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ABSTRACT:	 The paper discusses several preliminary stylistic elements 
concerning the interpretation of the Baroque repertory for bassoon. The 
score of a Baroque music piece is a frame that the musicians-interpreters 
decorate with improvisations and ornaments. The rules to apply differ from 
one stage of the Baroque to another, from a geographic area to another, 
from a composer (interpreter) to another. It is worth mentioning the richness 
and colourful diversity of the Baroque music, which produces a luxurious 
creation, with individual specificities, although it evolves within clearly 
determined national boundaries.  
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 The paper discusses several preliminary stylistic elements concerning the interpretation of the Baroque repertory for bassoon. ”All the various schools of playing that had evolved around the world since the 18th century share one point in common: each has gradually developed a particular phrasing and sonority for the bassoon”1.  The Baroque ornamentation has its roots in the construction principles of the musical discourse from the beginning of the epoch. The transition from the Renaissance paradigm, represented by vocal music, to the Baroque one, in which the instrumental music defines its specific parameters, is achieved, in the first instance, by doubling the voices with 
                                                            

1 PASCAL, G., The techniques of bassoon paying, Barrenreiter Kasel, p. 8. 
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instruments (transcribing the vocal lines for instruments). In this context, it is not surprising that Pier Francesco Tosi recommends taking the human voice as a model that the instruments should imitate from the point of view of both the linearity of the melody and the ornamental elaboration2. The construction and sonority of the first instruments were different from the modern ones, which was also the case of the bassoon: ”the earliest bassoon emerged only when there was a musical need for bass-register voices and instruments”3.   The score of a Baroque music piece is a frame that the musicians-interpreters decorate with improvisations and ornaments. Similarly, the jazz musicians at the beginning of the 20th century “formulated”, in practice, the rules of composing the musical discourse by using the music sheet as a melodic, harmonic and structural pretexte, the written notation benefitting from multiple ornamental and improvisational additions, which results in a return to the beginnings of instrumental music. The rules to apply differ from one stage of the Baroque to another, from a geographic area to another, from a composer (interpreter) to another. It is worth mentioning the richness and colourful diversity of the Baroque music, which produces a luxurious creation, with individual specificities, although it evolves within clearly determined national boundaries. Thus, the Italian ornaments are almost never noted on the music sheet.  The Mediterranean spirit, dominated by energy, leaves no room for improvisation in the rapid movements (usually enriched by simple ornaments, such as appoggiaturas, trills or mordents), this is favorable to slow movements, in which the actual notation is reduced to the minimum of information about melody and harmony, which requests good composition knowledge from the interpreter. This is the reason why the Baroque instrumental treaties emphasize the interpretation (consisting largely in knowledge of the ornamentation and of the composition) rather than the actual instrumental technique. The essence of Italian music can be summarized by using the word 
contrast. This is applied to dynamic, instrumentation, register distribution, timber, the succession of the parts in a composition. The composition techniques employ patterns, clarity in expression, and the excessive use of 
                                                            

2 DONINGTON, Robert, The Interpretation of Early Music, revised edition, Faber and Faber, London and Boston, 1989, p. 115. 
3 KOPP, James, The Bassoon, Yale univ. press, p. 2.  
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harmonic sequences. Tosi draws attention to the power of the word, which can start “the most violent feelings”; he recommends using the piano nuance in executing the cantabile melodic lines, ornaments with passages and appoggiatura, in order to underline the adequate emotional effect, while the rapid passages have to be executed in dynamic contrast to create the 
“chiaroscuro”4 effect. An argument in favor of the diversity of the Baroque conceptual-creative expression is represented by the 12 concerts for violin and orchestra 
after Sonatas for violin and bassoo continuo by Corelli by Francesco Geminiani, in which, as noted by the musicologist Nicholas Cook, Geminiani’s intention was to write elaborated music, ready to be sung, while the musical structures written by Corelli demand interpreter’s reflection, freedom to experiment, encouraging an innovative and original interpretation5. “The Italian taste and the French taste divided for a long time (in France) the Music Republic”, writes François Couperin in the preface of the 1724 edition of the concerts gathered under the title Les goûts réunis. The Italian manner of artistic expression without reservation, extravert, is not accepted and embraced in France. Marin Mersenne states that the French are content to take care of the ear, not to use anything else but the perpetual sweetness of their songs. Jean-Baptiste Lully is the musician who reorganized the structure of the orchestra as well as the architecture of the musical forms.  The suite becomes the preferred chamber genre in France, while the domain of orchestra music is dominated by court ballets. This association is not random, because even in the case of purely instrumental music we find an equivalent in the choreography: the precise ornaments and the subtle and discontinuous rhythm represent subordinations of virtual dance steps. The preferred instruments in the chamber ensembles are the viola da gamba, the clavecin and the lute, determining for aerated sonorous textures. Also, this is the beginning of a rich tradition of wind instruments in French music, through the (perceptibly) lower sonorous density and because of the aerated and simple composition. The musical patterns are less constrained 
                                                            

