Frescobaldi, Canzona IV, Canzone (1645) (ed. Pidoux), mm. 36-139
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Example 4c  Frescobaldi, Canzona I, Toccate 1I, mm. 22-25
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Exampie 4d  Frescobaldi, Canzona

“O dolore, o ferita,” Arie II,

mm. 20-23
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Example 4e Frescobaldi,
mm. 17b—21

sopra la bassa fiamenga,”

Capricci (1624),
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identifies as meliola.® With regular, uncolored notation, the floating 3
appears in the Arie musicali (1630) and in the Toccate II (1627) following
equal battute, in passages of six or three minims (example 4d).

Sesquialtera proportions do not always shift the meter from an equal
to an unequal tactus. The ¢ ratio, which in practice replaces four semi-
minims with six in a sesquialtera of semiminims, is, according to Val-
entini, divided as an equal tactus.? This yields effectively two sets
of modern triplets (see example 4e). Thus the six semiminims of a cs
measure are metrically different from the six in a ¢ measure (see also
example g below).

Frescobaldi also achieved a shift from a duple tactus to a slow, triply
divided tactus in more than one way (see example 5). With the simple
proportional sign § he indicated three semibreves replacing two (see
example 5a). The value of the new breve equals that of the old breve. In
his 1624 preface, Frescobaldi defined this level of sesquialtera as adagio.
The notation alone gives the impression of looking white and therefore
slower; strict proportional meters result in an actual slowing down by 4:3
from the minim in equal time to the semibreve in unequal time (e.g., C
J=M.M. 90 slows to o=M.M. 68). In examples 5b and s5c, the new tac-
tus of a ternary breve is twice as long as the previous tactus of a ternary

Example 5 (Model) Sesquialtera maggiore. The tempo decreases in moving from
semibreve tactus to breve tactus.

H = MM30 = = . Efe = MM 30

o = MMG60
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Example 52 Frescobaldi, Fantasia I, Fantasie (ed. Pidoux), mm. 3740
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Example 5b  Frescobaldi, Canzona V, Toccate lI, mm. 24—28
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semibreve. Example 5b indicates a perfect breve with a mensuration
sign; 5c uses emiola maggiore notation. In all three cases, according
to Valentini, not only would the music in ternary breves sound slower,
but also the visible tactus would broaden:

Concerning the ternary proportions, that is about those that have
the 3 above the lower number, as for instance 2, 2, 3, in their own
right . . . [they] should be sung with an unequal beat, performing
the three notes which equal the one.?

Frescobaldi’s use of the open circle non diminutum, as in example s5b,
suggests this.”” Another indication that Frescobaldi imagined a visible
tactus shift from semibreve to breve levels lies in his avoidance of
the mensuration sign 0}, which Darbellay’s meticulous bibliographic
research has revealed as a sign used by Frescobaldi’s copyists and editors,
but not by Frescobaldi in exemplars edited by himself. Valentini defines
07 as three minims per battuta. This yields a sesquialtera maggiore, as three
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Example 5¢  Frescobaldi, Canzona VI, Toccate I, mm. 24~30
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Example 5d Frescobaldi, Missa sopra I'Aria della Monica (ed. Mischiati and

Tagliavini), Gloria, mm. 36-40 (organ and choir I omitted). -
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minims of a perfect breve replace one imperfect semibreve, and four
fussy hand motions establish the new breve (see example 5d and note
25).

In general, Frescobaldi’s melodic motives define the desired tactus
level of semibreve or breve. The prevailing barring of a duple section
often visually establishes a breve and makes the shift up to a factus alla
breve smooth and logical, as in examples 5a and 6.

