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Introduction

From what we know about the Western art music of Ancient Greece, it has been very closely linked 

together with the art of rhetoric. 

The renaissance and baroque periods saw a renewed interest in linguistic disciplines, and put a strong

emphasis on the relationship between rhetoric and music. Rhetoric had a very important role in society at

that time - it was included in the school curriculum and, like music, was considered to be part of a proper

education. One of the principal objectives for a performer in the 17th century, was to arouse the passions of

the audience as if speaking to them through the music. 

Most of the theoretical and didactic instrumental treatises from this period devote chapters to musical

rhetoric, and they often apply the special terminology of rhetoric to music. 

Despite the fact that music-historical sources and theoretical treatises contain abundant information about

rhetorical playing of early music, my experience as a player and a listener has often made it clear that we

have lost the deep understanding of this speaking music today.

Reading a score one can be amazed by the matter-of-factness with which the composers assumed that

performers and audiences understood their tonal discourse. But since musicians and listeners today are

less aware of the implied rhetorical discourse in music, both of them are by consequence less likely to be

moved to tears or laughter, as they would have been in the baroque era.

We seem to have lost the art of rhetoric today. But is that really true? 

Looking into politics, business or any kind of important negotiation, one quickly realizes that still today,

rhetoric is a crucial part of the argumentation. Yet, it seems that the conscious use of rhetoric lost

importance in the field of music-making. There can be many reasons for this. One, with remarkable

consequences, is that rhetoric doesn’t have the same role and importance in society today as in the

Renaissance and Baroque - for example it is not included as a part of the musical education any more. We

also need to consider that musical life in our time is fundamentally different from that of the earlier times:

nowadays we play, listen and relate to an extremely wide range of music (with equally wide ranging

means of expression) from at least four or five centuries. In earlier times only the latest music was

performed, and by consequence both public and musicians were naturally aware of the implied principles

in the music.

Nevertheless, listening to a wonderful musical interpretation today, it seems to speak, to be persuasive.

Unconsciously rhetoric principles still seem to be an important part of a musical performance. But could

the reintroduction of a conscious use of rhetoric as a method of musical interpretation contribute to the

musical outcome? And how? These are the questions that i will attempt to answer through this work.

In my opinion the subject of rhetoric has to be studied not only from theoretical treatises, but above all has

to be revived, explored and experienced in praxis. For that reason, I will investigate the link between early

Italian instrumental baroque music and rhetoric, both theoretically and practically by consciously applying

rhetorical principles into a musical interpretation. My hope is, that this interpretation will be at the same

time historically informed and personal.

I will study the rhetorical treatises from two major Roman rhetoricians: De Oratore by Marcus Tullius

Cicero (106-43 BCE) and Institutio Oratoria by Marcus Fabius Quintilian (36-95 CE). From these texts, I

will attempt to draw some direct parallels to the music, and use these parallels in my work as a performer.

I will apply some of the rhetorical principles into my musical interpretation, working with the basic

musical elements: structure, rhythm, intervals, dynamics, articulation, punctuation, phrasing,

ornamentation and delivery. For this experimental work, will be used the Sonata Seconda a Sopran Solo

composed by Dario Castello (c. 1590-1658).

As mentioned above, there exist abundant information concerning the relation between music and rhetoric.

My choice to focus directly on the rhetorical treatises from Cicero and Quintilian rather than on musical

treatises that “translate” Cicero and Quintilian into music, was made in the desire to go back to the roots –

to discover the main rhetorical source that shaped the development of the musical ideas in the Renaissance

and early Baroque, and which inspired almost all important musical treatises from that time.
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Rhetoric in the musical treatises

The vocal music predominates the musical production in the late Renaissance. The first attempts of the

emancipation of instrumental music are still under a strong influence of a vocal style in the aspect of

phrasing, articulation and even the sound ideal. The instrumentalist imitate the singer, especially in the

articulation and the structure of phrasing, that are based on pronunciation of the words and syntactic

construction of the sentences. In this respect the early baroque instrumental music inherits the rhetorical

principles. 

The renaissance and early baroque rhetoric in music reflect the rediscovery of Quintilian's complete

Institutio Oratoria in 1416, and of Cicero's De Oratore in 1422. 

In the city-states of 14th and 15th century Italy, the humanists rediscovered ideas, texts and practice of

ancient civic oratory; but a real reunion of humanist rhetoric and music arose only at the turn of the 16 th

century. The first signs of significant interaction between humanist rhetoric and music appears during the

generations of Josquin des Près (c. 1450-1521), by which time the first published translations of Cicero

and Quintilian's works had been disseminated, and the first humanist rhetoric treatises had begun to

appear. In that period the Italian music theorist and composer Franchino Gaffurio (1451-1522) wrote his

Practicae musicae (1496). 

