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In first con side ring what I would speak about at a sym posium entit led “Da s Alte 

im Neuen”, the topic of ob jectivity immediately sprang to mind. After all, the 

rise of ob jectivity as a per formance ideal in the course of the t wentieth century, 

an d the con sequent inter pretation during the s of histo rical sources through 

the lens of a by-then ubiquitous ob jectivity, is the sub ject of a course that I have 

been teaching at the Con servatory of Amsterdam for more than ten years now. It 

would have been easy for me to re-work a lecture from this course into so mething 

for the sym posium: to have pulle d my CDs of Arnold Dolmetsch an d Wand a 

Landowska out of the cup board, to have made Richard Tarus kin do a little 

dance be fore y our eyes, an d to have frighten ed y ou with that Big Bad Wolf, Igor 

Stravinsky. However, the more I con sidered this plan, the less attractive it 

see med. De monstrating the histo rical inaccuracy of ap p lying an idealized ob jec-

tivity to Baroque music is so mething that I have grown weary of do in g.

What is of far greater interest to me than modernist ob jectivity is good old-

fashioned sub jectivity, the ex perience in the body an d soul of the player during 

per formance. But this topic is taboo. T hough many E arly Music practitioner s in 

this post-Tarus kin world would hotly deny that they a spire to ob jectivity in t heir 

per formances, few would em brace sub jectivity w hole-heartedly as a viable ap-

 proach to music of the past. That would be … well, naive, an d Heaven hel p an y-

one w ho might em brace such a s implistic ap proach to the per formance of E arly 

Music, as one based on personal feeling!

Moreover, the im possibility of giving external, verifiable con text to a purely 

inner ex perience makes it difficult for an y prot agonist of sub jectivity to meet cur-

rent standard s of scholar ship. One can take di stance in dis cussing the rise of ob-

 jectivity in the th century. One can cite articles an d consult s cores, one can 

theorize using terms like ‘modernis m’, or Neue Sach lich keit; in s hort, one can be 

scholar ly. Ob jectivity can be dis cusse d ob jectively an d the re fore is worthy of aca-

demic in quiry. But how can one be ob jective about the inner feeling of per for-

mance?

What follows then is not meant to con form to rigo rous academic standard s. 

Rather, it is an essay that takes as its starting point my own re flection s, viewed by 

the re fracted light of th-century sources, on the sub ject of the emotions of the 

per former during per formance. I have consulted treatises from Germany, Eng-
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 land an d France written in the first half of the th century – not on ly text s about 

music, but I also have in clude d an acting treatise. My choice s are, of course, sub-

 jective, but these are the text s I kept com ing back to in my musings on the topic 

of the inner ex perience of the per former. In order to under stand why I have cho-

sen these sources above all o ther s, an d inde ed, in order to follow my arguments, 

two fundamental premises of this essay must be dis closed.

The first premise is that, in the th century, music an d r heto ric were seen as 

closely re lated: music was be lieved to be a kind of language, a com position was 

heard a s an oration an d the composer, like an orator, ai med to move an d e dify 

the listener s through per formance. The second premise is that the affects or pas-

sions, as con ceived of in the th century, were not so ver y different from what we 

call emotions today. When histo rical sources speak of tears, of s ob s, of trembling 

as bein g the perceptible signs of the passions in the human frame, I under stand 

that they are speaking of emotions so strong as to manifest themselves in the 

body physical ly.

An d inde ed, it is with emotion that I begin, turning to Johann Mattheson 

(–), w ho de dicated a chapter of his Der voll kommene Capell meister 

(Part I, Chapter ) to a dis cussion of how music move s the affection s. One could 

an d really should ex plore this material in depth, in all of its complexity, but for 

my present pur poses suffice it to say that Mattheson draws a cor re lation bet ween 

what we today might call musical ‘ge stures’, an d the sensations one feels in the 

body during the ex perience of specific emotions. Thus, the sensation of the ex-

 pansion of the body that is con comitant with the emotion courage can be mim-

icked musical ly by mean s of ex pansive inter vals. In turn, the musical i mitation of 

the inner feeling can trigger a similar somatic ex perience in the listener. This cor-

 re spondence bet ween musical sound s an d the ‘feeling of what h appen s’ in the lis-

tener’s body will, accord ing to Mattheson, move the listener to the ver y same 

affect that the music is mimicking, by mean s of the per formance. If  music was a 

drug to heal the emotions, it was prescri be d by the composer an d ad ministered 

by the per former, w ho, let us not f orge t, were often one an d the same person.