Frescobaldi’s puzzle in reading triple proportions is Canzona V from
the second book of toccatas. It has the series of mensuration signs:

03 - C - s (emiola minore) - 03 - €3 - G- Q3-C - 3 (emiola minore)

The three duple signs, however, are only for three single, semibreve
measures that link passages in different ternary meters. These are ter-
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Example 6 Frescobaldi, Canzona II, Recercari, et Canzoni (1615), mm. 20—24
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nary meters with both tactus alla breve and alla semibreve (see example 7a).
The duple measures alla semibreve in all three instances signal the change
from a tactus alla breve to alla semibreve or vice versa, as in example 7b.
The initial mensuration sign, then, indicates a sesquialtera maggiore pro-
portion with respect to a semibreve standard. The actual perception of
the tempo relationships depends on the initial speed chosen. If the open-
ing tripla is too stately, the first passage in emiola minore has no vivacity. If
the opening tripla is too fast, the tempus imperfectum, prolatio perfecta (€3)
passage is too quick. Fach of the ternary sections settles nicely some-
where around an integer valor of e=M.M.48, that is, an opening o=
M.M. 72 in tempus perfectum (see example 8). Because in duple time there
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Example 7a  Frescobaldi, Canzona V, Toccate II. The ternary mensurations.
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es J Jdd * d Pdddd _ mm. 32--33

Example 76 Frescobaldi, Canzona V, Toccate Il. Changes between tactus alla breve
and alla semibreve, mm. 14—16 and mm. 41—43.
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&

are no values smaller than the semibreve, Canzona V is unusual in that
the minim retains a constant pulse throughout.

The tempo significance of proportional notation is completely lost in
modern editions that reduce note values and then alter mensuration
signs. The madrigal “Bella tiranna” from Frescobaldi’s 1630 print has
three ternary sections, an opening and closing section in €G3—or §—
and a quick middle passage in §. If the semibreve tactus is M.M. 36, the
minim subdivision will move at M.M.108. In the ¢ passage, the semi-
minims of “dardi pungenti” flash by at M.M. 216. The slower tempo
returns at m. 23 for the petulant ending (see example o).

There are numerous conclusions to be drawn from examining Fresco-
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Example 8 Frescobaldi, Canzona V, Toccate II. Comparative tempi for the ternary

meters.
O\L o \\L
If MM = 60/120  then 40 40/120 (slow)
IfMM =172/144  then 48 48/144
If MM =80/160  then 53 53/160
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N
TS
i
TN
TN
(88

o

T

o/d/d
40/120/240
48/144/288

m.32 53/160/320 (frenetic)

res =

Example 9 Frescobaldi, Madrigal “Bella tiranna infida,” Arie II, the ternary
meters compared.
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baldi’s rhythm and its notation. One, which is brought out further in
Etienne Darbellay’s study in this volume, is Frescobaldi’s apparent restric-
tion of white notation to slower tempos, almost eliminating the Renais-
sance category of tempus diminutum, tactus celerior.?® A second conclusion
is the presence of both breve length and semibreve length tactus units.
These characteristics suggest leanings toward the modern notation of
accentual groups in different speeds denominated by varying note values.
Nevertheless, the relative durations of those note values are not pre-
compositionally, externally fixed. Within any composition, their values
are determined by the system of proportions, which appears to be tradi-
tionally based on equalities of perfect and imperfect semibreves. Dahlhaus
has already observed that the proportional system retained its validity
late into the seventeenth century® A Roman opera score of 1668
uses €3, Cj, €3, G5, and C§ as mensuration signs, and €2 and 07} as
proportional signs. The retention of the half-circle and the half-circle
with dot indicates that the unit of the beat was still defined in terms of
the semibreve and its subdivisions.* To ignore the tempo relationships
of the proportions, as occurs in Helga Spohr’s edition of Frescobaldi’s
Arie, is to lose an essential aspect of both form and interpretation.
To ignore the meter of the tactus units in favor of an undifferentiated
pulse is to lose the matrix within which Frescobaldi’s polyphony creates
Cross accents, syncopations, and super-metric. gestures. Frescobaldi’s
rhythm is not the product of a confused transitional period, during
which music was abandoning a steady, unaccented pulse in favor of a
hierarchy of metric groups defined by stress or accent. In Frescobaldi
there are three orderly streams of rhythm going on simultaneously. First,
there are successive shifts in the metric framework from equal to unequal
tactus units. Second, the metric framework is made elastic by changes in
tempo, which are determined by the proportional system. Finally, the
changes are unified by the value of the semibreve, which at times cannot
be perceived in either the tempo of the meter or of its divisions, but
which nevertheless provides the cohesive source from which spring the
changes in meter and tempo. One of the attractive features of Frescobaldi’s
music is that these controlled changes proceed from a spirit of spontane-
ity and exuberance. The logical metric constructions serve as broader
parallels to the playful passaggi and other expressive affetti which shape
the whole and make it flexible.
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Notes