The decisive bond between music and rhetoric was forged in the decades after 1525. By 1560, the

concepts and terminology of classical oratory were strongly present in the writings of music theory both in

South and North Europe. Theoreticians such as the german Nicolaus Listenius (Rudimenta musicae,

1537), and Sebald Heyden (De arte canendi, 1540), the swiss Heinrich Glarean (Dodecachordon, 1547),

the dutch Adreanus Petit Coclico (Musica reservata, 1552), established a strong link between vocal

polyphony and Ciceronian precepts of variety and ornamentation. Gallus Dressler adopted in his

Praecepta musicae poetica (1563) the formal division of oratory into music, mentioning the parts:

Exordium, Medium and Finis. Joachim Burmeister developed a detailed list of musical-rhetorical figures

in his Musica Autoschediasike (1601) and in his treatise Musica Poetica (1606).

In Italy, especially in the humanist courts and academies, musical-rhetorical relations developed along

more radical lines. Venice was of first importance during the second quarter of the 16th century; here the

poet and scholar Pietro Bembo (1470-1547) linked Ciceronian precepts to poetics of Francesco Pertrarca

(1304-1374). The composer Cipriano de Rore (1515-1565) and the theorists Gioseffo Zarlino (1517-1590)

and Nicola Vicentino (1511-c.1575) were outstanding successors and developers of Bembo's thoughts.

Zarlino borrowed Ciceronian vocabulary and elements in his Institutioni Harmoniche (1558). Vicentino

proposed more radical notions in his L'antica musica ridotta alla moderna prattica (1555), framing the

ideological and essentially rhetorical basis of the Seconda Pratica which was later defined and developed

by Claudio Monteverdi (1567-1643).

In the beginning of the 17th century, the analogies between music and rhetoric permeated every level of

musical thought – wether concerning the compositional methods and music theory, or the style and

expression of the delivery. The Baroque theorists had to address a crucial problem concerning the

rhetorical musical delivery inherited from the Renaissance. The polyphony, the dominating compositional

method in the Renaissance, obscured the intelligibility of the text.  The most radical solution came from

the Florentine Camerata, a gathering of humanists, musicians, poets and intellectuals including composers

such as Giulio Caccini (1551-1618), Pietro Strozzi (1510-1558) Vincenzo Galilei (1520-1591), Girolamo

Mei (1519-1594), Jacopo Corsi (1561-1602) and Jacopo Peri (1561-1633). The Florentine Camerata

proposed to abandon the polyphony and reconstruct the Ancient Greek drama, where the spoken

declamation takes on melodic contours, enhancing the pronunciation and expression of the words. Caccini

in his Le Nuove Musiche deviced the Stile Recitativo in composition, which led into the birth of a new

genre, the opera. Monteverdi's L'Orfeo is considered to be the first masterpiece in this new genre that

immediately influenced even the  instrumental style of composition. 

It was in this historical context that Dario Castello (c. 1590-1658) composed his Sonata Seconda in

Venice, where he most certainly performed regularly under Monteverdi's direction. In this respect,

Castello's two books of Sonatas reflect the new trends in rhetorical musical delivery, leaving behind the

objective detachment of the Renaissance polyphony and embracing the Baroque drama based on the

expressive delivery of an individual.
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Cicero, Quintilian and the rediscovery of rhetoric

Marcus Tullius Cicero (106 BC - 43 BC) was one of Rome's greatest orators and prose stylists. During

his lifetime, which he spent entirely in the Roman Republic, he acted both as philosopher, politician,

lawyer, orator, political theorist, consul, and constitutionalist. His influence on the Latin language, and on

European culture in general was immense. Among other, he introduced the Romans to the schools of

Greek philosophy and created a Latin philosophical vocabulary. 

Though he was an accomplished orator and successful lawyer, Cicero regarded his political career as his

most important achievement. During the chaotic latter half of the 1st century BC, marked by civil wars

and the dictatorship of Gaius Julius Caesar, Cicero fought for a return to the traditional republican

government. After Julius Caesar's death, Cicero became an enemy of Marcus Antonius, attacking him in a

series of speeches. Cicero was proscribed as an enemy of the state by the Second Triumvirate and, after

having been intercepted during an attempted flight from the Italian peninsula, he was executed in 43 BC.

His hands and head were, as a final revenge of Marcus Antonius, displayed in the Roman Forum.

Marcus Fabius Quintilianus (c. 35 - c. 100 CE) was born in Calagurris in Hispania. His father, a well-

educated man, sent him to Rome to study rhetoric early in the reign of Emperor Nero. Very soon

Quintilian adopted Cicero and his ideas as model; he admired Cicero throughout his life, and he widely

refers to him in his work. After Emperor Galba's death in 69 CE, and during the chaotic year of the four

emperors which followed, Quintilian opened a public school of rhetoric. 

Little is known of his personal life. In his rhetorical treatise Institutio Oratoria, he mentions a wife who

died young, as well as two sons who predeceased him. Quintilian retired from teaching and pleading in 88

CE, during the reign of emperor Domitian. Quintilian spent his retirement writing his Institutio Oratoria.

He died in Rome; the exact date of his death is not known, but is believed to be around year 100 CE. 

Rediscovery of Cicero and Quintilian in the 14th Century

Petrarch's rediscovery of Cicero's letters in 1345, is credited for initiating the 14th-century Renaissance in

public affairs, humanism, and classical Roman culture. Some consider that the Renaissance was above all

things a revival of Cicero, and only after him and through him of the rest of Classical antiquity. 

