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References and additional resources from recorded lecture

Pitch and temperament
Brown and Sadie, Chapter 7
Cyt, Chapter 4
Elliott, pp. 142—4

Tempo and affect
Cyr, Chapter 2
Elliott, pp. 96-99

Phrasing
Fuller, “The Performer as Composer,” in Brown and Sadie
Ranum. Extremely detailed resource specifically about French Baroque music
Toft. Offers in-depth analysis of language and rhetoric as it pertains to performance practice.

Ornamentation
Agricola
Bacilly, Chapter 12
Brown, “Embellishing Eighteenth-Century Arias: On Cadenzas”
Cyr, Chapter 8
Dickey, “Ornamentation in Early-17"-Century Italian Music”
Elliott, pp. 106-32
Hiller, Chapters 4-5
Zimmermann. This is available via download and comes with sound files. It is one of the most user-friendly
guides to ornamentation that I know of.

Diminution Manuals in modern edition
Bassano
Brunelli
Conforti, Breve et Facile
Foreman. Includes Maffei, Zacconi, Bovicelli, and Conforto
Rognoni

Historical Examples of ornamentation
Dean
Erig
Wolff
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Thoughts on ornamenting Arias

Basic thoughts about ornaments

Ornaments should not destroy pulse of music
Ornaments should not be mechanically applied
Ornaments should reflect the sense of the words
Ornaments should reflect the nature of the aria

Priorities for ornamenting arias

Embellish but not obliterate the original line
Leave crucial pitches untouched
invariably the first and last notes of phrases and also other significant points in the melodic contour
Demonstrate singet’s virtuosity but also to intensify the expression.
The range of the original is exceeded only once, and only by a tone at the top
upward transposition by an octave is unknown.

Rules regarding cadenzas, according to Agricola, Quantz in 1750s, Mancini in 1770s, and Hiller in 1780s'

@)

Cadenzas should neither be frequent nor long. By and large, they should be no longer that a singer can
comfortably manage with one breath (leaving enough left over for a good trill and resolution).

Should be metrically free

Ought to be appropriate to the main affect of the aria: florid for fast arias, more languid for slow arias
Can take place either on the Ii chord or on the V chord preceding the tonic

® The bulk of our examples begin on the IZ chord

Final phrase of the text may have to be rearranged so that the main part of the cadenza falls on a long or
accented syllable.

Cadenzas can involve no more than figuration patters arranged to extend and vary an arpeggio or a scale, or
else they can make reference to some eatlier passage in the aria graced.

The same figures ought not to be repeated too often. Instead, new figures ought to be introduced. Ideally,
cadenzas should present something unexpected, a final surprise of the listeners.

If a singer makes a modulation within a cadenza, it should not be very distant from the main key, and the
singer must take care to make a smooth return to the tonic.

Cadenzas ought to be improvised, and they ought to change from performance to performance. Eighteenth-
century musicians put a premium on the invention of the singer—after all, invention was one of the main
justifications for the cadenza -- and they had contempt for musicians who were not imaginative enough to
invent their own cadenzas on the spot.

Thurston Dart: "Ornaments are delicate, instinctive things; if they are not ornamental they are worse than useless,
and anxiety about the right way to play [or sing] them must never be allowed to cloud a performer's sense of the

underlying structure of the music they adorn.

"2

! Howard Mayer Brown, "Embellishing Eighteenth-Century Arias: On Cadenzas," in Opera and Vivaldi, ed. Michael Collins and

Elise K. Kirk (Austin, TX: University of Texas Press, 1984), 265.

2 Thurston Dart, The Interpretation of Music (New York: Harper and Row, 1963), 102.
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1. Trill’ / shake / tremblement (by 1640, neatly every author begins trill from above)

~ ) | | N
. b’ A I Il o I INT 1
Printed W‘*:‘
oJ
je se ray trop heu - reux
_p ¥ H 1 | A -
- = Performed e i
& | 5 Cef
je se - ray  trop heu-reux
L) T C— Hor X 77—
N Pofofofo e = i v T [ 1
B H 6 3 3
Beginning and ending a trill*
Short note 4r — —
1T y 2 1 |

Long note

& —
#‘:3? 2] ‘\ \'—'—FQ—O—)—'—P—' - '_F#WW‘;!:H
Lt y /B ]\ l l = PN 1
I

[£an Y
ANV > S|
o

1T
"~

2. Passaggio/Diminution/Coloratura passagework.
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3. Messa di voce (putting forth the voice)
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3 Giuseppe Tartini, Traité des agréments de la musique, trans. Jacobi (New York: Moeck)
* Manfredo Zimmermann, The Ormamentation of Barogue Music: A Guide to Learning How to Embellish. (Ettlingen: M. Zimmermann,
2019), 16-17.
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6. Anticipation
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10. Port de voix (from below)
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This consists of a dissonant note that is accented or stressed, held, and resolved by step to a consonance.

Bacilly - The best advice that can be given concerning port de voix is that it is always used at cadential points,
points of half-cadence (when there is room to put it in), and all other principle cadential points.’

Tosi - The word Appoggiatura is derived from Appoggiare to lean on. In this sense, you lean on the first to arrive
at the note intended, rising or falling; and you dwell longer on the preparation than the note for which the
preparation is made, and according to the value of the note.’

Giovanni Camillo Maffei

Discourse on the Voice and the Method of learning to sing Ornamentaion
without a teacher, 1562

> Bénigne de Bacilly. A Commentary upon the Art of Proper Singing, trans. Austin Caswell. New York: Institute of Medieval Music,
1968), 67.

¢ Pier Francesco Tosi, Observations on the Florid Song, trans. Galliard, ed. Pilkington (London: Stainer and Bell, 1987), 10.
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