1. The most comprehensive bibliography for Valentini until recently, and the only extended
discussion concerning him and his theories, is Lucas Kunz, Die Tonartenlehre des rémischen
Theoretikers und Komponisten Pier Francesco Valentini, Miinsterische Beitrage zur Musik-
wissenschaft, Heft 8 (Kassel: Barenreiter, 1937). A new extended bibliography and bio-
graphical essay is Mariella Casini Cortesi, “Pier Francesco Valentini: Profilo di un musicista
barocco,” Nuova rivista musicale italiana 3-4 (1983): 529—62.

2. Aside from ancient Greek and Latin writers, in the treatises on rhythm, Valentini cites
such Renaissance theorists as Ramis, Sebald Heyden, Zarlino, Lanfranco, Dentice, Tigrino,
Spataro, Vanneo, and Nicholas Wollick (Vuollico).

3. In a letter-treatise of 1646, Valentini criticizes a motet printed three years earlier for its
indecipherable proportional signs, and pities the “povero cantore” (I-Rvat Barb. lat. 4418,
part 3, “La mortificata presontione, epistola,” p. 26). Equal temperament is derived and
described by Valentini in I-Rvat Barb. lat. 4330, “Monochordo et nova costitutione di
musica et accordatura di cimbalo, d’arpa, d’organo, e di simili istrumenti, con toni, semitoni,
e con tutti gli altri intervalli eguali”’; see also P Barbieri, “I] temperamento equabile nel
periodo frescobaldiano;” in Sergio Durante and Dinko Fabris, eds., Girolamo Frescobaldi:
Nel quarto centenario della nascita, Quaderni della Rivista italiana di musicologia 10 (Florence:
Olschki, 1986). Two earlier drafts of this treatise are I-Roat Barb. lat. 4338 and I-Ras
Biblioteca, Ms. 368, fols. 85—g7. The treatises on rhythm are discussed below.

4. I-Rvat Barb. lat. 4419, “Trattato del tempo, del modo, e della prolatione di Pier Francesco
Valentini romano,” and Barb. lat. 4417, “Trattato della Battuta musicale di Pier Francesco
Valentini romano, opera utilissima per quelli che imparano di cantare . . . /” for which a
date of 1643 is given on p. 3. The previous treatise is referred to in the treatise on tactus.
Pisa, called Asip by Valentini, published his Batiuta della musica dichiarata in Rome in 1611 ;
for a discussion of this treatise and the surrounding controversies, see Walther Dirr,
“Auftakt und Taktschlag in der Musik um 1600, in Festschrift Walter Gerstenberg zum 60.
Geburistag (Wolfenbiittel: Moseler, 1964), 26— 36. Valentini accuses Pisa of not knowing how
to sing and traces many of his “false opinions,” especially the notion of a tactus of invari-
able speed, to Sebald Heyden (I-Ruvat Barb. lat. 4417, §855, 58, pp. 29, 31); see also Darbellay,
this volume.

5. No attempt can be made here, however, to summarize the topics or arguments in
either of Valentini’s treatises, which go beyond the points brought forward for this inquiry.
The relationship between Valentini and Frescobaldi in the area of learned contrapuntal
practice is explored in the study by Sergio Durante, this volume.