In 1416 the Italian scholar and humanist Poggio Bracciolini (1380-1459) found a forgotten, complete

manuscript of Quintilian's Institutio Oratoria in the monastery of St. Gallen. This discovery resulted in a

revival of the interest for rhetoric among Italian humanists. The enthusiasm for Quintilian spread with

humanism itself, reaching northern Europe in the 15th and 16th centuries. 

In 1422, in the cathedral of Lodi, Italy, the Bishop Gerardo Landriani (1419-1445) found a complete text

of Cicero's rhetorical treatise De Oratore, a discovery that arose even further the intense interest in

rhetoric.

Cicero's De Oratore (written 55 BCE), and Quintilian's Institutio Oratoria

(published around 95 CE) are milestones of European culture and have had

an immense impact in many fields.

Regarding rhetoric, Cicero and Quintilian are very close in ideas, but quite

different in approach. Cicero is more objective, describing observations

regarding rhetoric. His treatise is composed as a dialogue, disposing the

subject in the form of lively discussions, probably inspired by Plato's

dialogues. His treatise is more reflective than didactic. 

Quintilian is more systematic, defining and categorizing the elements of

oratory, and often detailing and developing Cicero's ideas. At the same time

he is very expressive in his writing - as for example in the preface to book

VI, where he describes the loss of his wife. 

For those reasons Cicero and Quintilian are complementing each other

perfectly, and it makes sense to consider them together when working with

rhetoric.
First page of a miniature of Cicero's De Oratore, 15th Century
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Rhetorical and musical parallels

In this chapter i will first briefly outline some general aspects from De Oratore and Institutio Oratoria.

Then I will go further into more specific topics. Some parallels with music are very obvious, others less. I

will add comments to some of Cicero and Quintilian's observations and statements, pointing out how a

musician can use this information in a musical interpretation.

Wide culture

Cicero considers that great oratory avoids narrow specialization, and that culture should be embraced as a

whole - an orator needs wide culture. Rhetoric is connected to all other disciplines and sciences:

philosophy, politics, ethics, moral, etc. So, according to Cicero, eloquence (the art of speaking) needs

more than rhetorical theory. 

Quintilian points out how the art of letters and that of music were once united. He mentions two modes of

expression in music: one of the voice and one of the body – they both require to be mastered by

appropriate rules. Music can be divided into rhythm and melody, the first consisting in measure, the latter

in sound and song. Quintilian stresses that it is absolutely necessary for an orator to be acquainted with the

musical methods of expression.

Five aspects of oratory

Quintilian defines five aspects of oratory: Inventio, Dispotio, Elocutio, Memoria and Actio. 

That is: Invention, arrangement, expression, memory and delivery.

He mentions three aims, which the orator should always have in view: 

“He must instruct, move and charm his hearers”1

On style

Cicero mentions four qualities of style: “Our language should be correct, lucid, ornate and suitable

appropriate to the particular matter under consideration” 2

Quintilian claims that regarding style, no choices should be done merely for the sake of the words, and

that the matter and context of the speech should always be considered. He lists three main styles of

speaking:

1) The plain style – which is suitable for instructing.

2) The grand and forcible style – used for moving the audience.

1) The intermediate or florid style - an intermediate between the plain and the grand style, best for

charming or conciliating the audience.

The most important skills necessary in these three styles are, for instruction: accuracy, for moving: force,

and for conciliating: gentleness. The plain style is most often used for the statement of facts. The

intermediate style has more frequent recourse to metaphors and figures and is neat in rhythm and flow.

Quintilian prefers the grand style, sincee it is the most impressive style with the strongest expression.

Both Cicero and Quintilian point out that concerning style, the best choice is to find a middle way, and to

avoid excess: “The mean is the safest, for the worst of all faults is to fly to extremes”3.

Cicero states that there are many different styles of oratory, and many different orators – comparing some

of his contemporaries, he insists on the fact that they are all eminent, though very different. He adds that it

would be impossible for these different styles and orators to be regulated by the same rules, and it would

be absurd if they should belong to one single system.

This is an interesting consideration, that is also valuable for a musician today: As Cicero points out, it

would be absurd to apply the same rules of playing to two very different musicians or genres of music.

There are many ways and schools of playing, but in the end, every musician has to find his own genuine

style and his own artistic guidelines according to the music he is performing. In other words, he should

develop his own personal style, but his choices and interpretation should be based on a solid knowledge

and consideration of the historical context of the music he is playing. 
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Specific topics

Structure

Cicero says that everyone can judge good proportions in art, even without having a theory of the

proportions of their own: “It is remarkable how little difference there is between the expert and the plain

man as critics, though there is a great gap between them as performers”5. 

This is similar in the musical perception. The listener might not necessarily comprehend the structure of

the performed music, but will nevertheless be affected by it, whereas if the performer is not mastering or

being aware of the structure, the piece will most probably have no impact on the listener.

