Articulation

Just as tempo and dynamics are often not indicated in baroque
music, articulation marks may be absent as well. Choosing an
appropriate bow stroke or tonguing to achieve the desired arti-
culation nevertheless constitutes an essential part of playing in

: 5 style and of correct expressmn Quantz describes the choice of
appropnate articulation as a process of giving “life” to the notes; the performer
thus has the ability to add life (character or spirit) to the music through the attack,
bowing, or tonguing chosen for each note. While performing as a soloist, one has
considerable freedom in the use of articulation, but in a group the articulation
must be chosen carefully so that each part contributes its share to the spirit of the
music. Quantz’s description of its expressive uses demonstrates that a given
passage may suggest a variety of articulations; the performer’s role is to choose
the one most appropriate:

In the performance of music on the violin and the instruments
similar to it the bow stroke is of chief importance. Through it the
sound is drawn from the instrument well or poorly, the notes receive
their life, the Piano and Forte are expressed, the passions are
aroused, and the melancholy is distinguished from the gay, the
serious from the jocular, the sublime from the flattering, the modest
from the bold. In a word, like the chest, tongue, and lips on the flute,
the bow-stroke provides the means for achieving musical articula-
tion, and for varying a single idea in diverse ways. That the fingers
must also contribute their share, and that you must have a good
instrument and true strings, is self-evident, But since, even with all of
these things, the execution may still be very defective, no matter how
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accurately and truly you stop the strings, how well the instrument
sounds, or how good the strings are, it follows that, with regard to
execution, the bow-stroke is of central importance.

I will illustrate what I have said with an example. Play the passage
[below] in a moderate tempo entirely with long strokes of the full
bow.

A
Y
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O

Afterwards diminish the length of the strokes, and play the same
notes several times with successively shorter strokes. Then one time
give a stress to each stroke with the bow, another time play the
example staccato, that is, with all the strokes detached. Although each
note will have received its separate stroke, the expression will be dif-
ferent each time. The expression will be equally varied if you try the
example with different kinds of slurs, and play the sixteenth notes
with one stroke, then asif dots beneath a slur appear above the notes,
then two notes with one stroke, then one staccato and three slurred,
or the first detached and the remaining notes slurred with single
strokes for each pair.

This example is sufficient proof of the harm that incorrect use of the
bow can do, and of the varied effects that its correct handling can
produce. It follows that in a ripieno part neither the violinist nor any
other performer upon a bowed instrument has the freedom to slur
or detach the notes as he pleases; he is obliged to play them with the
bowing the composer has indicated at those places which deviate
from the customary manner.1

Quantz’s description of different types of bow strokes is important for several
reasons: (1) it demonstrates that the eighteenth-century violinist could choose
from among a variety of legato, staccato, and slurred strokes, (2) it emphasizes
the principle that in orchestral playing a violinist must use the same articulations
as others in the ensemble, and (3) it confirms that a player must follow the
bowings indicated by the composer, for the articulations indicated in the score
may be those that “deviate from the customary manner.” Thus, many articula-
tions, particularly those that indicate the usual or customary manner, may not be
marked at all. They must be added by the performer in accordance with the style
and character of the piece.

For an understanding of the expressive use of articulation during the
baroque era, it is helpful to explore the relationships between different types of
articulation used by singers and players of string, wind, and keyboard instru-
ments. Although there are some fundamental differences in the way articula-
tions are executed on different instruments, their effects are often similar.
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In performing baroque chamber music, there are many opportunities for
singers and instrumentalists to match their articulations to one another. An
imitative passage, for example, may require similar articulations from different
instruments, or two or more continuo players may double the bass line and
therefore may be obliged to use similar articulations. Woodwinds, too,
frequently double the violins in ensemble music and must match their articula-
tions to those of the strings. Players may arrive at the same articulation by dif-
ferent technical means, but they must begin by formulating a similar concept of
the desired sound.

Various sources and documents can lead us to a better understanding of
baroque articulations. Of prime importance are the many treatises on individual
instruments and their playing techniques. They provide specific information
both about an individual composer’s practice and about the customary manners
of performance in a particular place. By comparing several treatises, we are able
to gain some knowledge of techniques that were practiced over a certain period
or a larger geographical area. Naturally the effect of a particular articulation can
be varied according to the player’s wishes and is subject to one’s skill and ability
to control the instrument. Some treatises, such as those by Muffat (1698) and
Quantz (1752), are concerned specifically with orchestral playing; others by
Corrette and Geminiani deal primarily with solo playing. The following discus-
sion provides a few examples of some articulation practices that were widely
known during the baroque era.