6. G. Frescobaldi, II secondo libro di toccate . . . , ed. Etienne Darbellay (Milan: Suvini
Zerboni, 1979), xix. The word “measure’” appears in the English version of the preface; in
the French version Darbellay uses the Italian term battuta. See also his essay in this
volume and his preface to Frescobaldi’s Capricci (Milan: Suvini Zerboni, 1984).

7- “La Battuta con la quale si regge il Canto figurato altro non  che la debita et conveniente
misura della quantita di qualsivoglia figura e pausa musicale’” (I-Rvat Barb. lat. 4417, §2,
p- 7). Valentini cites Stefano Vanneo and agrees with him that misura is a most appropriate
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synonym for battuta (the factus-mensura). For a survey of terms and references to the beating
of musical time, see J. A. Bank, Tactus, Tempo and Notation in Mensural Music from the 13th to
the 17th Century (Amsterdam: Annie Bank, 1972), especially pp. 113~23. Many of these
earlier terms are discussed by Valentini in [-Roat Barb. lat. 4417, §§72-86, PP- 37—43.

8. Thus all meters, duple or triple, no matter how slow or quick, are what we today
call “in one” Valentini illustrates unequal measures with 0% (sesquialtera maggiore), 0%
(tripla maggiore), and also € (sesquiquarta proportione), ¢ (supertripartiente quarta), G§ (sesquiot-
tava proportione). In §62, Valentini describes the preparatory upbeat, stressing that it is not
the beginning of the tactus (I-Rvat Barb. lat. 4417, p. 33).

9. I-Roat Barb. lat. 4417, fols. 76 and 79.

10. Valentini describes the duply divided measure as having a “moderato e non vehemente
caminar de’ moti’” (I-Rvat Barb. lat. 4417, §42, p- 23). Carl Dahlhaus analyzed two Italian
descriptions from 1627 and 1679 of the Z-O._B-m type of discontinuous motion. Thinking
that the four parts were of equal duration, he concluded that this way of beating time
symptomized the change from tactus as a mensural sign to tactus as a marker of musical
metric feet. See his “Zur Geschichte des Taktschlagens im frithen 17. Jahrhundert,” in
Studies in Renaissance and Barogue Music in Honor of Arthur Mendel, ed. R. Marshall (Kassel:
Bérenreiter, 1974), 117-21. Valentini cites G. B. Rossi (Organo de Cantori, Venice, 1618), who
does specifically divide a semibreve into four semiminims. Valentini refutes Rossi and says
that in practice one can see that Rossi is wrong (I-Rvat Barb. lat. 4417, §141, pp. 68-69).
Valentini's method may not even be modern: the confinua motio (Adam von Fulda, De
Musica, ca. 1490) of the hand certainly refers to the fact that the hand beats throughout a

composition, not obviously that it is in constant motion through every tactus (which is an.

unstable way to beat time). In modern practice, the beat begins at the bottom, and nor-
mally the remainder of the beat-subdivision is in the rebound, keeping the hand up-—except
for the last beats of measures, when the duration of the last beat is the duration of the
stroke of the upbeat. In modern theory, at least in America, the time elapsed in moving
from the upbeat to the bottom of the beat does not seem to exist.

11. “Il cantare nella quiete appare anco manifestissimamente da questo, che nella
penultima nota della compositione usandosi tenere la mano alquanto ferma e sollevata in
aria avanti che cali con la battuta nella nota finale”; §115, p. 56: “nella detta penultima
nota piit che altrove da cantanti & sostenuto, allungato, et ornato di passaggi” (I-Rvat Barb.
lat. 4417, §134, pp. 64-65).

12. I-Rvat Barb. lat. 4417, §§103—15, pp. 50-56; §144, PP 74-75; §188, p. 105.

13. This is the effect illustrated by Etienne Darbellay in the present volume in his table 2;
the metronome markings show hypothetical increases in the duration of the tactus as the
number of subdivisions increases. Theoretical references to this effect are clearly presented
in Bank, Tactus, 241-45, 251—53. See also Carl Dahlhaus, “Zur Entstehung des modernen
Taktsystems im 17. Jahrhundert,” Archiv fiir Musikwissenschaft 18 (1961): 229-30.