The parts of Oratory

Quintilian defines following parts of an oratory: 

• Proem (Preparation before introduction)

• Exordium (Introduction)

• Narratio (Statement of facts)

• Divisio/Partitio (Outline of what will follow)

• Refutatio (Answering the counterarguments)

• Conclusio or Peroratio (Summing up, or appealing to the feelings of the audience). 

Then he points out the appropriate deliver for different parts of the speech: 

• Introduction: needs a gentle and correct delivery. 

• Statement of facts: more emphatic delivery. 

• Proofs: require the utmost variety of delivery. 

• Arguments: ask for a livelier, more energetic and aggressive character, the style should be bold

and rapid; but sometimes a compact and concentrated style is more appropriate. 

• Digressions: are as a rule characterized by gentleness, calm and placidity, “For naturally,

passages which deal with subjects lying outside the main question in dispute demand a less

combative tone”6.

• Conclusion containing a recapitulation should be in an even and clear-cut style. The conclusion

can also be done to appeal to certain emotions. In that case the delivery must conform to the

words.

Regarding the parts of oratory mentioned by Quintilian, it is clear that the structure is meant for the speech

in Court. For that reason it is difficult, sometimes even pointless, to translate this structure directly into

musical compositions. However, there are some universals, since most pieces of music are composed of

various or contrasting sections which are delivered with different expressions. In my work with Castello's

Sonata, I will try to apply some of the above mentioned indications in sections of the piece.

Rhythm

Speaking about rhythm, Cicero is referring to music. He says that the verse – or how to arrange the words

in periods (rhythm), using modulation of the voice (melody), was the creation of musicians who were

equally poets in the past – referring to the Greeks. 

Quintilian points out that “Metre is concerned with words alone, while rhythm extends also to the motion

of the body”4. He says that in prose, the rhythm should be more definite and obvious, but for oratory

rhythm has no fixed limits, it just flows with the rise and fall of the phrase until it reaches the end, and it

will not be measured by foot or fingers. 
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In this specific case, rhythm seems to be considered very differently in speech and in music. Musical

rhythm in the Baroque period is organized in metrical structure. Looking at the page of music, the bar

lines mark the regular units with the established hierarchy of beats. On the other hand, transcending the

elementary metrical structure by highlighting the articulation of the "words", sentences or movement of

the dance patterns, the regularity of bar-lines will disappear, and even the musical phrase will “flow with

the rise and fall until it reaches the end.” In my practical case study of Castello sonata, I will explore this

“transcendence” of the basic metrical structure by implementing the imitation of imaginary text and bodily

gestures, inducing the rhythm with flow and expressivity.

Feets are composed of more syllables. Quintilian lists the different feet: 

• Spondee = two long syllables

• Pyrrhie or Paraiambus  = two short syllables

• Iambus = short long

• Trochee =  long short

• Dactylos = long short short 

• Anapest = short long long

• Cretic = long short long

• Amphibrachys = short long short

• Bacchius = short long long

• Palimbacchius = long long short

• Trochee = short short short

• Molossus = long long long

Then he adds some considerations regarding the character of the different feet: short syllables are best

adapted for a nimble and rapid style; long syllables carry greater dignity and weight. When a short syllable

is followed by a long, the effect is of the vigorous ascent, while a long followed by a short gives a gentler

impression and suggests descent. 

The Cretic (long short long) is excellent both for beginning and end. Dactyl (Long short short) is good for

lofty passages with long sonorous vowels. Violence is best expressed by the Iambus (Short long).

In general it has a better effect to begin with a long syllable. The Trochee (long short) is not very good for

endings. All the feet ending with short syllables will lack the stability required for the cadence, they

should in rule be employed where speed is required.

Quintilian states that if the rhythm is not pronounced clearly enough, the orator will cease to carry

conviction and stir the emotions of the listener, but since good rhythm is judged by the ear, in the end the

orator must strive to have a natural flow. Quintilian stresses that even though a great care should be paid to

the building of the rhythmical patterns and feet during the preparatory process, in the actual delivery it

should sound easy and flowing, and not like a result of an elaborated research.

It is striking how many of Quintilian's considerations on the application of the feet in structuring the

rhythm are valid in music. Understanding the rhythm as a structure of patterns manifested in the

articulation but also, importantly, in the body movement and gestures, enhances the strength of the

delivery. 

Intervals and dynamics

Cicero compares the different tones of the voice to strings of an instrument. They can answer to every

touch: high, low, quick, slow, strong, soft, smooth and rough, limited or full in volume, tenuto or staccato,

faint or harsh, diminuendo or crescendo – exactly as with the nuances one can create playing an

instrument. 

According to Cicero these modulations of the voice are the tools of the orator, and what he must master to

secure variety in his speech – he compares these tools also to the colors of the painter.  Cicero's

comparison of the voice to a string instrument, is one of many allusions to musical features as being model

for the orator. 
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Articulation and punctuation  

Pronunciation consists of producing the phrases and words in a right and clear way, or in Cicero's words

“regulate our tongue and breath and tone of voice”7. An orator (as well as a musician) wants to escape

faults as having a too soft voice, or one that is “unmusical and out of tune”8. Cicero describes the

difference between an inexperienced orator who says as much as possible, as fast as possible, without any

conscious breathing (punctuation), and an orator who unfolds his thoughts in an organized way, breathing

according to the meaning of the sentences.

