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Essay Nr. 168:  On Some Views of French Baroque Musicians
Nothing sets in better perspective the significance of the contributions of Rameau than the writings of Marc-Antoine Charpentier (1634 - 1704), who was actually a gifted composer.  What he writes under the title “The Definition of Music,” reads like some medieval Scholastic pronouncement at the University of Paris.

Music is a harmonious combination of high, medium, and low sounds.  The third either against the bass or among the parts creates all the harmony.

Diversity alone causes all perfection, just as uniformity creates all staleness and disagreement.  Changes of motion and of mode aptly done contribute marvelously to the diversity which music demands.
 

In Jean-Philippe Rameau (1683 - 1764) we have one of the most brilliant men among all early musicians.  Born not only a prodigy, but with profound instinctive feelings about music, he also had such an inquisitive and penetrating intellect that he found correct answers in the area of harmony which had eluded the best minds for a 1,000 years.  With this balance, as we might say of left and right hemispheres of the brain, and living in the stimulating first years of the Enlightenment, we believe he might well be thought of as the first modern thinker in music.  

One can see this sense of balance in his definition of a musician.  In the following, written in 1727, he first refers to the long medieval Scholastic tradition which esteemed music only from the perspective of rules and mathematics.  Such a musician he clearly rejects.  Then, in the second paragraph, he refers to the opposite kind of musician, one who operates purely from instinct, responding to his own emotions.  He points as well to the limitations of this kind of musician.  Finally, perhaps reflecting his view of himself, he reserves his praise for the balanced musician, one who engages both the rational and experiential sides of himself.

A learned musician is generally understood to be a man who understands everything about the various combinations of sounds.  At the same time, however, he is so engrossed in these combinations that he sacrifices everything: good sense, feeling, imagination, and reason.  Such a musician is an academician, of a school that is concerned with notes alone and nothing further.  We are right to prefer to him a musician who prides himself less on learning than taste.

The latter, however, whose taste is limited by the range of his sensations alone, can excel only in certain types of music that are natural to his character.  If he is naturally tender, he will express tenderness.  If his temperament is witty, lively, playful, his music will correspond accordingly.  Moreover, since he draws on his imagination for everything, without the assistance of art, by this means of expression he soon burns himself out.  In his first fire he was all brilliance, but this fire consumes itself as he tries to rekindle it, and nothing remains but banality and repetitions.

Therefore we should like to find for the theater a musician who would study nature before painting it; not only his taste, then, but his learning and judgment would enable him to select the coloring and shading appropriate to the desired expression.
 

Rameau, with his balance of the intellect and native instincts, and perhaps following the fashion of wide-ranging investigation which characterized the Enlightenment, was by nature a keen observer.  A few passages in his writing reveal that he had given considerable thought to the physiology of the perception of music.  In the following he touches on a very significant topic and yet one which still has not received more than preliminary research.  We know that the overtone series is a natural law of physics.
   It follows that our species has heard, no matter how unconsciously, the overtone series in all sounds since its very beginning.  Is it possible, through adaptation, that our species has an internal genetic tonal system?  In 1734, Rameau was clearly pondering observations which he had made along these lines.

In music the ear obeys only nature.  It takes account of neither measure nor range.  Instinct alone leads it.

Whether a novice or the most experienced person in music, the moment one sings an improvisation, one ordinarily places the first tone in the middle register of the voice and then continues up, even though the voice range above or below this first tone is about equal; this is completely consistent with the resonance of any sounding body from which all emanating overtones are above its fundamental tone which one thinks one is hearing alone.

On the other hand, inexperienced as one may be, one hardly ever fails, when improvising on an instrument, immediately to play, ever ascending, the perfect chord made up of the overtones of the sounding body, the major form of which is always preferred to the minor, unless the latter is suggested by some reminiscence.
 

Twenty-five years later he was still struggling with this idea.  He begins by discounting the ancient explanations based on faith and wonders why these early philosophers did not pursue natural rules, that is understanding based on Nature.
[The ancient writers] found the relationships between sounds in divinely inspired order; they discoursed a great deal on that subject, and every reason they were able to advance evaporated like a wisp of smoke.  Finally the geometricians and the philosophers became disheartened.  Can it be true that up to the present time man has always been so enthralled by this single inspiration that it never occurred to anyone to seek the reason why, despite ourselves, we should be compelled to prefer certain intervals to others after certain sounds, especially after the first sound?  Allow your natural feelings to operate in yourself with no preconceived expectation and then try to see if you can ever ascend a semitone after a given semitone, and whether you can do the same thing after two successive tones.  Why was this suggested to me in this way?  Whence this sensation?  What could have given rise to this sensation in me, if it was not in the moment itself?  It was necessary to test the effect of the sound, and from it three sounds would have been distinguished which form that enchanting harmony, and from there one would have proceeded with certainty, as I believe I have done.
 