The th-century composer had at his dis posal a n umber of common places or 

figures – call them musical ge stures if  y ou will – which were based on this princi-

ple of mimesis or mimicry. He could use these musical figures to fire his own cre-

ative musical i magination in the act of com position, in order to better move the 

audience during acts of per formance. To give an o ther example, in op position to 

large inter vals, which Mattheson be lieved could pro voke courage or joy in the 

body of the listener, were the s mall ones that trigge red melancholy or sadness. 

Such common places, however, were not always fully effective on t heir own. Ac-

cord ing to Mattheson, some affects could not be pro perly ex presse d by the com-

mon places, un less the latter were fur ther augmented by material drawn from the 

composer’s own sub jective, personal ex periences. One such affect was love, of 

which he w rote:
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“A composer of amorous com positions must certain ly here consult his own ex perience, be it past or 
present; for in hims el f, an d in his own affect, s hall he find the best model, accord ing to which he can 
arrange his ex pressions in sound s. If  however he has no personal ex perience of, or no truly lively feel-
ing [of ], so noble a passion, then he should not bother with it; for he is more likely to succeed in all 
else be fore this oh so sensitive in clination [affect]. […] N ex t to love, one w ho wishes s kill fully to re p-
resent sadness in sound s [der die Traurig keit im Klang e wol vor stellen will] must, much more than 
the o ther passions, feel an d ex perience it; o ther wise all the so-calle d loci topici […] will go down the 
drain. The reas on is that bein g sad an d bein g in love are two closely re lated t hings. Qui dit amoureux, 
dit triste.”

An d then Mattheson goes on to say: “It is true that most of the o ther passions, 

when they are to be re presented naturally, must be stron gly felt by the composer 

to a great degree […].” Inde ed, having devoted such a significant portion of his 

chapter to the affection s, he closes by saying that he will not try to go fur ther de-

 scribing the in dividual passions because con side ring

“that the affects particular ly have just the [same] condition as that of a bottom less sea, so that, how-
ever much trouble one might take to draw up so mething com prehensive about them, on ly the mini-
mum would be completed, endless amount s, however, would be left un said, an d should be left to 
each in dividual’s own natural re ceptivity [Emp findung].”

Oh, worthy listener! Are these not word s to make an e arly musician tremble? 

Have we not s worn faith fully to serve the ‘composer’s in tentions’? To f orgo per-

sonal whims, to re nounce the e gotistical act of making a piece our own, in favour 

of re pro ducing what the composer hims el f  wanted to hear? Yet, how can I know 

what Mattheson ex pected to hear, if  he based his ex pression not on some th-

century pattern, some stock ge sture, some abstraction of feeling, but rather his 

own personal ex perience of love an d sadness … the deep an d often terrible ex pe-

riences of the human heart? What know I of Mattheson’s personal amour s an d 

sorrows? I on ly know my own, an d to ex press mysel f, my own feelings, an d my 

own personal ex periences, is forbidden me!

It is forbidden me – not by an y histo rical treatise that I am a ware of – but 

rather by the ideo logies of the late th-century E arly Music movement, particu-

lar ly as it devel oped in the Low Countries after World War II, in the wake of 

Gustav Leonhard t’s (–) successes. The roots of this distrust of personal 

feeling can, in fact, be traced back to well be fore the Great War. My ongoin g 

study of inter-bellum criticism levelle d at the hyper-Romantic conductor Willem 

Mengel berg’s (–) St Matthew Passion per formances makes clear that 

Dutch critics like Herman Rutter s (–), an in fluential music pedagogue 

an d critic w ho w rote for the Alge meen Handels blad, ob jected stron gly to the in-

 jection of personal feelings into an y sacred music, since this would bring it too 

close to the per formance of opera. The ex pression of the personal was pejora-

tively labelle d by Rutter s virtuosity, an d such virtuosity was stron gly condem ned 

as e gotistical, s el f-serving an d crowd-p leasing. The close temporal an d ideo logi-

cal proximities of Rutter’s religious (Pro testant) ideals to those of the con tempo-
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raneous Sing be wegung, which sought to connect modern man with a timeless 

uni versal spirituality through a collective, ob jective per formance of music, led 

Rutter s to view all great music as sacred, an d thus the personal was to be forever 

banned from the concert s tage: sacred music – an d remember that all great music 

was con sidered spiritual an d the re fore ‘sacred’ – neede d no mediator. Inde ed, to 

inter pret, to mediate, would be to per ver t the in tende d message by tainting it 

with ego.