Quintilian mentions three elements of punctuation: comma, colon and period (= full stop).

He says:“In all artistic structure there are three necessary qualities: order, connection and rhythm” 9.

The sentences should be built up logically, increasing or decreasing in an organic way. Quintilian

recommends the orator to care especially about the conclusions of the periods (phrase endings), “all

harshness an abruptness must be avoided at this point, where the mind takes breath and recovers it’s

energy”10. After a phrase ending, the orator must pay special attention to the beginning of the next phrase,

because the audience will have its attention fixed on that. Both Cicero and Quintilian stresses that is is

important to be aware of the audience, the context and the circumstances in which the oratory takes place.

All these considerations on articulation and punctuation are very important and valid in music. Especially

in instrumental music, where we sometimes tend to forget that the model (at least in early music) is vocal.

By consequence breathing should often be a part of the phrasing. This is of course an even more important

issue for string players, since breathing for us is not a primary physical necessity for the sound production.

Furthermore, the topic of articulation and punctuation is crucial regarding acoustic, since the use of

articulation and punctuation largely depend on the size and resonance of the room, and the distance to the

audience.

Ornamentation and phrasing

Cicero states that the different topics of speech and the method of embellishing them cannot be separated:

“Every speech consists of matter and words, and the words cannot fall into place if you remove the

matter, nor can the matter have clarity if you withdraw the words”11.

Before using ornamentation, the orator should first know the general style, and have a sort of inherent

color and flavor. Quintilian also insist on this point. He stresses that the speech should first be acceptable

in its simple form before it can be ornate. The orator must first consider his ideal of style, and then how he

will express this ideal in actual words: “The next essential is to decide by what kind of metaphors, figures,

reflexions, methods and arrangement we may best produce the effect which we desire” 12.

Cicero points out the importance of well distributing the ornaments: “To embellish the speech with

flowers of language and gems of thought, it is not necessary for this ornamentation to be spread evenly

over the entire speech, but it must be so distributed that there may be brilliant jewels placed at various

points as a sort of decoration”13. To illustrate this, he compares with the other senses: too sweet perfumes

don’t give pleasure, and very quickly we dislike the taste when it is extremely sweet. So, moderation is the

key regarding ornaments and style, since pleasure and disgust are only narrowly separated. Here Cicero

also intends moderation in use of energy, the importance of choosing the right places to use it, and the

places for keeping and accumulating it. 

Quintilian equally recommends simplicity and gracefulness for the ornamentation, he points out that

“True beauty and usefulness always goes hand in hand”14. According to Quintilian, ornamentation is the

equivalent to the skillful use of metaphors.

Cicero mentions two categories of ornamentations for a speech: Figures of thought and figures of speech.

Some of the figures enumerated by Cicero:
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Figures of thought 

• Amplifying a statement

• Explication (often countered by a rapid review)

• Suggestion

• Conciseness achieved with due regard to clearness

• Digression (a passage or section that deviates from the central theme in speech or writing, Cicero

observes that “after this, the return to the subject will have to be neatly and tactfully effected”15)

• Exposition of what one is going to say

• Its distinction from what has already been said

• Return to a point set out already

• Repetition

• Exaggeration

• Interrogation

• Rhetorical question

• Statement of one’s on opinion

• Irony and Sarcasm (saying one thing, meaning another)

• Preparation of what one is going on to

• Comparison and examples

• Division into parts

• Interruption

• Contrast of opposites

• Relapse into silence

• Anger 

• Promise of proof

Figures of speech

• Iteration of words (iteration is a repetition but with a variation in design)

• Changing or altering a word

• Repeating the same word several times (in the beginning or end of phrase)

• Starting and ending phrase with the same word

• Climax

• Assigning a different meaning to the same word used several times

• Repetition 

• Words with same ending or words, which sounds alike

• Advance step-by-step – and the opposite: Inversion

• Antithesis (exactly opposite)

• Omission of connecting particles

• Change of subject

• Self-correction

• Exclamation

• Abbreviation

• Hesitation

• Unexpected turn of expression

• Enumeration of points

• Running on and breaking off

• Indication of similarity

• Answering one’s own question

• Order

• Reference back

• Digression

• Periphrasis (use of other words and a longer phrase to describe initial phrase)
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Quintilian goes further into defining and naming the figures. Some examples of his most commonly used

figures with some of his own illustrative examples:

• Parenthesis: the insertion of some remark. An explanatory or qualifying word or sentence inserted

into a passage. 

• Apostrophe: directing the attention away from the audience to a third party, often absent or fictive.

• Addition: a form of amplification consisting in repetition and expansion

• Regression: repetition, but used to mark a contrast

• Asyndeton: omission of connecting particles, ex. Quintilian quotes Cicero: “I ordered those

against whom information was laid, to be summoned, guarded, brought before the Senate: they

were led into the senate”16. 