4 TOSI, P. F., Observations on the Florid Song, translated by Johann Ernst Galliard, Ed. J. Wilcox, London, 1743, p. 176. 
5 COOK, N., Music Imagination and Culture, Oxford University Press, Oxford, 1990 (reprinted in 2008), p. 125. 
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in the musical discourse, and the music with text is adapted to the language features. In this sense it is worth comparing the solemn (and at the same time moderated) declaration of the French theater with the velocity of the Italian one, contrast that can also be found in music. In Essai d’une Méthode pour 
apprendre à jouer de la Flûte Traversière, Quantz compares the Italian and the French styles in the chapter Comment il faut juger d’un Musicien et d’une 
Musique, stating that “the Italian compositional style is lively, expressive, refined and elevated […] a little strange, free, daring, wild, extravagant, negligent with the meter”. He appreciates especially the cantabile, tender and inventive nature of the Italians, who write “more for the connoisseurs than for the amateurs”. The French, however, are “truly full of vitality, expressive and naturalness in their compositions, intelligent, pleasant, exact in tempo, but also lacking sophistication and audacity”. The opinion expressed by Quantz is that the French are, in their musical writing, too limited, too little ingenious and they are always taking themselves and their predecessors’ way of thinking as a reference point6. From the interpreter’s perspective, the French style creations are “composed with appoggiaturas and trills so it is difficult to add anything else to what the composer wrote”7. The wind instruments become important in France due to their timbral contribution. Thus, in the Preface to the Royal Concerts (written in 1714-1715), compositions with variable structure, François Couperin mentions, among the necessary interpreters, also an oboist and a bassoonist. But the wind instruments also find their place in orchestral music, not only in chamber music, which requires changes to improve the sonority, the maneuverability and the sonorous stability (the shape and the thickness of the reed, the addition of double orifices and of ventages, the possibility to play with the pressure levels of the air column, etc.).  It is worth mentioning, in the context of the rich and diversified stylistic typology of the Baroque, the manner of the musical construct present in the compositions of the time. In this respect, Couperin provides a plausible explanation concerning the configuration of the musical discourse. In L’Art de toucher le clavecin, he states that there is a connection between 
                                                            

6 QUANTZ, J. J., Essai d’une Méthode pour apprendre à jouer de la Flûte Traversière, Chrétien Frédéric Voss, Berlin, 1752; Éditions Robert Martin, Charnay-lès-Mâcon/ France, pp. 325-326.  
7 Ibidem, p. 138. 
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the way in which the French write music and the way in which they “write their language”8. The French language favours the uneven notes, the grace and roundness of the words favors the nobility of the ornaments, the dancing expression of the court ballets can be associated with the declamation and the solemnity of the lyrical tragedies. One of the best-known flautists of the time, Jacques Hotteterre le Romain, came from a family of builders and interpreters of wind instruments. In addition to his activity of interpreter, composer and manufacturer, Hotteterre published a number of treaties and manuals in which he offers explanations about the emission techniques, the melodic construct and the possibilities for improvisation and ornamentation.  
Principes de la Flûte Traversière, de la Flûte à Bec, et du Haut-bois, book published in 1701, is a reference work aimed at the apprentice flautist, which includes advice concerning the embouchure, the positioning of the instrument, the fingering (detailing those specific for cadences and alterations), articulation techniques, as well as suggestions for ornamentation.  Also, Hotteterre offers details about the various difficulties associated with the straight flute and the oboe. Other didactic books and collections of musical pieces include Premier livre de pièces pour la flûte 

traversière et autres instruments avec la basse (1708), Première suite de 
pièces à deux dessus, sans basse continue (1712), Deuxième livre de pièces 
pour la flûte traversière et autres instruments avec la basse (1715), L'art de 
Préluder (1719), Méthode pour la Musette (1738). Among the examples of articulations associated with the various melodic situations found in 
Principes de la Flûte Traversière, de la Flûte à Bec, et du Haut-bois we have to mention the use of the pronunciation of the syllables tu and ru in the context of associating the number of written eights.  J. Hotteterre le Romain, Ornamented Airs and Brunettes  