Rutter s’ music criticism, which appeared in one of the N ether land s’ most 

pro minent news paper s from  un til just after World War II, hel ped to create 

a climate in which the ob jective authenticity associated with the Dutch School 

could flourish. One method to achieve ob jectivity was for the per former to aban-

don an y attempt to p lease the audience. In , in the speech that he gave u pon 

re ceiving the Erasmus Prize for the famous Bach cantata re cord ing pro ject, 

Leonhard t w rote:

“The musician w ho move s has contact with ‘the music’; if  he should see k contact with the audience 
then he is vain an d uses the com position, in stead of serving it an d giving it an d hims el f  to the audi-
ence, using hims el f. […] The re fore, the artist (creative or per forming) can never, in my opinion, have 
contact with his fellow man. He chooses an ob ject rather than a sub ject for the sub limation of his 
humanity …”

A veil of s el f-ef facing spirituality is art fully draped over this passage. Why, one 

might ask, should an y musician want to sub limate his humanity, un less it is to 

leave the music un tainted by an y human contact? Moreover, Leonhard t seems al-

most to suggest that one cannot be in contact with the music an d the audience at 

the same time … but why should this be? Cannot the per former, like the orator, 

combine all the elements of that Aristotelian trium virate logos, patho s, etho s? But 

it is the moral im plication of Leonhard t’s language, whether in tende d by him or 

not, that I find most dis turbing; for if  the per former w ho seeks to move his audi-

ence directly is vain, then surely it is on ly logical to con clude that the per former 

w ho of fer s the music to the audience while entirely igno ring them, must be humble.

What histo rical ju stifications are there for creating such di stance from the au-

dience? Were the aims of r heto ric not defined, in the time of Cicero as in the th 

century, as docere, delectare, et mover e: to teach, to delight an d to move the lis-

tener? An d which, oh, which r heto rical treatise bid s us to teach, delight an d 

move the audience by igno ring them?

As re cent ly as , an o ther high ly in fluential re presentative of the Dutch 

school, Sigiswald Kui jken (b. ), ex presse d dis dain for vain per former s in an 

inter view:

“If y ou are a musician, y ou are not the one w ho should be dis playing his ego … with the hel p of 
what? The be autiful pieces all those composer s w rote in the past. Y ou can do that if  y ou really want 
to, but then I t hink that y ou are vain. [Y ou] can be ver y talented, but that is a stance that I don’t like. 
For in stance, for me, y ou [mustn’t] just use Bach an d Mozart to let y our own talent s hine. Better to 
play Kreisler an d the t hings that are made more to that pur pose; then that is nice. But with ver y fan-
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tastic, deep an d so me times ver y s imple geniuses, as Mozart or Bach so me times can be, these y ou 
must treat, I be lieve, with timidity; y ou see, y ou are in t heir service, which does n’t mean that y ou 
should n’t be creative, but y ou e specially must figure out […] what they want to say with what they 
w rote there. An d to that y ou must not ad d one iota, an d not start messing around with it too much 
because [y ou’ve decide d] y ou’re just goin g to make it interesting […]; or ‘to inter pret’ it, I mean for a 
n umber of years now alre ady I have been so dis agreeable as to say that I have had it with the word in-
ter pretation, I would much rather speak of realization. We need to realize the s cores; an d that is not 
ob jective […]. It is actually we w ho are do in g that, [the re fore] the d anger that y ou do it too ob jectively 
hard ly exist s.”

Kui jken here seems to suggest that a sufficient quotient of sub jective con tent is 

ensured in per formance by the mere fact that ‘we’ living human bein gs are ‘real-

izing’ the notes on the page. Wit hout ‘messing around’ with them, ‘inter preting’ 

them or ad ding ‘one iota’ of the personal to them, they will be sub jective e nough.

How well I remember one of my e arly lesson s with Sigiswald’s brother, Bart -

hold Kui jken (b. ), at the Royal Con servatory in the Hague in ! One re-

 mark made during that lesson in particular has re mained with me. It was 

prompted by my use of rubato in an th-century French piece that I was playing. 