• Polysyndeton is the opposite of Asyndeton: a high number of connecting particles used, ex. “His

house and home and arms and Amyclan hound and Cretan giver” 17. Both Asyndeton and

Polysyndeton makes out utterance more vigorous and emphatic.

• Climax, also called Gradation: involves addition, since it repeats what has already been said, ex.

“It was the energy of Africanus that gave him his peculiar excellence, his excellence that gave

him glory, his glory that gave him rivals”18.

• Aposiopesis: breaking off or pausing speech for dramatic or emotional effect.

• Antithesis: juxtaposition of opposing or contrasting ideas

• Hesitation: is both a figure of speech and a figure of thought. When hesitating over a word it’s a

figure of speech, when hesitating over a thing it’s a figure of thought.

As the figures of thought and the figures of speech represent the ornamentation of an oratory, so do

musical figures and diminutions represent the ornamentation in Renaissance and early Baroque music.

Many parallels can be drawn between the figures of speech and thought, and the elements applying

musical ornamentation. In the Renaissance and early Baroque music, the ornamentation is sometimes

suggested by the composer, but most often it is supposed to be added by the performer. It is crucial for the

performer both to distinguish the ornamental figures from the basic musical structure (and perform it as

such) as well as add ornaments that fit into - and enhance - the basic structure. I will try to point out some

concrete examples of ornaments/figures in Dario Castello's Sonata.
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Delivery 

Cicero considers delivery as the dominant factor in oratory: “Without delivery the best speaker cannot be

of any account at all, and a moderate speaker with a trained delivery can often outdo the best of them.” 19

In the delivery the important factors are the variety of the tone of the voice, the gestures and the ability to

arouse the emotions in the audience. Cicero sums up some of the most important emotions, and the

corresponding use of voice:

• Anger: “Shrill, hasty, with short abrupt clauses” 20

• Compassion and sorrow: “Wavering, full, halting, in a mournful key” 21

• Fear: “Low and hesitating and despondent” 22

• Energy: “Intense, vehement, eager with a sort of impressive urgency” 23

• Joy: “Gushing, smooth, tender, cheerful and gay”24 

• Dejection: “A heavy kind of utterance, not employing appeal to compassion, drawn out in a single

articulation and note”25

All these emotions are to be accompanied by gesture: “For by action the body talks, so it is all the more

necessary to make it agree with the thought”26. According to Cicero, the orator is very close the actor.

That doesn’t mean that he should be an actor himself, but he should at least have the ability to exercise a

good critic of an accomplishment which is not his own. 

The voice is the most important component in a delivery. The expression of the face is next in importance:

“For delivery is wholly the concern of the feelings, and these are mirrored by the face and expressed by

the eyes; for this is the only part of the body capable of producing as many indications and variations as

there are emotions, and there is nobody who can produce the same effect with the eyes shot”27.

As well as Cicero, Quintilian considers delivery as the supreme aspect of oratory, and that a mediocre

speech supported by all the power of delivery will have more effect than the most excellent speech

without it. Delivery implies the whole mind, the emotions and the body: “All emotional appeals will

inevitably fall flat, unless they are given the fire that voice, look, and the whole carriage of the body can

give them”28. Quintilian agrees with Cicero upon the fact that “the voice has the first claim on our

attention, since even our gesture is adapted to suit it”29. He mentions two essential aspects regarding the

voice: the nature of the voice, and the manner in which it is used. The nature of the voice depends on the

quantity or volume (strong or weak), and on the quality or timbre (clear, husky, full, thin etc.). The tone

must always be agreeable and not harsh. But it must be rather strong and harsh than effeminate and too

soft, because “A weak voice is incompatible with first-rate excellence in delivery” 30. 

As for the language itself, the delivery has to be correct, clear, ornate and appropriate. The First essential

for clarity is the good pronunciation of the words. The delivery will be clear if the words are spoken in

their entirety – not being clipped or swallowed “as so often the case, since too many people fail to

complete the final syllables through over-emphasising the first”31. Although the words must be given their

full phonetic value, Quintilian considers a mistake, and a tiresome effect, to fall into excess and pronounce

every letter. The second essential for clearness is that our language must be properly punctuated. It is

important to know where there is a momentary suspense or a full stop (equivalent to the cadences in

music).

Quintilian defines two essentials for a good delivery which seem to have contradicting qualities. The first

essential is evenness – without irregularity of rhythm and sound, avoiding the extreme mix of long and

short, high and low, loud and soft that has no logic or organic discrimination.

The second essential is variety of tone “And it is in this alone that delivery really consists”32. Quintilian

stresses that evenness and variety are not incompatible, since the opposite of evenness is not variety, but

unevenness, and the opposite of variety is not evenness, but uniformity (or monotony). The orator must be

aware not to confuse the speech by excess of volubility, which results in missing punctuation, loss of

emotional power and clipping of words. For an appropriate delivery, the voice must be adapted to the

nature of the various subjects on which the orator speaks, and the moods they demand.“It is of the first

importance that we should know what are the requirements of time, place and character on each occasion

of speaking”33.
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According to Quintilian, the gesture is a very powerful agent of communication because it can speak by

itself, without any need of words. If the gestures and the expressions of the face are not in harmony with

the words we say, our speech will loose all its power of conviction. Gesture and movement also produces

grace.