Lully and seventeenth-century French orchestral practice

One of the earliest discussions of articulation is Georg Muffat's preface to
Florilegium secundum (1698),2 in which the author attempts to describe the style of
orchestral bowing prevalent in France during the last quarter of the seventeenth
century. That the style he describes was also practiced outside of France as well is
apparent from his observation that the manner of bowing under Lully has
already been accepted by the “French, English, and those from the Low Coun-
tries,” and he argues for its acceptance in Germany. It is important to note that his
rules apply to orchestral playing, and that he stresses the importance of a unified
style of articulation, “even if a thousand play” The articulation ought to be
stronger, according to Muffat, in orchestral performance than it is in solo playing.

Although his discussion is concerned mainly with violin playing, similar
principles can be applied to woodwinds, since the oboes often doubled the
violins in orchestral music, and bassoons also doubled the basso continuo. When
reading Muffat’s comments, we must also keep in mind that the bows used by
French orchestral players at the end of the seventeenth century were shorter
than those used for sonatas and solo playing, and they were held using a thumb-
under grip, with the player’s thumb pressing upward on the hair (see Figure 3).
The short bow allowed the player to lift and retake the bow stroke with ease (by
using successive downbows) and favored short, fairly strong strokes.
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According to Muffat, the first basic principle of orchestral playing in the
French style is that all important notes must be played with a down stroke.® His
examples show that “good” notes are those that receive strong metrical accents:
the first and third beats in Common time, or the first beat in triple meter. The
“good” notes, also called noble or principal, are therefore played with stress and a
downbow stroke. Muffat marks these notes “n” for nobilis [good}, and the
metrically weak ones “v” for vilis [poor].# He uses the symbolsior n to show'a
downbow stroke and v or - for an upbow. Two of his symbols bear an obvious
similarity to those still used today for downbow and upbow strokes (im and v),
although it is not known whether they originate with Muffat. In order to main-
tain the principle of downbow strokes on first beats in a triple meter (or other
meters with an odd number of beats per measure), it is necessary to retake the
bow at the beginning of each measure, or in more lively tempos to play two notes
on the same upbow stroke in a detached manner, which he calls craguer. The
resulting articulations produce a strongly accented, separate articulation,
without the addition of any slurs, and with a silence of articulation created by
lifting the bow before the downbeat (see Example 6-1a, c). When there is time,
downbow strokes are even retaken within a measure, as shown in Example 6-1b
(m. 3, beats 3 and 4). He observes that members of Lully’s orchestra “all obsetrve
the same way of playing the principal notes in the measure: above all, those that
begin the measure, those that define the cadence, and those that most clearly
emphasize the dance rhythm.”> Muffat’s examples of bowings in different meters
show that some liberty was allowed in fast dances, such as gigues and bourrées,
where the upbow stroke may be detached (not slurred, however) when there is
no time for retaking the bow (Example 6-2a, b).
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Example 6-1a, b, c. Georg Muffat, Retaking the bow in the French style, from
Florilegium secundum, 1698.
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Example 6-2a, b. Muffat, The detached bow stroke, from Florilegium secundum,
1698.

Muffat also describes the way of playing successive notes which, though
notated equally, are performed unequally by lengthening the first note of each
pair. This manner of interpretation, called inégalité, or notes inégales, was also
described by Saint-Lambert, Francois Couperin, and Michel Corrette (see
chapter 7). The lengthening of the first note incorporated a gentle, or sometimes
even a pronounced, stress, and it may therefore be considered a type of articula-
tion. Muffat’s description of the practice shows that it was used predominantly
for the smallest note value in a given meter, and ordinarily in stepwise motion, in
either quick or slow tempos.

Diminutions of the first order such as sixteenth notes in four-beat
measures, eighth notes in 2 or alla breve measures, or notes that last a
half-beat in slightly quick triple meters and their proportions are,
when used successively, not played each equal to the next, as they
are written: for that would make them somewhat boring, crude, and
dull. But they are altered in the French style, by lengthening each
odd-numbered note the value of a dot, making the following note
shorter by the same amount. Observe the different types, in dif-
ferent meters [Example 6-3a]; note also in which way they should be
played, when the occasion permits it [Example 6-3b].6

Muffat does not mention the addition of slurs when performing notes inégales. In
order to retain the variety of articulation on individual notes that he advises, it is
usually preferable to use single bow or tongue strokes when adding inequality, at
least in orchestral playing.