                                                            

8 COUPERIN, F., L’Art de toucher le clavecin, second edition, Chez L’Auteur, le Sieur Boivin, Paris, 1717 p. 39. 
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  In order to underline this idea, Hotteterre states that when the number of eights is odd (it begins on the second eighth, the weak one) the articulation is tu-ru in succesion; when the number of eighths is even (it begins with the first eighth, the strong one) the pronunciation of the articulations is tu-tu on the first two eighths, followed by the succession ru-tu9.  It is worth stating that such articulations are more favourable for the interpretation by instruments without reed (flute, blockflöte), because the air emission is on the lip, not within the mouth cavity, as with the reed instruments (oboe, bassoon). Thus, the articulation ru is not efficient in the case of the latter, but we believe that the general principle to differentiate the sound production is valid, as such, oboists and bassoonists can apply this model, by optimizing the articulation tu in different states of the embouchure, without using the articulation ru. 
                                                            

9 HOTTETERRE le Romain, J., Principes de la Flûte Traversière, de la Flûte à Bec, et du 
Haut-bois, Estienne Roger, Amsterdam, 1701, p. 22. 
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In the German Baroque the idea of rhetoric is explicitely rendered. If the Italian musicians divided the art of sounds into two domains (musica 
theoretica and musica prattica), the Germans introduced a third category: 
musica poetica. Considering that the cultural-artistic legagy of the Renaissance is dominated by the vocal music, the German musicians “infiltrated” in the instrumental music the principle of presenting the word in its essence.   Scipione Ceretto, Della prattica musica vocale et strumentale, 160110 

  
                                                            

10 https://archive.org/details/dellapratticamus0000cerr. 
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Thus, the main aesthetic characteristic of the Baroque, as it is perceived in the German music, is the affectus of the musical creation. The rhythm, the harmony and the melody of the word are elements which can also be rendered in instrumental music. In the German Baroque the composer’s “task” was to reveal the meaning of the word through music11.  The term musica poetica is featured in the specialized literature from the 16th century. We find it in the writings of Nikolaus Listenius, Rudimenta 
musicae planae (1533), where he describes it as a genre of the musical composition. In 1563 the term is used for the first time by Gallus Dressler in the title of the treaty Praecepta musicae poetica, and it refers both to the compostion genre and to a different discipline in musical study12.  The concept is refined in 1606, when Joachim Burmeister defines, in 
Musica poetica, the idea of rhetorical figure, in which the musical structures are given names borrowed from the terminology of the rhethoric science, in order to make their meaning more accessible to both the interpreter and the listener. In Der vollkommene Capellmeister (1739), Johann Mattheson borrows from rhetorics the specific terminology. Mattheson explains the process of the musical composition based on the rules according to which the orator composes his/her discourse. The compositional process is made up of inventio (the invention of the idea), dispositio (the structure of the idea), elocutio (the creation itself), pronuntiatio (the interpretation) 13. Without aiming to be a “monography” of the Baroque or offering an exhaustive understanding of the artistic phenomenon, this musicological work intends to highlight the main stylistic elements, developed in three geographical spaces (Italy, France and Germany), as used in the instrumental creation, especially that for bassoon.  Thus, the general nature of the presentation is due to the need to better understand the Baroque stylistics; the details used come specifically from a number of diverse creations, dedicated to the instrument. In this respect, this chapter emphasizes a number of universal specificities, in the three gographic areas under investigation, in search of opuses dedicated to the bassoon. 
                                                            