We presume that it was from this observation of the natural aspects of music, the overtone series, that Rameau concluded that it was harmony, and not melody, which was the fundamental element of music.  From the perspective of the listener, this is a conclusion which is not substantiated by modern clinical research in psychology.
Music is generally divided into harmony and melody, but we shall show in the following that melody is merely a part of harmony and that a knowledge of harmony is sufficient for a complete understanding of all the properties of music.
 

Later Rameau elaborates on this contention, beginning with the admission, “it would seem at first that harmony arises from melody....”
   However, he suggests, whatever logic one might discern in a melody, it all becomes unintelligible as soon as other voices are added, for they will have their own, and therefore conflicting logic.  All this is avoided, he proposes, if one builds melodies solely from the harmony.

It is harmony then that guides us, and not melody.  Certainly a knowledgeable musician can compose a beautiful melodic line suitable to the harmony, but from where does this happy ability come?  May nature be responsible?  Doubtless.  But if, on the contrary, she has refused her gift, how can he succeed?  Only by means of the rules.

Since it was the reflections on ancient Greek music by earlier humanists which initiated the whole Baroque movement in music, and since interest in Greek philosophy remained strong, Rameau realized he was in need of further explanation.  Because the humanists understood ancient Greek music to be unaccompanied, and therefore consisting of melody only, Rameau’s harmony-based philosophy denied, in effect, everything admired in ancient Greek testimony on music.  He deals with this by simply saying the ancient Greeks did not know what they were doing.

The Ancients defined the properties of the modes perfectly well, in terms of the different effects they produce and the way in which they control harmony and melody.  But the Ancients were always ignorant of their true nature, for they attributed all the power of these modes to melody.  They assumed that melody had to be derived from the seven diatonic notes of the perfect system, without distinguishing among them further.  As they thought that by using each note of the system as the principal one they would be able to create as many different effects as there are notes in the system, they simultaneously lost sight of what should have been their model.
 


On Taste in Music
The most important accomplishment of the Baroque in music was the freeing of music from the old Scholastic understanding that music was a branch of mathematics.  It was this fact which made the question of taste immediately important, for in the past “good taste” was tied to “following the rules.”  Therefore, when Jean Rousseau (not to be confused with Jean-Jacques Rousseau) considered this question in 1687, it was the proper role of the rules which had to be addressed.

But genius and fine taste are gifts of nature, which cannot be learnt by rules, and it is with the help of these that the rules should be applied, and that liberties may be taken so fittingly as always to give pleasure, for to give pleasure means to have genius and fine taste.
 

Similarly, when Francois Couperin, in 1717, mentions the “old” style, it was the rules-dominated polyphonic style he was thinking of.

Let the style of playing be directed by the good taste [bon-gout] of today, which is incomparably purer than the old.
 

Rameau, writing in 1726, makes the same point.

It is often by seeing and hearing musical works (operas and other good musical compositions), rather than by rules, that taste is formed.
 

The following year Rameau views the question from a more practical perspective.  Perhaps more significant is the fact that he does not include the theorists, the “learned,” among those with “good taste.”
You will then see that I am not a novice in the art and that it is not obvious that I make a great display of learning in my compositions, where I seek to hide art by very art; for I consider only people of taste and not at all the learned, since there are many of the former and hardly any of the latter.
 

It follows that during the Baroque it was therefore “taste” and not rules alone which governed the elements of performance.  As Michel de Saint-Lambert, writing in 1702, states, in the questions of inequality
 in rhythm and of tempo, “taste judges.”
 

The interest among French philosophers in Gout, or taste, led to much discussion regarding taste, or style, including the music of the various national peoples.  The French composer, Sebastien de Brossard, in his Dictionaire de musique (1703), defined style as follows.