An instrumental piece that may be studied in conjunction with Muffat’s
principles of articulation is the French ouverture. Inaugurated by Lully asa piece
to precede the prologue of an opera or ballet, its formal characteristics became
standardized after a period of some experimentation (see the ouverture to
Lully’s Le bourgeois gentilhomme [1670], Appendix A). In 1700, Freillon-Poncein
describes the ouverture as a piece that begins with a section that is “either serious
[grave] or light [léger] in duple meter,” which is followed by a second section,
either slow or quick, in another meter. If the second part is quick, it should
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Example 6-3a, b. Rhythmic inequality in the French style, according to Muffat.

conclude with “several measures” of a slower pace.” Lully’s ouvertures
frequently consist of two sections: a noble or grand opening in duple meter
played by the entire orchestra, followed by a faster, often imitative, section,
usually in a different meter, which may feature woodwind trios and other
textural changes. Some of his ouvertures (especially those written after 1673)
also have a shorter third section featuring a return to the original tempo.
Although Muffat does not mention the French ouverture by name, he includes
pieces with that title in the suites of his Florilegium primum (1695), and his rules of
articulation may appropriately be applied to such pieces. He describes a type of
sharp dotting of notes, usually called “overdotting” or “double dotting” today,
which should be observed particularly in pieces whose tempo is moderate or
slow. This would be appropriate in the opening section of the French ouverture
(see “overdotting” in chapter 7). The short, faster notes preceding the accented
first beat were performed with separate strokes of the bow, arriving on a down-
bow at the beginning of each measure. According to Muffat, “the little (pickup)
note by itself before the beginning of the measure as well as the one that passes
quickly after a dot or after a shortrest . . . should always be up-bow.” Examples of
the French ouverture can be found in France for at least half a century after
Lully’s death by composers such as Campra, Leclair, and Rameau, and the style
was also imitated by composers outside of France such as Handel and Bach.
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The emergence of solo styles of articulation in the
eighteenth century

The individuality inherent in solo performance allowed a greater variety of
articulation, including combinations of slurred and separate notes. Although
slurs were known to players in the seventeenth century, itappears that they were
marked only infrequently, especially in printed sources. One might, however,
add a few when they enhance the spirit of the movement.

In seventeenth-century chamber music for violins or viols, occasional slurs
can be found, although they are quite rare. In Biber’s Sonata No. 9 for two violins,
three violas, and continuo from Sonatae tam aris quam aulis servientes (1676),8 for
example, slurs occur in arpeggio-like figuration for the violins (Example 6-4). In
a section marked adagio, four repeated notes are marked with a tie and dots to
indicate a detached bow stroke in all the parts. When the same indication occurs
over many repeated notes, the effect may be either a rapid or slow tremolo per-
formed in one bow stroke, sometimes also called bow vibrato.®
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Example 6-4. Biber, Sonata No. 9 from Sonatae tam aris quam qulis servientes
(1676), with slurs and articulation marks.
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Buxtehude also indicates slurs occasionally in his sonatas for violin, viola
da gamba, and harpsichord, which were published in two collections (VII Sonate d
doi [sic], Op. 1, Hamburg, 1694; VII Suonate a due, Op. 2, Hamburg, 1696).1¢ The
presence of such marks in the works of Biber, Buxtehude, and others suggests
that in passages where no slurs are indicated, the convention was to play mostly
with separate strokes. Other possibilities to consider are whether slurs might
belong to the character of certain dance pieces, and whether manuscript and
printed sources of a work might show different marks. In seventeenth-century
music, it is preferable to add only those slurs that enhance the affect or spirit of
the piece.

An early eighteenth-century example of the use of varied articulation in
French music for solo viol is Marin Marais’s Piéces de viole (Book 2, 1701).2% [n his
preface, Marais explains the meaning of dots marked under a slur as a “single
bow stroke in which several notes are articulated as if they were done by dif-
ferent bow strokes, by pressing a little on the finger that touches the hair of the
bow.” Marais assumes that the player is using the palm-up grip of the bow in
which the middle finger touches the hair. This grip and additional articulation
with the middle finger produced a strong upbow stroke and also allowed more
than one articulation within a single bow stroke. He uses dots to warn the player
“that each note must be played equally, in the places where one would ordinarily
dot (i.e., lengthen) the first note.” In this case, dots indicate the absence of nofes
inégales and should not be confused with staccato marks.