14. These were certainly available to him. A problem with the sign § is that in the
proportional system a semiminim in } is longer than a semiminim in C, because there
are only three notes where before there were four. An interesting parallel is the florid
music of the earlier fifteenth century, which J. A. Bank sees organized to the semibreve and
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breve, refuting Charles Hamm’s notion that, for example in Dufay, the tactus is the minim
(Bank, Tactus, 117~19).

15. Bank, Tactus, passim; Dahlhaus, ““Zur Theorie des Tactus im 16. Jahrhundert,” Archiv
fiir Musikwissenschaft 17 (1960): 22~39; idem, “‘Entstehung”; also n. 4 above.

16. I-Ruat Barb. lat. 4417, §229, p. 137; cf. §33, p. 19; §51, p. 27: “oltre la Breve et oltre la
Semibreve, si nella eguale come anco nella inegual Battuta, qualsivoglia nota musicale, per
mezzo delle date proportioni pud esser misurata, et abbracciata dal tempo et intervallo di
una battuta!” In sections 47-51 he refutes Vanneo, Heyden, and Pisa.

17. I-Rvat Barb. lat. 4417, §230, p. 138; cf. §90, pp. 44—45: “Ma se ad alcuni poco pratici
paresse nel cantarsi le messe e simili opere con la battuta veloce (i cui moti si sogliono fare
piccioli e corti), che la nota che cade nel principio della Battuta, venga proferita quando il
dito o la mano tocca et @ calato a basso . . . sappiamo questi tali che s’ingannano.’

18. “Nelle partite si pigli il tempo giusto et proportionato, et perche in alcune son passi
veloci si cominci con battuta commoda, non convenendo da principio far presto et seguir
languidamente; ma vogliono esser portate intere col medesimo tempo,” given in G.
Frescobaldi, Il primo libro di toccate . . . 1615~1637, ed. Etienne Darbellay (Milan: Suvini
Zerboni, 1977), p. xxvi.

19. “Eased,” “hastened,” or “modified” (I-Rvat Barb. lat. 4417, §143, p- 69). Beating
altered subdivisions is described in §148—49, pp. 72—73; the battuta adagio §64, p. 34 and
§129, p. 62.

20. These instructions have been quoted with great frequency, and include cadential
ritardandi, slow arpeggiated openings, unmeasured trills, lombard inequalities in semicrome
against crome, little pauses before or after certain ornaments. See Frescobaldi, Primo libro di
toccate, ed. Darbellay, p. xxvii.

21. This is quoted in this volume in Darbellay’s study. The passage is carefully discussed
by Alexander Silbiger in his unpublished study “Meter and Tempo in the Keyboard Music
of Frescobaldi” (Brandeis University, 1971, typescript), which he generously placed at my
disposal.

22. See example 8, m. 32. The half circle with dot by itself means the same thing. The
only instances I have found as a proportion are in conjunction with the § proportion:
"Aria detta Balletto,” part six (Toccate 1); “Balletto Iil,” closing section (1637 “Aggiunta”).
Valentini mentions €§ as a sesquialtera of minims or semiminims, depending on what
mensuration it follows. In Frescobaldi, this too appears following other sesquialteras:
“Partite sopra Follia” (Toccate 1I); “Cento partite” (“Aggiunta”). See Darbellay, this volume.