Style is understood in music as the form and method that each person has especially for himself to compose, perform and to communicate.  And all of these [forms and methods] are quite different, according to the measure of the genius of the composer, the country, and the people according to which the material, the place, the time, the subject, the expression etc. are rendered.  Thus one says: the style of Carissimi, Lully, Lambert etc....  The style of joyful and merry music is very different from that of the serious; the church style is very different from the theatrical or chamber styles; the Italian style is sharp, colorful, expressive; the French in contrast, natural, flowing, tender.  From these facts result various descriptive phrases in order to stress all of these different characteristics: the old and new style; the Italian, French, German styles; the Church, Opera, Chamber styles; the joyful, merry, colorful, sharp, moderate, expressive, tender, excited styles; the grand, sublime, galant styles; the normal, common, vulgar, fawning styles.
 

Francois Couperin, in thinking of the difference between French and Italian style, observed in 1717,

The French gladly swallow what is novel, at the expense of losing what is fit and proper, which they believe they understand better than other nations.
 


On the Purpose of Music

The hallmark of the Baroque style is a new appreciation of the communication of feelings through music.  Marc-Antoine Charpentier (1643 – 1704) wrote at length at this time on the subject of expressing the feelings in music.  He first mentions this subject in a brief discussion of modulation.  The first virtue of modulation, for Charpentier, was a rather practical one, to facilitate the range of singers.  However,
The second and principal reason is for the expression of the different emotions for which the differing power of the modes is most appropriate.
 

We see how literally he meant this, in his list of keys and associated emotions.   It is an interesting list, although the reader may be surprised to find the key of Eb major, home to so much pleasing music of the Classic Period, described here as “Cruel and harsh.”
C major
Gay and martial

C minor
Somber and sad

D minor
Serious and devout

D major
Joyous and very martial

E minor
Effeminate, amorous, and plaintive

E major
Quarrelsome and crude

Eb major
Cruel and harsh

Eb minor
Horrible, hideous

F major
Furious and fiery

F minor
Gloomy and plaintive

G major
Sweetly joyous

G minor
Austere and magnificent

A minor
Tender and plaintive

A major
Joyous and rustic

Bb major
Magnificent and joyous

Bb minor
Gloomy and terrible

B minor
Lonely and melancholy

B major
Harsh and plaintive

Charpentier does not elaborate on this list, but he evidently took the subject seriously.  He does not forget to include “good choice of meters and of modes which suitably make the passion which one wants to represent,” when he later sums up the elements which “can not fail to make music as beautiful as it is good.”
 

For Couperin, the first obstacles to the communication of feelings lay in notation and tradition.

In my opinion, there are faults in our way of writing music, which correspond to the way in which we write our language.  The fact is we write a thing differently from the way in which we execute it; and it is this which causes foreigners to play our music less well than we do theirs.  The Italians, on the contrary, write their music in the true time-values in which they have intended them to be played.  For instance, we dot several consecutive eighth-notes in diatonic succession, and yet we write them as equal; our custom has enslaved us, and we hold fast to it.
 
For Rameau, as he points out in 1726, a greater concern for the composer was to find a deeper meaning of feeling in the musical materials.

We may note that the semi-skilled generally use a chord because it is familiar to them or pleases them, but the expert uses it only to the extent that he feels its power.
 

For Rameau, the “rules” now take second place.

While composing music is not the time to recall the rules which might hold our genius in bondage.  We must have recourse to the rules only when our genius and our ear seem to deny what we are seeking.
 

The following year he observed that it is Nature which, for him, precedes rules.

Nature has not completely deprived me of her gifts and I have not surrendered myself to mere combinations of notes so far as to forget their intimate relationship with that beautiful Nature which by itself suffices to give pleasure.
 

Regarding the role of the performer, we have two points of perspective.  There is the discussion of this question in the literature, but then there are also descriptions of performers themselves.

The first strong focus on communicating feeling came with the beginning of opera and its use of the voice.  It is no surprise the instrumental comments tended to follow the inspiration of the voice.  For example, Pierre Trichet discussing string technique in 1631 observed,

After the human voices, there is nothing so captivating as the affecting vibrato [les mignards tremblements] which can be produced on the fingerboard, and nothing so ravishing as the sobbing bow strokes [les coups mourants de l’archet].
 

Among French commentators, the reader must guard against confusing “movement” with form or time.  “Movement,” to these writers had to do with expressing feeling.  Charles Masson writing in 1699 finds,

Measure is the soul of music, since it excites with such truthfulness of emotion [fait agir avec tant de justesse] a great many people, and by the variety of its mouvmens can again stimulate so many different feelings, being able to calm these and arise those, as has always been observed.
 