In addition to indicating precise bowings in his music, Marais includes
signs for two types of vibrato, fingerings, and several types of ornaments (for a
fuller explanation of the latter, see chapter 8). A “Fantaisie” from his Piéces de
violes (Book 3, 1711) includes two extraordinarily long slurs indicating single
bow strokes, one with vibrato ( § ) and a swell (¢) in mm. 26-28, and another over
thirty-six notes on a downbow stroke (marked ¢ for tirer; mm. 29-31). Other
notes in this piece are played with separate strokes, and a quick tempo can be
inferred from the presence of the two long slurs. In addition to fingerings, Marais
also indicates the mordent (x) and trill (9). The mark (-¢) indicates that a note is to
be played on the second string in m. 14 (Example 6-5). The numbers indicate
fingerings, with 0 representing an open string.

In his method for violin of 1738 entitled L’école d’Orphée, Michel Corrette
also provides an example of the judicious use of slurs to enhance expression in
solo playing. His description of how to play a sarabande (Example 6-6) is particu-
larly instructive because it includes dynamics (crescendo and diminuendo) and
bowings. These marks suggest how a soloist might interpret the piece, but the
articulation marks themselves are more reminiscent of orchestral playing, with
downbow strokes on strong beats and some retaking of the bow.
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Example 6-5. Marin Marais, “Fantaisie” from 3¢ livre de piéces de violes (Paris,
1711).
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In sarabandes, adagios, largos, and other expressive pieces, it is necessary to play
the whole notes, half notes, and quarter notes with long bow strokes and swell the
sounds at the end (A, B). But for the ends of phrases and of sections, it is necessary to
begin the bow stroke quietly, strengthen it in the m iddle, and finish it by dim inishing
the sound (C, D, E). This bow stroke makes a very beautiful effect.

Example 6-6. Corrette, Sarabande for violin with articulation and dynamic
marks, from L'école d'Orphée (Paris{ 1738).
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Late baroque solo and orchestral playing

The principles of bowing described by Muffat remained in use well into
the eighteenth century, both in France and elsewhere in Europe. Orchestral
playing in general relied upon clean, crisp articulations, and the French and
Italian styles of bowing, as described by Corrette (L'école d’Orphée, 1738), retain
the separate strokes characteristic of earlier practice. They differ principally in
the greater use in the French style of the downbow-on-the-downbeat rule
described by Muffat. Those in the Italian style make .use of alternate strokes,
generally without retaking the bow.

When French music was performed outside of France, we can assume that
the playing style described by Muffat was aiso practiced. Whenever composers
imitated the French style in their music, it is also appropriate to consider per-
forming according to French ideas of articulation and spirit. Thus, French dances
and ouvertures in the operas and oratorios of Handel and the suites of Bach
would seem to lie directly within the tradition of orchestral playing described by
Muffat and still practiced in France well into the eighteenth century.

In the eighteenth century, we find less evidence of a strong distinction
between articulation in orchestral and solo playing. Ensemble playing, how-
ever, continued to require the use of separate notes and an attempt, whenever
possible, to arrive at a downbow stroke at the beginning of each measure. Much
eighteenth-century ensemble music contains few slurs at all, and those that are
present fall most often in pairs, or more rarely, on three or four notes. In the first
movement of Bach’s Orchestral Suite (Ouverture) No. 1 in C (BWV 1066),12 the
violin part contains passages in tutti sections without any slurs, as well as
passages for the solo violin in which Bach calls for a greater variety of articula-
tions. The principal aim of ensemble playing remained the precision of articula-
tion, in which players matched their own strokes to those of the leader and were
not free to add their own slurs.

Robert Bremner, who was a pupil of Geminiani, provided some observa-
tions on both solo and orchestral playing. In his preface to J. G. C. Schetky’s Six
Quartettos for Two Violins, a Tenor, & Violoncello . .. Op. VI (London, 1777),13
Bremner recommends use of little vibrato, applying it only occasionally on long
notes “for the sake of variety” His remarks stress the importance of uniformity of
expression and articulation that remained a part of both orchestral and choral
performance even after 1750:

From what has been observed above, it must follow, that when
gentlemen are performing in concert, should they, instead of con-
sidering themselves as relative parts of one great whole, assume
each of them the discretional power of applying tremolos, shakes,
beats, appogiaturas, together with some of them slurring, while
others are articulating, the same notes; or, in other words, carrying
all their different solo-playing powers into an orchestral per-
formance; a concert thus rebellious cannot be productive of any
noble effect.”
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*Choruses, the most awful [i.e., awe-inspiring] of all music entertainments, are
too often performed in this undisciplined manner; not intentionally, but from
ill-judged ambition, which fires the breasts of many singers with a desire of
excelling their neighbours in skill and vociferation. Should he who hath thus
transgressed, make it his future study to render his performance useful rather
than conspicuous; and at the same time not strain beyond the natural strength
of voice which affords pleasure, public complaint will give place to public
admiration.14

On the proper manner of bowing, he suggests consulting Tartini’s Letter (dis-
cussed below in this section) and equates the bowing techniques of solo and
orchestral playing, recommending always that the music be performed exactly as
it is marked. Given the significance that eighteenth-century authors attached to
the bow stroke on the violin, it will be useful to examine several sources by
Geminiani, Tartini, and Leopold Mozart that discuss articulation in some detail.

In his Art of Playing on the Violin (London, 1751), Geminiani includes a
valuable table of articulations proper to the violin, in which he illustrates the
manner of adding articulation when it is not indicated, including slurs, staccato,
and even dynamic nuances. He does not attempt to formulate rules of bowing,
but rather to indicate how the melody and rhythm provide clues to the appro-
priate articulation. He provides examples of passages marked “good,” “bad,” and
“unusual” [particolare, for a special effect], as shown in Table 6-1. In some of his
studies for the violin, Geminiani uses the same marks to indicate correctarticula-
tions. He also describes the use of the messa di voce on long notes in solo playing:

One of the principal Beauties of the Violin is the swelling or

encreasing (sic) and softening the Sound; which is done by pressing

the Bow upon the Strings with the Fore-finger more or less. In

playing all long Notes the Sound should be begun soft, and

gradually swelled till the Middle, and from thence gradually

~ softened till the End.15

Geminiani’s principles may be applied to most solo music in the Italian
style belonging to the first half of the eighteenth century.In]. 5. Bach’s music, few
slurs need to be added, for they are usually indicated, but in much of Handel’s
and Telemann’s music, there are few marks written in, and the player is obliged
to add slurs and articulations that suit the tempo and character of the piece.

Tartini’s advice for articulation on the violin can be studied in a letter
written in Padua and dated March 5, 1760, addressed to a certain pupil, Signora
Maddalena Lombardini. Charles Burney translated the letter into English, pub-
lishing it in 1779 as an “important lesson to performers on the violin.” Tartini
attaches importance to the swell on long notes and recommends practicing it at
an early stage. He first advises his pupil to practice diligently the swell onan open
string, in which “you begin pianissimo, and increase the tone by slow degrees to
its fortissimo (Tartini, 13)” Eventually. one should add both a crescendo and
diminuendo in the same stroke, “beginning with the most minute softness,
increasing the tone to its loudest degree, and diminishing it to the same point of
softness with which you began, and all this in the same stroke of the bow” For the
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Table 6-1. Articulations used in violin playing, from Geminiani’s 47t of Playing the Violin

(London, 1751).
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“light pulsation and play of the wrist” he recommends practicing passages in
sixteenth notes, playing the notes “staccato, that is, separated and detached, with a
little space between every two, for though they are written thus:
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they should be played as if there was a rest after every note, in this manner
(Tartini, 15):”
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Leopold Mozart in 1756 devotes considerable space to the bow stroke and
articulation on the violin. His words are reminiscent of Quantz’s:

the bowing gives life to the notes; . . . it produces now a modest, now
an impertinent, now a serious or playful tone; now coaxing, or grave
and sublime; now a sad or merry melody; and is therefore the
medium by the reasonable use of which we are able to rouse in the
hearers the aforesaid affects.16

Woodwind articulation

Articulation for the woodwind player consists of the use of syllables in
tonguing that produce a softer or louder attack. French players used short
syllables whose consonants were either hard or soft, such as tz and ru, and alter-
nated them in a manner that produced a slightly uneven rhythm, called
inequality or notes inégales. Though notated equally, certain notes—usually the
shorter note values in a piece—were played with inequality in a pattern of long-
short rhythms that could vary from barely perceptible to very dotted depending
upon the tempo and character of the piece.

