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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.
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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”?.

2. FRANCE

The Baroque style is mainly rhetorical, with noble gestures and an
elaborated discourse, whose melodic articulation is closely linked to the
elegance of the steps, on the one hand, and to the specificity of the French

1PASCAL, G., The techniques of bassoon paying, Barrenreiter Kasel, p. 8.
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phonemes and linguistic structure of the French language, on the other hand.
As Frangois Couperin observed, the French musical notation is similar from
this point of view to the way in which Moliere writes. Couperin offers, as
example, the case of uneven notes, in which the eights noted as equal are
performed in a “punctuated”2 manner.

Dance was highly important at the court of Louis XIV, and the court
ballets and dancing events were the center of the social and political life at
the court. These shows entailed an impressive mise-en-scene, with
elaborated choreographies, performed by characters dressed in extravagant
costumes, the entire scenography being completed by complicated
machinery which operated the sumptuous settings.

French court ballet3

The musical accompaniment had to emphasize the elegance of the
King’s movements, as he was the protagonist of these shows, to evoke

2CARTER S. (editor), A Performer’s Guide to Seventeenth-Century Music, edition revised
and completed by Jeffery Kite-Powell, Indiana University Press, Bloomington/Indiana,
2012, p. 267.

3https://www.hisour.com/french-court-ballet-7863/.
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pastoral settings or mythological scenes. The orchestral composition, for five
voices, required a large number of musicians, most of the instrumentalists
produced soprano and bass voices, while a small group of instruments were
assigned to the middle voices, whose counterpoint movement subtly
highlighted the harmonic richness.

During this period, a new musical form emerges, which can be found,
during the Baroque, in all creations of composers from all over Europe: the
French overture. It consisted of three movements, slow-fast-slow, in which
the two slow parts, opulent and sumptuous, occupied a middle section of
settled mastery, usually a fugue*. This genre became the frontispiece of the
French Baroque and was taken over by composers from all over Europe,
eager to enrich their creation with works in the various musical styles of the
time. After Lully’s death, the Court composer during the Sun King, French
music is increasingly influenced by the Italian and the German style, the
cultural opening of these years had an impact on the musical life of the
entire Europe.

The consolidation of the French musical style is due to composers
such as Louis Couperin, Jean-Baptiste Lully, Marc-Antoine Charpentier,
Francois Couperin, Marin Marais, Jacques-Martin Hotteterre, Jean-Philippe
Rameau, Joseph Bodin de Boismortier or Jean-Marie Leclaire. Most of them
were musicians, interpreters, composers, and, at the same time, teachers
and theoreticians. Especially useful are the creations of Jacques-Martin
Hotteterre and Frangois Couperin, composers who, besides publishing
valuable treaties, prefaced their compositions with clear interpretation
indications, which cover a wide range of interests.

4 See https://musicterms.artopium.com/index.htm, articol French Overture, accessed on
7 April 2020.
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This information guides the student or the interpreter in
approaching and understanding this music, clarifying details concerning the
ornamentation, uneven notes, double-punctuated, the articulation, the
interpretation of various movements and the adequate speed, as well as
technical aspects - the position at the instrument and the advice for
conveying the interpretation to the publics.

It is also a French composer, Jean-Philippe Rameau, who wrote the
first harmony treaty in the history of music. The famous gambist Marin
Marais noted in his music helpful elements to optimally understand his
creative flow. Thus, we notice that the French musicians of the Baroque
contributed to the universal culture both creatively and scientifically, which
consolidated the interpretative practice of the time.

5 COUPERIN, F., L’Art de toucher le clavecin, the second edition, Chez L’Auteur, le Sieur
Boivin, Paris, 1717, pp. 10-13.
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J. P. Rameau, Traite de I'harmonie

3. GERMANY

Although divided politically and religiously, the German states in the
16t-17t% centuries shared an affinity for the Italian Renaissance culture,
whose influence marked the cultural development of these regions. For the
leaders of the German states, the arts and culture became tools to assert
their power and religious orientation and, also, their national identity.

Like the other arts, music finds a powerful national expression
during the Baroque, its language is highly idiomatic, as reflected not only in
the composition style, but also in the interpretive tradition, closely linked to
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the social and cultural context. Ultimately, the stylistic approach within each
national direction is dependant on the linguistic particularities of the area in
question, as well as on the instruments manufacturing techniques and a
certain sound aestheticsé.