11 BARTEL, D., Musica Poetica. Musical – Rhetorical Figures in German Baroque Music, University of Nebraska Press, Lincoln and London, 1997, p. 19. 
12 Idem, p. 20. 
13 Ibidem, p. 137. 
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1.	Italy	The theory of the affects, which dominated the philosophy of the Baroque art, is not new in the 16th century; the typology of people based on the dominating humours14 was described as far back as the Antiquity. Theorizing the passions (affects) and exploiting them in art, especially in music, is yet another form of expression which finds its usefulness in the Baroque, complementary to the theosophic element which dominated the music of the Renaissance.  Thus, the Renaissance and the Baroque exploit fundamentally different techniques in expressing the ineffable, touching the soul and extrapolating the searches of Humanity. The two spiritual paradigms (the sacred and the laic) coexist, complement each other, and in the Renaissance (missas and motets, along with madrigals), and in the Baroque (the religious creations, along with the laic one). The difference between the two epochs (the exploitation of affects) leads to the involvement in the human soul (with all the passions it entails) in the creative process. Thus, in the Baroque, the music becomes a process of involvement, adjacent to technical perfection, determinant of Renaissance creations. In this context it is worth mentioning the transformations brought about by Camerata Fiorentina, an artistic movement which begins to exploit the values of the homophony, of the instrumental accompaniment, of the dispersion of the rigorous and complex counterpoint in fluid forms of expression which are easier to perceive by the general public15.  The gradual abandonment of the popular ways and the orientation towards tonality, with clearly defined centers of sonorous gravity, exploiting the accompaniment instruments as active participants in the construction of a 
sonorous frame, subsumed to a integrating aesthetical vision, the dialogue (simplified by the extremely complex polyphonies) between the voice/voices and instruments, the role of all of these elements is to reshape the acoustic map of a musical creation, guiding the senses of the audience towards introspection and emotional resonance with the main message of the musical creation. The more and more diverse and daring use of the instruments, the increasing number of soloist roles as well as the development of technical 
                                                            

14 BARTEL, D., Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, University of Nebraska Press, Lincoln, Nebraska, 1997, p. 37. 
15 SCHULENBERG, D., Music of the Baroque, Oxford University Press, New York, 2001, p. 49. 
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and expressive possibilities through new construction techniques represent a gain from the point of view of the diversity of the means of artistic expression. Thus, new musical genres emerge, specific for the instrumental area, both the orchestral and the soloistic one.  Such a genre is the instrumental concert, in which an instrument (or a group of instruments) is subject to an intense thematic labor, its interventions being complemented by those of the accompanying orchestra, whose role is also to discretely support the moments dedicated to the soloist. The combination between the maximum exploitation of the instruments and the meridional, Mediterranean, temperament resulted in Italy in an abundance of concerts dominated by mastery, sparkling and flamboyant expresions of pure passion. The Italian instrumental Baroque (transferred also to the vocal and vocal-instrumental domain) is dominated by incisiveness, energy, acuity and, to a certain extent, sarcasm. The exploration of the instrumental soloistic is performed egocentrically, the main character (solo/soli) pushes, often single-handedly (dictatorially), the musical discourse to the extreme limits of mastery, “forcing” the accompanying ensemble (tutti) to go outside their comfort zone, which leads the entire sonorous event exceed the limits and to extroversion. The Italian composers of the 16th-17th centuries developed a writing technique in which the most important element proves to be the melody.		In time, this aspect became an element of the style of the Italian music, and was mainly employed to the detriment of conquering the harmony, form and orchestration, until the 20th century. The music composed by Domenico Cimarosa, Gioachino Rossini, Gaetano Donizetti or Giuseppe Verdi is evidence of this. The melody is associated to this geographical area in the domain of both popular and religious music, its exploitation is genetically inscribed in Italian music.  The harmony is used as a sonorous-gravitational pretexte, but this set of rules is not a determining factor of aesthetic range. Also, the 
orchestration is used to support the soloistic musical discourse, not necessarily to highlight the subtle nuances of a dialogue interwoven with states, as, for example, in the German view. The tripartite form of the concert, which was subsequently taken over as the standard in Classicism, is also tributary to exploiting soloist mastery, through the existence of two rapid movements, with an interlaid slow movement, which in many situations represents only a tonal transition, a moment of respite in the energetic flow of the whole composition. 
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These characteristics dominate the Italian concert creation, and are specific, to a certain extent, to chamber music as well. Highlighting individualism through thematic configuration, expanding continuously through mastery, exploiting the instrument to its full potential are features that led, in time, to the permanent development of the instruments, as well as to construction subtleties to make them adaptable to rooms of different sizes (recital or concert, salons or churches).  A. Vivaldi – Concerto for bassoon and orchestra RV 484 (e minor), measures 1-4 

 Because of this continuous adaptability, at the same time as the Mediterranean tradition, the Italian instrument manufacturers concentrated their efforts to develop the string compartment (especially the violins), the same way as (also because of regional traditions) the French manufacturers focused on the wind instruments. Amati, Guadagnini, Guarneri, Stradivari are families of manufacturers who, in time, became brands synonymous with perfection in developing string instruments. Thus, the majority of virtuoso instrumentalists in the Italian Baroque (also the composers) belong to the category of instruments mentioned above. 
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