Hotteterre, in Principes de la flilte traversiére, de la fliite a bec, et du hautbois of
1707, recommended the use of these two alternating syllables “to render playing
more agreeable and to avoid too much uniformity in the tongue strokes”17 The
more common stroke is tu, which is used on whole and half notes, quarter notes,
and on most eighth notes, either on a repeated pitch orona leap. In passages that
are diatonic, he suggests alternating tu with ru as a general rule. Sometimes the
decision as to whether to use tu exclusively or to alternate tu and ru depends
upon the meter. In the following example (Example 6-7), the meters suggest a
fast, detached manner of playing that requires the use of tu except on weak notes
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tu tu ru tu ru tu ru tu ru tu ru tu

Example 6-7. The use of tu and ru in tonguing, as shown in Hotteterre’s Prin-
cipes de la flitte traversiére, de la flilte a bec, et du hautbois (1707).

within the sixteenth-note groups. The alternation of tu and ru in eighth-note
passages produces a softly slurred articulation and is appropriate for passages
requiring inequality, according to Hotteterre:

One will do well to observe that one must not always play eighth
notes equally, but that one must, in certain meters, make one of them
long and one short, which is also ruled by their number. When the
number is even, one makes the first one long, the second one short,
and so on for the others. When itis odd, one does the contrary: that is
called “pointing” [pointer]. The meters in which this is most
ordinarily practiced are those in 2, 3, and 6/4[Example 6-7].18

Noting the differences between woodwind instruments in the attack of tongue
strokes, he recommends that tonguings “be more or less articulated, according to
the instrument one plays; for example, one softens them on the transverse flute.
One marks them more on the recorder, and one pronounces them much more
strongly on the oboe (Hotteterre, 27).” The slurred articulation, consisting of
several notes played with the same tonguing, he calls the coulez. Two or more
notes may be slurred with the tu stroke (Example 6-8).
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Example 6-8. The coulez, or slurred tonguing, according to Hotteterre’s Prin-
cipes de la flite traversiére, de la flitte a bec, et du hautbois (1707).

Hotteterre’s Principes continued to be printed until 1765, and there is con-
siderable evidence that the type of tonguing he describes remained in common
use. Instructions for playing the flute in Peter Prelleur’s The Modern Musik-Master
or, the Universal Musician, published in London in 1731, follow Hotteterre’s prin-
ciples closely, using the same syllables, tu and ru. Quantz (1752) also favored
alternating syllables, such as ti-tiri and di-diri. These articulations were also used
by flute, oboe, and bassoon players, as well as by recorder players. For Corrette
in 1735 and Mahaut in 1759, the tongue strokes were not to be limited to fu and
ru, for slurs of more than two notes were more frequent in later music, as well as
detached notes. The slurred articulation, called lourer, required a tonguing so soft
that the articulation was scarcely noticeable.

Quantz also describes double tonguing, in which two syllables (“did’1l”)
are employed for “the very quickest passage-work (Quantz, 79).” The use of did’ll
produces a slight metric accent on each beat or “good” note, whereas the two
syllables tiri, he says, give an accent to the second syllable.

Articulation in singing -

Because of the words a singer pronounces, articulation is often more
apparent in the vocal part and may serve as a model to players in an ensemble.
Although the writers of vocal treatises did not usually discuss articulation as
thoroughly as those who wrote instrumental treatises did, they do suggest a few
general rules that may provide the basis for understanding the clarity of articula-
tion demanded by baroque music.

Tosi offers an explanation of articulations for the singer that correspond to
the violinist's separate and slurred bow strokes. He recognizes two types of divi-
sion (that is, passage work) for the voice, one called “mark’d” and another called
“gliding.” The first, equivalent to separate bow strokes, is a “light Motion of the
Voice, in which the Notes that constitute the Division be all articulate in equal
Proportion, and moderately distinct, that they be not too much join’d, nor too
much mark’d (Tosi, 52).” This articulation is more frequently used, according to
Tosi, and is “something like the Staccato on the violin, but not too much” The
“gliding,” or slurred type of articulation, is “performed in such a Manner that the




Keyboard articulation 103

first Note is a Guide to all that follow, closely united, gradual, and with such
Evenness of Motion, that in Singing it imitates a certain Gliding, by the Masters
called a Slur; the effect of which is truly agreeable when used sparingly (Tosi,
53).” He recommends limiting the use of the slur in singing to a few notes, either
ascending, or especially in descending. He adds that such use of a slur “cannot go
beyond a fourth without displeasing” These “Gliding Notes are like several Notes
in one stroke of the Bow on the Violin.” The two kinds of division, according to
Tosi, should be mixed within phrases according to the musical and textual
demands. He also describes another type of slurred articulation called the
“Dragg, [which] consists in a Succession of divers Notes, artfully mixed with the
Forte and Piano.” He does not elaborate upon how the Dragg may be used, but it
probably represents a slur in which nuanced dynamics are added for expressive
value. In much baroque music, the slurs implied by the text underlay often
provide clues for appropriate articulations when accompanying the voice, since
- articulations are more frequently indicated in the vocal part than in the basso
continuo or obbligato (solo) instrument.