23. Valentini uses the lone 3 in a section entitled “Of a certain proportion called by some
with the name Meliola, which according to the quality of the signs under which it appears,
can be of different sorts of proportions.” It is an unequal tactus of three black minims with
the number three placed somewhere in each tactus (I-Rvat Barb. lat. 4419, §1002, Pp- 370).
We would call them triplets. In §1006, p. 373, Valentini states that in effect, the meliola
notation creates an emiola minore when it follows the mensuration C. This is clearly the
notation of Monteverdi’s much-examined ritornello from Orfeo. E J. Machatius, Die Tempi in
der Mustk um 1600 (n.p.: Laaber-Verlag, 1977), 147-51 and Dahlhaus, “Geschichte’ 12123
summarize and discuss various solutions. Dahlhaus's transcription is correctly propor-
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tional only if the first two and last two semiminim values are in € integer valor and the
intervening notes are sped up at the rate J= ._ The relationship is a normal sesqui-
altera. Monteverdi's original bar lines mark the divisions of semibreve tactus.

24. “anco per la battuta eguale intendiamo quella battuta che . . . sotto questa sesquialtera
€f. . . mandasse a battuta sei semiminime in luogo delle quattro, che ve ne andavano
prima, cio & le prime tre nella prima parte, e I'altre tre nella seconda parte della Battuta”
(I-Rvat Barb. lat. 4417, §44, p. 24). Other duply divided battute, according to Valentini, are

'§ and C* (ibid.).

25. A sesquialtera resulting from a tripla mensuration sign was recognized in the sixteenth-
century literature as the tactus proportionatus, apparently beaten two against three. Valentini
only allows this in performing simultaneous proportions, when the equal beat takes
precedence.

26. I-Ruat Barb. lat. 4419, §1049, p. 388.

27. Silbiger, “Meter and Tempo,” 2627, approached this conclusion when he related the
sign 02 and minor hemiola (which often, as in example 5b above, appears barred in
groups of two tactus) with a tempo associated with factus alla breve but diminutum (€.
This would have required, however, that the performer adjust his tempo orientation when
different classes of signs appeared in the same piece. The same effect can be achieved
through proportions. Dahlhaus reads shifts down to beat patterns in tactus alla minima in
his examples 1 and 2 in “Entstehung,” 23640, with a corresponding change in the tempo
perception to allegro. Altering of the beat without change of mensuration sign occurs in the
Fiori musicali by means of tempo words, for example, in the “Canzon Quarti Toni dopo il
post comune.” .

28. See Dahlhaus, “Entstehung,” 229-30 and the survey in Bank, Tactus, especially
226-30.

29. Dahlhaus, “Entstehung,” 234-36.

30. In La comica del cielo, music by Antonio Maria Abbatini, I-Ruat Chigi Q.VIL 100~102.

The Liturgical Use of the Organ
in Seventeenth-Century Italy:
New Documents, New Hypotheses

JAMES H. MOORE

N 31 DECEMBER 1647 the young German composer Paul
Hainlein, studying in Venice, wrote the following report to his
patron in Nuremberg: “As far as organists are concerned, Fresco-
baldi’s equal is met no more; and such a performer is not to be heard
today except in the person of Signor Cavalli in St. Mark’s’"! The letter
is an ironic document; for while Hainlein dubbed Cavalli the nearest
Venetian heir to Frescobaldi, not one of Cavalli’s compositions for organ
is known, and we must consider his keyboard skill as one more example
of the “ephemeral baroque,” like those pieces of occasional art whose
descriptions are so tantalizing yet so frustrating.
The two organs of St. Mark’s, in the lofts abo
and St. Clement, had obtained a nearm

myth that their lofts were tied up with the early history of cori spezzati
has recently been shattered,® the importance of the organs themselves
iri di cappella.and contains some of the most brilliant
Gio i Gabrieli, Claudio’

than that of the mags

figures attached to the basilica; Andrea an

he sixteenth-century organists have bequeathed us a reper-
toire of music that is one of the glories of the late Venetian Renaissance.

Just how the organs of St. Mark’s were used within the ceremonies of
the basilica, however, is a problematic question. The organists of the
mid-seventeenth century have left us no equivalent of the Fiori musicali,
Frescobaldi’s unusual organ Masses in which isolated Kyrie versetti are