The greatest influence is made by the glance, because more than anything else it reveals our state of mind.

It “conveys a world of meaning and is often more eloquent than all our words”34.

The motion of the entire body contributes to the effect of the speech. Quintilian quotes Cicero who holds

that the body language is more important than even the hands: “The orator should control himself by the

poise of the whole trunk”35. But Quintilian states: “The orator should be as unlike a dancer as possible,

and his gesture should be adapted rather to his thought than to his actual words”36. By consequence it is

important for the orator to have a stable position of the feet, in rare occasion walking a few steps to and fro

is acceptable. 

This point is not necessarily valid from a perspective of musical performance, since music is closer to

dance than the public speech Cicero and Quintilian are referring to. I will go further into this topic in the

next chapter.

Quintilian speaks of three main qualities of delivery: it should be conciliatory, persuasive and moving. A

conciliatory effect is secured either by charm of style, or by producing an impression of excellence of

character, revealed by voice and gesture. A persuasive effect is secured by the power of assertion, revealed

by confidence and firmness. “The method of arousing the emotions depends on our power to represent or

imitate the passions”37. 

Both Cicero and Quintilian stress the importance of the Eloquence. The verb Eloqui means the

communication to the audience of all what the orator has conceived in his mind, in Quintilian's words: “It

is this which is the chief object to our study, the goal of all our exercises and all our efforts at imitation,

and it is this that we devote the energies of a lifetime; it is this that makes one orator surpass his rivals,

this that makes one style of speaking preferable to another” 38.

Cicero defines the best orators as: “those whose speeches are clear, explicit and full, perspicuous in

matter and in language, and who in the actual delivery achieve a sort of rhythm and cadence – that is,

those whose style is what I call artistic”39.

In the following chapter I will describe my study and interpretation of Dario Castello's Sonata, applying

the principles of a good delivery from Cicero and Quintilian. 

How can I implement the knowledge of rhetorical delivery into my musical interpretation? What is the

connection and what are the differences between the delivery of speech and the musical performance?
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Dario Castello's Sonata Seconda a Sopran Solo

In this chapter, I revisit the main rhetorical concepts from the theoretical sections in a practical application

on Castello's Sonata Seconda. My findings are illustrated by the annotated score in appendix. Since this

study is quite detailed, I will limit most of my examples to the first half of the Sonata.

Structure: (See the score in appendix)

I have marked several larger sections and named them according their possible resemblance to the division

of a rhetorical speech:

• From the beginning to the middle of bar 11: Introduction.

• Second half of bar 11 to the middle of bar 23: Narratio - “statement of facts”, or a description, a

story.

• Second half of bar 23 to the middle of bar 31: This could be an apostrophe or a digression.

• Second half of bar 31 to bar 51: This could be a sort of “Refutatio” since it contains dialoguing

motifs, a sort of arguing.

Not all the parts of rhetorical delivery can be directly transferred on the musical structure of the Sonata.

For example I would opt for a more energetic opening of the Sonata, and not an introduction realized by

“gentle and correct delivery” as advised by Cicero and Quintilian. The first phrase of the Sonata seem to

jump straight into a dramatic action without any introductory “warm up”. But the next section requires

indeed a “more emphatic delivery”, agreeing with the oratory art of Narratio. The section starting on the

upbeat to bar 24, asks quite naturally for a more gentle character. In my opinion, this  little section can be

considered as an “Apostrophe”, a figure of thought described in the previous chapter. The dance-like

section from the middle of bar 31 seems to “ask for a livelier, more energetic” delivery, since it has a

character of a dialogue or arguing. 

Rhythm

In my study of Castello's Sonata, I realized I have to distinguish between the sections that are speech-like

and dance-like. The speech-like sections require different quality of movement and timing, closer to the

gestures of an orator. The structures of the dance-like sections in this Sonata are quite irregular, but

regarding their movement and timing, the patterns still assimilate a sort of regularity and repetitiveness of

the dance steps. 

If gestures are less regular and spontaneously triggered by the (musical) ideas, the dance movements are

organized in more structured patterns and reflect a continuous general mood, affect, or attitude rather than

any concrete intentions. 

The beginning of the Sonata is closer to

speech, whereas from the middle of bar

31, the section is more dance-like. This

last section is also very active in a

dialoguing way, and full of humor with

its irregular rhythmic structure. 

Bar 31-33

Intervals and dynamics 

As example for this topic, I've chosen the transition (bar 22-23) from the narrative part to the more gentle

“Apostrophe” section in which it seems very obvious to change radically the character and the dynamic.

In this section, it seems natural not to continue “speaking” clearly and loudly to the whole audience, but to

turn inwards with a more introverted expression. Naturally the dynamics will follow the musical and

expressive intention. 