Keyboard articulation

Articulation on the harpsichord is affected only to a limited extent by the
speed of attack, since its action consists of a plucking rather than a striking of the
strings. Other factors that affect articulation, especially in continuo playing, are
the speed of arpeggiation and the texture of the part. A chord of many notes that
is played with little or no arpeggiation will sound louder and more accented than
one of fewer notes which is spread more slowly. On both the organ and
harpsichord, a small silence of articulation before a note or chord also produces
an accent. Early fingerings are a good source of clues about articulation on
keyboard instruments and may allow some pieces to be played more easily.

Sources for the study of fingering practices in baroque music are of two
types: (1) instruction books that comment upon the player’s posture and touch
and include fingered scales or exercises, and (2) fingerings marked in manu-
scripts and other musical sources. Numerous systems of fingering were used at
different times and places during the baroque era.

An important Italian source for the early baroque is Girolamo Diruta’s II
transilvano (1593; part 2, 1609), the first treatise to distinguish between different
touches and styles of playing on the harpsichord and organ. On the organ,
according to Diruta, one should connect harmonies smoothly using a legato
touch; lifting the hands to strike the keys is permissible only when playing
dances [balli]. The harpsichord, with its quilled action, allows a leaping style of
playing, and the player is advised to ornament while playing in order to have a
full sound. His system of fingering relates “good” fingers (2 and 4 of each hand)
to “good” notes, usually those that are consonant and fall on downbeats. A good
finger usually alternates with a “bad” one in patterns such as 2-3-2—3 or 4-3—4-3,
and the thumb is not used on black notes.

\ Early seventeenth-century fingering practice in England can be studied in
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numerous pieces for virginal that survive in manuscript copies. Most of the
fingerings follow the principle of good and bad notes outlined by Diruta, except
that in England, the third finger was used asa strong finger in both hands, and the
thumb was also considered a strong finger. In some passages, all five fingers were
used, and there are also fingerings which show the thumb passing under other
fingers.

Evidence of a transition between the concept of good and bad notes to one
in which fingers are used on a more-or-less equal basis can be seeninJ. S. Bach’s
music. A short example, or applicatio, for Wilhelm Friedemann Bach is fingered
according to the practice of the English virginalists, with the third finger falling
on good notes as in m. 1 (Example 6-9) and the thumb used as a strong finger in
alternation with the second finger (m. 3). Fingerings in J. S. Bach’s C major
prelude (BWV 870a), an early version of that in Book 2 of the Well-Tempered
Clavier, show that paired fingerings were rarely used in more complex passages
(Example 6-10).19
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Example 6-9.]. S. Bach, Applicatio from the notebook for Wilhelm Friedemann
Bach, with original fingerings.

In a few places the left-hand pattern 2-1-2-1 appears in stepwise motion
(for example, mm. 5 and 10). Common fingerings in other German sources
during the first haif of the eighteenth century include patterns such as 3-4-3-4—
3-4-3 (right hand ascending) and 3-2-1-2-1-2-1-2 (left hand ascending)
starting at ¢'; descending patterns starting at ¢! were 5—4-3-2-3-2-3, ending 1
(right hand), and 2-3-2-3-2-3-2, ending 4 (left hand).20

Another practice can be observed in Francois Couperin’s L'art de toucher le
clavecin (1716), in which strong notes are not necessarily taken with strong
fingers. In scale passages, the longer third finger may be passed over the fourth
when ascending, and the third over the second finger when descending. The
resulting patterns are 3—-4-3—4 ascending and 3-2-3-2 descending, or when acci-
dentals are involved, 2-3-4-2-3-4 and 4-3-2-4-3-2 (Example 6-11).