Couperin was one who gave great significance to the role of time in relationship with the expression of feelings.  In the following he makes several important points.  First, in addition to his distinction between “Measure” and “Time,” he reminds us that the Italian terms familiar to us as “tempo” designations had earlier a strong mood or character connotation as well.  It is also a significant point, which Couperin mentions here, that the notation system has no symbols whatsoever for feeling.

I find we confuse Measure or Time [the number of beats in a bar] with what is called Cadence or Movement [tempo, together with accent phrasing, or expression or feeling].  Measure defines the number and quality of the beats; and Cadence is literally the intelligence and the soul which must be added to it.  The sonatas of the Italians hardly admit of this Cadence, this expression or feeling.  But all our airs for the violin, our pieces for the harpsichord, for the viols, etc., describe and seem to be trying to express some feeling.  Thus, not having devised signs or characters for communicating our specific ideas, we try to remedy this by indicating at the beginning of our pieces, by some such word as Tenderly, Quickly, etc., as far as possible the idea we want to convey.  I hope that someone will take the trouble to translate us for the benefit of foreigners; and may it procure for them the possibility of judging of the excellence of our instrumental music.
 

This seems also to be what was intended in Jean Rousseau’s viole treatise of 1687.

There are people who imagine that imparting the movement is to follow and keep time; but these are very different matters, for it is possible to keep time without entering into the movement, since time depends on the music, but the movement depends on genius and fine taste.
 

In another place, Couperin considers the relationship of time and expression on a much lower, although no less important, level.
As the sounds of the harpsichord are determined, each one specifically, and consequently incapable of increase or diminution, it has hitherto appeared almost impossible to maintain that one could give any “soul” to this instrument.  However, by investigations which have lent assistance to what little native talent Heaven has granted to me, I shall endeavor to show by what means I have managed to gain the happiness of touching the hearts of people of good taste, who have done me the honor of listening to me....

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, and in accordance with the character required by the melodies of the preludes and pieces.  These two agremens, 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 retardation] of the sounds on the harpsichord seems (by a contrary effect) to produce on the ear the result expected and desired....

With regard to the expressive affect of the aspiration, the note over which it is placed must be detached less abruptly in passages which are tender and slow than in those which are light and quick.  As for the suspension, it is hardly employed at all except in slow and tender pieces.  The duration of the rest which precedes the note over which it is marked must be left to the taste of the performer.
 

Sebastien de Brossard, in an early dictionary of music (1703), considered time from a different perspective with regard to the recitative.  Writing of rubato in Largo tempo, he observes,

In Italian recitatives we often do not make the beats very equal, because this is a kind of declamation where the Actor ought to follow the movement of the passion which inspires him or which he wants to express, rather than that of an equal and regulated measure.
 

Similarly, under “Recitativo,” Brossard comments on the importance of adjusting tempo to the emotions of the words.

This is a manner of singing which holds as much of declamation as of song, as if one declaimed in singing, or as if one sang in declaiming, hence where one has more attention to expressing the passion than to following exactly a timed measure....
 

It seems clear that all of Couperin’s contemporaries would have at least agreed with him when he observed,

Just as there is a difference between grammar and declamation, so there is an infinitely greater one between musical theory and the art of fine playing.
 

These have been theoretical comments, written observations on the role of the performer with respect to the communication of emotions.  They seem almost disinterested in comparison with descriptions of actual performance.  A manuscript by Diderot, purporting to describe the nephew of Rameau, seems, among other things, to have been inspired by performers whom Diderot had actually observed.  The nephew is in a cafe and is singing tunes from opera.

While singing fragments of Jomelli’s Lamentations, he reproduced with incredible precision, fidelity, and warmth the most beautiful passages of each scene.  In that magnificent recitative in which Jeremiah describes the desolation of Jerusalem he was drenched in tears, which drew their like from every onlooker.  His art was complete -- delicacy of voice, expressive strength, true sorrow....

Worn out, exhausted, like a man emerging from a deep sleep or a prolonged reverie, he stood motionless, dumb, petrified.  He kept looking around him like a man who has lost his way and wants to know where he is.  He waited for returning strength and wits, wiping his face with an absent-minded gesture.  Just as a man who on waking should see a large number of people around his bed and not remember or be able to conceive what he had done, he began by asking: “What is it, gentlemen?  Why do you laugh?  You look surprised -- what is it?”  Then he added:  “This, this merits the name of music.  There is your true musician.”
 