The fact that in the renaissance and early baroque music there are basically no dynamics indicated in the
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music, does not mean that the performers did

not use a large range of dynamic and

expressive contrasts. On the contrary, as the

dynamics and timing were directly related to -

and triggered by - the emotional state of a

performer and the musical content. The

expressive impact of spontaneously used

dynamics must have been much stronger than

the one of fixed dynamic indications provided by later periods.

Articulation

Since most of the elements in early baroque music derives directly from

vocal music with text, I have tried to think of pronouncing an imagined

text while working with the articulation. Notes often belong to the same

“word” or phrase across the bar lines.

Punctuation

The division of the phrases by a punctuation is given by text (singers) or by breath (wind instruments).

The limitations of breath will require a logical division into phrases, where the inspiration will create a

natural comma between the phrases. This is not so obvious for instrumentalists not using the breathing to

produce the sound. The imitation of singers in what might seem to be a limitation, is paradoxically crucial

in the rhetorical concept of musical delivery. If in the Romantic music, singers and wind instrumentalists

devised techniques to avoid (or hide) breathing, the early Baroque music builds its expressive vocabulary

on the principles of punctuation and breathing.

The straightforward application of the comma as

“taking more time” between the phrases (i.e.

making a clear gap) did not seem to work

musically in the Sonata by Castello. I realized

that the proper comma between the phrases is

created more naturally by the cadential stress and

release, where the bounce on the dominant

creates a centrifugal energy which naturally

releases into the tonic. The new phrase then comes out of the equilibrium in the cadence, clearly defined,

but not fabricated by an unnatural or artificial gap. Regarding the punctuation, there are many possibilities,

leading to different characters and expressions.
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Ornamentation and figures 

Most of the ornaments I have marked in the score, can be considered as equivalent to the various figures

of thought and figures of speech in the language. Some of the figures seem to be closer to a musical

language than others. Figures as addition, abbreviation, repetition or iteration and gradation/climax, seem

easier transposable into a musical context than for example asyndeton or polysyndeton, which are very

specifically related to the grammatical syntax of a phrase.

In the previous chapter, I mentioned how the ornamentation is sometimes written out by the composer,

sometimes supposed to be added by the performer, and how crucial it is for the early music performer to

be able to distinguish the ornamental figures from the basic musical structure. Here I will give an example

from the Sonata, bar 7 and 8:  

The first line shows Castello's original text. In the second line, I reduced the text by omitting Castello's

ornamental figures, resulting in a simplified melodic line corresponding to the basic harmonic structure. In

the third line, I ornament the simple melody going even beyond Castello's original ornamental figures. 
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Conclusion

In the previous chapters, I demonstrated some practical examples in my Castello case study. It has been an

extremely interesting process for me to focus so thoroughly into the details of the interpretation, while still

trying to keep the great overview – as prescribed by Cicero and Quintilian.

This project has been enriching on many levels. During the first stage of the work, I had the immense

opportunity to study the early Italian music and rhetoric directly in the place of its origins, in Rome during

a two month fellowship stay in the danish institute (Accademia di Danimarca). It has been tremendously

inspiring to read Cicero and Quintilian's masterpieces of rhetoric, in the very surroundings where they

were written. 

I must admit, I have often been confused during the working process. To classify the subject of rhetoric

into categories that are directly applicable in music is not so easy and straightforward as I initially

expected. I oscillated between the stages of naive optimism (when I discovered some quotes from

Quintilian or Cicero that seemed to fit perfectly in the realm of musical performance) and pessimistic

despair (when I realized how difficult it is to really apply rhetorical principles into my playing).

One of the most important things I have understood during this work, is how closely connected things are.

In both rhetoric and early baroque music, the creation and delivery cannot be separated from each other.

The composers in the late Renaissance and early Baroque were performers, similarly as Cicero and

Quintilian expected the orator to write his own speech. Quintilian says it in this way: 

“Every speech however consists at once of that which is expressed and that which expresses, 

that is to say of matter and words” 40

It is irrelevant and superficial to apply the general traditional performance practice into a piece of early

Italian baroque music. To understand what the music really means and what the composer intended, I, as a

performer, must become a composer and understand the piece of music in the context it was created.

Understanding the underlying rhetorical principles gives a deeper insight into the music, and consequently

helps immensely to find the means of delivery. The knowledge of rhetoric is a very useful tool to reach

that understanding. In this regard, it has been fascinating to discover the wide range of different

expressions, and the immense freedom for the performer to chose his interpretation, still following the

guidelines of the musical score and the rhetorical principles. The outcome of this process is a performance

being at the same time historically informed and very  personal.

At least as important as the rhetorical knowledge, is the intuitive approach of delivery, the spontaneity in

the performance, since it gives freshness and presence to the interpretation. Regarding this aspect, the

project has opened new horizons for me, and its completion is only initiating further development and new

paths. In my future work as a musician, I envision a further exploration of the rhetoric, embodying its

principles, in order to be able to use it intuitively. In this respect, I find it appropriate to end with a quote

from Quintilian quoting Cicero: 

“The main secret of artistic success is that whatever we do should become us”41.
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