Couperin also includes an extended discussion of articulation, touch, and
ornamentation on the harpsichord. In the following passage, he describes the
effect of allowing two or more simultaneous notes to be played with a slight delay
between them. He likens the effect to the messa di voce on string instruments and
considers this type of delay or arpeggiation the key to expressive playing on the
harpsichord:

The feeling or “soul,” the expressive effect, which I mean, is due to
the cessation and suspension of the notes, made at the right moment,
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and in accordance with the character required by the melodies of the
Preludes and Pieces. These two agréments, by their contrast, leave the
ear in suspense, so that in such cases where string instruments
would increase their volume of sound, the suspension (slight retarda-
tion) of the sounds on the Harpsichord seems (by a contrary effect)
to produce on the ear the result expected and desired.

In succeeding paragraphs, he emphasizes the importance of legato when
playing the harpsichord, accomplished by holding down notes and by changing
fingers on a note in order to keep it sounding. He provides several examples
from his own music to illustrate these principleé. In “La Milordine,” from his I¢"
livre de pieces de clavecin (Paris, 1713), he suggests changing fingers while holding
tied notes for a legato phrasing.

Summary: Choosing an articulation

Articulation in singing and playing consists of slurred and separate notes
produced by pronunciation, tonguing, bowing, or touch. In the baroque era, arti-
culation was believed to add “life” to the notes and to contribute substantially to
the music’s spirit. Most articulations were varied according to the note’s metrical
placement (stronger on “good” beats) and the melodic shape of a phrase (with a
stress on the highest note, for example). Orchestral playing, represented by
Lully’s practices as described by Muffat, required precision and knowledge of the
downbow-on-the-downbeat principle, whereas solo playing allowed the per-
former more freedom to add slurs and a variety of different articulations. Along
with nuanced dynamics and ornamentation, articulation was an important part
of playing in style, and a knowledge of the variety of articulations available to the
player will lend an agreeable variety and interest to modern performances of
baroque music. ‘

Bibliographical notes

Most specific information about articulation comes from treatises on indi-
vidual instruments (for a list of pre-1800 sources cited in this book, see Appendix
C). A composer’s preface to a collection of music may also be useful for ques-
tions concerning articulation. Among modern sources, Howard Ferguson’s book
on keyboard playing is informative and filled with musical observations.
Numerous systems of keyboard fingering were practiced during the baroque era
at different times and places, and the extent to which they affected the music is
not fully known. An informative summary is presented by Peter Le Hurray in
“Fingering [before 1750]” in Grove, and by Mark Lindley in Performance Practice:
Music after 1600. Lindley’s “Early Fingering: Some Editing Problems..” out-
lines difficulties players (and editors) encounter in working with manuscripts,
and he identifies errors in numerous modern editions.
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101; see also the English translation in the article by Cooper and Zsako. Both are
listed in the bibliography at the end of this chapter. Muffat’s Florilegium primum
and Florilegium secundum are in DTO, v. 2 (Jahrgang 1:2) and v. 4 (Jahrgang 1:2);
both ed. Heinrich Rietsch (Graz: Akademische Druck-u. Verlagsanstalt, 1959).
Kolneder, 57f.
Kolneder, 83 and ex. Oo (sic).
Kolneder, 57f.
Kolneder, 73.
Freillon-Poncein, 54.
DTO, v. 106-107, ed. Erich Schenk (Graz: Akademische Druck-u. Verlagsanstalt,
1963), 98-112.
See Stewart Carter, “The String Tremolo in the 17th Century,” EM 19 (February
1991), 43-59.
10. DDT, ser. 1,v. 11, ed. Carl Stieh], rev. Hans Joachim Moser (Wiesbaden: Breitkopf &
Hartel, 1957).
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See Bremner’s preface and a detailed commentary in Neal Zaslaw, “The Complete
Orchestral Musician,”” EM 7 (January 1979), 46-57.

Zaslaw, 52,

Geminiani, The Art of Playing on the Violin, ed. Boyden, 2.

L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, transl. Knocker,
114.

Hotteterre, Principes, facs. reprint of the Amsterdam, 1728 ed. (Kassel: Barenreiter-
Verlag, 1958), 21. Translations are mine.

Hotteterre, p. 22.

A facsimile of the manuscript (P. 1089 folio 4v) is in James A. Brokaw II, “The
Genesis of the Prelude in C Major, BWV 870, Bach Studies, ed. Don O. Franklin
(Cambridge: Cambridge University Press, 1989), 225-239.

For further examples and theoretical evidence from Germany, see Quentin Falkner,
I S. Bach’s Keyboard Technique: a Historical Imtroduction {5t. Louis: Concordia
Publishing House, 1984).