The possibility that there were French singers so lost in their feelings seems evident in the reaction of a French critic in 1702, when he similarly described a violinist as,

…an ecstatic who was so carried away with the piece that he was playing that he not only martyred his instrument but also himself.  No longer master of his own being, he became so transported that he gyrated and hopped around like someone overcome by a demon.
 

An account of a singer finds her to be not a demon, but an Italian!

She caused a great sensation, but it was short-lived: several people concluded that she could not even sing properly, for this is quite in the Italian tradition, and she pulled the most horrible faces.  She seemed to be suffering from convulsions.
  

One can find many earlier references by French composers and theorists to the role of the listener, with respect to music’s ability to soothe, or to affect character, etc.  In the 18th century, however, there is something new added: the reference to listening to music as music.  This is what Couperin had in mind when he observed,

There is no doubt that a certain song or melody, a certain passage, if executed in a certain way produces a different effect on the ear of a person of taste.
  

It is in this sense, the modern concept of a completely non-utilitarian art music, that Rameau writes in 1726: don’t think, don’t put academic rules first, just let yourself be carried away.

To enjoy the effects of music fully, we must completely lose ourselves in it; to judge it, we must relate it to the source through which we are affected by it.  This source is nature.  Nature endows us with the feeling that moves us in all our musical experiences; we might call her gift instinct.  Let us allow instinct to inform our judgments, let us see what mysteries it unfolds to us before we pronounce our verdicts, and if there are still men sufficiently self-assured to dare make judgments on their own authority, there is reason to hope that none will be found weak enough to listen to them.
 

In a remarkable passage eight years later, which represents a dramatic departure from the contentions of the 16th century French philosophers who placed all meaning in the words, Rameau says find your meaning in the music, don’t force your impressions of the music to fit the accepted meaning of the words.  He might as well say, listen with the right brain, not the left.

Often we think we hear in music only what exists in the words, or in the interpretation we wish to give them.  We try to subject music to forced inflections, but that is not the way to be able to judge it.  On the contrary, we must not think but let ourselves be carried away by the feeling which the music inspires; without our thinking at all, this feeling will become the basis of our judgment.  As for reason, everybody possesses it nowadays; we have just discovered it in the bosom of nature itself.  We have even proved that instinct constantly recalls it to us, both in our actions and in our speech.  When reason and instinct are reconciled, there will be no higher appeal.
 
In a more extended passage from this same treatise, Rameau’s reasoning is only flawed by his error that “harmony alone can stir the emotions.”  We know today, from clinical research in the perception of music, that it is primarily melody which carries emotional meaning for the listener, and furthermore it is genetic, as is demonstrated in part by the fact that it also holds true for lower species.

A mind preoccupied, while listening to music, is never free enough to judge it.  For instance, if we think to attribute the essential beauty of this art to changes from high to low, from fast to slow, soft to loud -- means which do give variety to sounds -- we will judge everything according to this prejudice, without considering how weak these means are, or what scant merit there is in making use of them; we will fail to perceive that they are foreign to harmony, which is the sole basis of music and the true source of its glorious effects.

A truly sensitive spirit must judge quite differently!  If the spirit is not moved by the power of the expression, by the vivid colors of which the harmonist alone is capable, then it is not absolutely satisfied.  The spirit may, of course, lend itself to whatever may entertain it, but it must evaluate things in proportion to the impact the given experience exerts.

Harmony alone can stir the emotions.  It is the one source from which melody directly emanates, and draws its power.  Contrasts between high and low, etc., make only superficial modifications in a melody; they add almost nothing....

If the imitation of noise and motion is not used as frequently in our music as in Italian music, it is because with us the main object is feeling.  Feeling has no predetermined rhythms, and consequently cannot be everywhere reduced to a regular measure without losing that verity which is its charm.  The musical expression of the physical lies in beat and rhythm; that which touches the emotions comes, on the contrary, from harmony and its inflections, a fact which we must carefully weigh before deciding what should carry the balance.

The comic genre almost never aims to express emotion and consequently is the one genre that lends itself to those cadenced rhythms by which we do honor to Italian music.  We do not always notice, however, how our own musicians have made felicitous use of them.  Our enjoyment of the few attempts which the delicacy of French taste has permitted our composers to risk, has proved how easily we can excel in this genre.
 