The German composers of the Baroque (epoch during which music is
seen mainly as a rhetorical tool) used, in a complex form, both elements of
the Italian language and the specific features of the French language,
creating a distinct style, with national values, able to adapt and integrate
multiple timbral and expression possibilities. Musical Baroque is the
laboratory where abstract music was created and refined.

Created in the context in which instrumental music imposed itself as
an independent practice, it is freed from the domination of the poetic text
and displays the maturity of the compositional thinking at that time, going
through entire stages of development (Ars antiqua, Ars nova, Renaissance).

Various factors contributed to shaping the new aesthetics of
exploiting music and without it being the support for “reciting” a (poetic,
religious or liturgical) text, such as abstract musical thinking, the discovery
and assimilation of new creation processes and mechanisms, the emergence
and crystallization of new musical genres and forms, which became specific
for instrumental music, the continuous refinement of instruments, as well as
the increasingly close relationship between the composer and the
interpreter (in many cases, they were the same person).

In the German space, the political and geographic diversity stemming
from the inexistence of a state (like in the case of France) led to the creation
of several Courts (Hof) to sponsor the arts and to hire musicians, which
made music (singing and playing) thrive. At the same time, the
independence of the German states, one after the other, made it possible to
infuse, assimilate and transform the musical styles of neighbouring
countries, which resulted in an invaluable aesthetic richness and the
capacity for synthesis.

But the capacity for synthesis is the very advantage of the German
composers, who extracted, reformulated and used all the valuable elements
of the Italian and French music, reaching its essence and structuring the
original emotional paths. The advantage of this division of the German
nation in more or less autonomous regions, under the influence of certain

& LAWSON, C., STOWELL, R, The Historical Performance of Music. An Introduction,
Cambridge, UP, 2004, p. 42.
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Courts led by a Konig (king, but not in the French, English or Spanish sense, a
monarch who fully controlled the entire state, with the equivalent of Kaiser -
Emperor), Kurfiirst (elector prince), Herzog (duke), Fiirst (prince),
Fiirstbischof (archbishop), Landgraf (count, land owner with local power and
jurisdiction), Markgraf (count, land owner with extended autonomy and
influence, comparable to a Landgraf)’, is the access to a rich cultural
diversity, which led to a more extended stylistic area to cover.

At the same time, both the above mentioned representatives of the
German nobility and the lower grade ones built Hofkapellen on their lands, in
order to have direct access to a personal space for prayer, but also to host
artistic events. Hofkapelle is literally translated by the expression Court
Chapel, and the musicians hired for various occasions, ceremonial or for
entertainment, were appointed based on their degree and place in the
orchestra or the Court in question, with the prefix Hof (Hoftrompeter,
Hofpauker) or Kapel (Kapelmeister).

Two things are worth mentioning concerning the names of the
musicians: Hofkapelle was the generic name of the place (construction) in
which these artistic or ceremonial events took place, and in time (by
association with Hofmusik - Court Music) the term used to refer to the
ensemble (vocal-instrumental) that performed within the noble Court; the
second aspect pertains to the specific name of the instrumentalists, with the
prefix Hof, which also includes the temporarily hired staff, as collaboators,
for my ample eventss.

The range and multitude of such Hofkapelle in the German space
naturally led to a diversity of musical styles adopted from the Italian and the
French areas, as well as the intrinsic need of the hired composers of such
Courts to create a national aesthetic expression. Thus, the German musicians
were able to experiment, on a wider area, from a geographic point of view,
than France or Italy, which wanted to activate powerful music centers, but
punctual one at the enclave level.

7 OWENS, S, REUL, R., ,Das gantze Corpus derer musicirendern Personen”. An Introduction
to German Hofkapellen, in Music at German Courts, 1715 - 1760, Changing Artistic
Priorities, The Boydell Press, Suffolk, 2011, p. 3.

8 Ibidem, pp. 2-3.
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Staatskapelle Berlin (450 annivesary)®

The dominant features of the German musical Baroque are
determined by its vigour, clarity, energy, its solid and compact structure, and
precise articulation. These features are the result of the German aesthetics,
defined by taking over the visions adjacent to the geographic area and
presenting them under new, absolutely spectacular, forms.
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