On Performance Practice

At the end of the 17th century, we are attracted to two observations by Charpentier on the subject of “practical music.”  First, he concludes his book on the rules of composition by admitting, 

Practice teaches more about this than all the rules.

Charpentier also addresses a word to the accompanist,

Those who make too much of a disturbance, who raise their hands in order to overpower their clavier, are incapable of accompanying well.

What can be said about one instrument can be said and has to be true about all the others.

When the voice rests, the brilliance of the hands may appear without destroying good taste.
 

Couperin, in 1717, offers some interesting and self-explanatory advice to players.  It is also worthy of note that this is one of the earliest documentations of performers playing (written music) from memory.

With regard to making grimaces, it is possible to break oneself of this habit by placing a mirror on the reading-desk of the Spinet or Harpsichord....

It is better and more seemly not to beat time with the head, the body, nor with the feet.  One should have an air of ease at one’s harpsichord; not gazing too fixedly at one object, nor yet looking too vague; in short, look at the assembled company, if there be one, as if not occupied with anything else.  This advice is only for those who play without the help of their books.
 

The most interesting topic discussed by these musicians is improvisation, by which we mean both true improvisation [ornamentation] and the simple addition of ornaments.  As with other countries, it is quite clear that improvisation was assumed, as we can see in Michel de Saint-Lambert’s Les Principes du Clavecin of 1702.

If the choice of the fingering is arbitrary in playing the clavecin, that of adornment is no less so.  Good taste is the only rule to be followed.  There are ornaments that are essential in the music and that it would be hard to do without.  The most important of these is the trill; the others are the mordant, the arpeggio, and the falling tone.  But though those we shall talk about later are not so necessary nor so much used, they lend much grace to compositions and one would be wrong to neglect them.
 

This same writer also gives two general rules for ornamentation.  First, he advises against taking too many liberties for fear that “you will spoil that which you are trying to embellish.”  Second,

The ornaments should never alter the melody nor the pace of the piece.  Thus in the pieces with gay movements the runs and arpeggios should go faster than in slow movements.  You must never hurry in making an ornament, however fast it should be played.  You must take your time, prepare your fingers, then execute it boldly and freely.
 

Francois Couperin also clearly implies an expectation of improvisation.

Although these preludes are written in measured time, there is nevertheless, a style, dictated by custom, which must be observed.  I will explain what I mean.  A prelude is a free composition, in which the imagination gives rein to any fancy that may present itself.  But as it is rather rare to find geniuses capable of production on the spur of the moment, those who have recourse to these non-improvised preludes should play them in a free, easy style, not sticking too closely to the exact time, unless I have expressly indicated this by the word Measure.  Thus one may venture to say that in many things, Music (as compared with Poetry) has its prose, and its verse.

One of the reasons why I have written these preludes in measured time was to make them easier, as will be found to be the case, whether in teaching them, or in learning them.
 

A rather extraordinary comment by de Bacilly, urges singers to slow down the beat in order to have more time to improvise, especially in dance forms such as the gavotte.

It is completely unfair to criticize this style of performing by saying that the melodies [are then no longer] danceable, as thousands of ignoramuses have done.  If this were to be the intention of the performing singer, then his function would be no more than that of a viol.
 

We are also given several aesthetic goals for improvisation.  One is that the end must still be to please the listener, as Benigne de Bacily writes in 1668,

A piece of music can be beautiful and please not, for want of being performed with the necessary embellishments, of which embellishments the most part are not marked at all on paper, whether because in fact they cannot be marked for lack of signs for that purpose, or whether it has been considered that too many marks encumber and take away the clearness of a melody, and would bring a kind of confusion; besides, it is useless to mark things, if you do not know how to fashion them with the appropriate refinements [avec les circonstances necessaires], which makes all the difficulty.
 

Another goal was that the end must be natural to the performer.  But, Louis Bollioud de Mermet, in 1746, complained that now all sonatas sounded the same as performers had begun to standardize types of ornaments and their use.

One could easily persuade oneself that he who plays music in such a complicated and unnatural manner is an evil-doer on whom this labor was imposed for punishment.
 

Because this aspect of performance was so much a part of the very understanding of music itself, from the perspective of the player, even in those cases where composers were beginning to “write out” or to realize the ornamentation, their wishes were ignored.  Couperin complains in 1722 that the information in his prefaces is being ignored and pleas that his music,

will make a certain impression on people of good taste only if everything which I have marked is observed to the letter, without addition or subtraction.
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