Bart stopped me an d in formed me, kindly but firmly with that characteri stic 

t winkle in his eye, that I made “a ver y nice sauce” which I then “poured” indis-

criminately over e ver ything that I play ed. I can see why, from his point of view, he 

would find such a re mark necessary to make; but for me, the change s of tempo to 

which he ob jected re flected my inner ex perience of chan ging emotion while I 

per formed the piece. What he was saying to me, from my point of view, was actu-

ally that my personal feelings were like a sauce that I poured over e ver y piece I 

play ed, making them all sound … like me.

Oh, I can see that this seems a noble ideal, to banis h me, to banis h virtuosity, 

to banis h the ego, from the act of music-making (an d whether the devotee s of 

this style would ad mit it or not, by idealizing the ob jective, an attempt is made to 

banis h the ‘me’ from per formance). But how un satis fying an ideal it is for a mu-

sician like mysel f, w ho was drawn to per formance because it allowed me to ex-

 press mysel f, to ex press my feelings, in cluding my great love an d admiration for 

the music, an d to give my own heart a voice that could be heard by like-minded 

lover s of music! What most s hocked me – having come to the N ether land s from 

a different country with a different musical culture, where I had been trained to 

ap proach pre-th-century repertoire from an i maginative-poetic dis position – 

about the cult of ob jectivity was this under lying notion that my wish to commu-

nicate with the audience was in sincere, e gotistical, vain. I could see that I might 

be de lude d in my inter pretation, that I might entirely o ver shoot the mark in my 

per formances, but to say that I was in sincere was to miss the point entirely. After 

all, it was the ab solute ex perience of sincerity in per formance, the feeling that my 

heart, my soul, s poke directly to people through the music, in a way which I 

could not achieve with word s, that made me want to be come a musician in the 

first place. The sincere p leasure of sharing what I loved most in the world – mu-

sic! – with o ther s was my motivation. What was I to do?
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“But”, I hear my critics cry, “the solution is easy! The per former must s imply 

play wit hout over-inter preting, wit hout ex pressing too much emotion … just a bit 

of feeling, just a whiff of the personal here or there: an articulation s lightly big-

ger or s maller here, an accent s lightly more or less audible there … an d even if  

Mattheson reveals to us that the composer awakened his feelings while com pos-

in g, surely the per former should just play the notes. The composer has done the 

work alre ady, the per former need s not hing personal, need s not  em body the 

t houghts of the composer, nor amplify them by making them his own.” An d yet 

… an d yet … here is what Mattheson says about French opera singer s:

“Ob serve the French singer s, male an d female, how much fervour they ex pend on t heir [roles], an d 
[how] nearly all of them appear really to feel that which they are sin ging about. That is also why they 
stron gly awaken the passions of the listener s, e specially of t heir [own] countrymen, an d, by mean s 
of t heir ge stures an d manner, com pensate for that which they lack in basic training, stability an d 
voice.”

Here it is the ability of the French singer s, not to ‘realize the s core’ or even to sing 

well, but to con vince the audience of the authenticity of t heir feelings as they 

sing, through t heir acting, that en ables them stron gly to move the listener s. How 

did they do this, if  not by drawing on t heir own emotions, t heir own feelings? 

Mattheson praises them for the re sult, an d inde ed, the acting treatises of the pe-

ri od af firm the idea of an authentic personal feeling in fusing the text during per-

 formance. Let us turn to an English acting source, Charles Gildon’s (–) 

The life of M r. Thomas Better ton, published in London in . In it, Gildon re-

 count s the well-known an d oft-cited story of an ancient Greek actor named Po-

lus, w ho drew on his own personal sorrows in per forming the role of Electra. As 

Simon Gold hill in form s us:

“One of the most famous sto ries about ancient acting concern s the actor Polus. He was alre ady a 
celebrity per former when he was cast to play Sophocles’ Electra. Per haps the most moving s cene in 
the play is when Electra takes from the dis guise d Orestes the urn supposed to con tain her dead 
brother’s ashes. In Sophocles’ play, Electra laments over the urn with un be arable feeling. […] Polus 
s hockin gly fille d the urn with the ashes of his re cent ly dead son be fore he play ed Electra. The per-
 formance went down in Greek history as one of the most moving ever for actor an d audience 
alike.”

Thus, the story goes, the ver y real, ver y personal grief of the actor was used to 

awaken his own emotions in per formance, an d con sequent ly those of his listen-

er s. It was the sincerity of his sorrow that struck a chord with the audience. Let us 

now turn to Gildon, w ho de scribe s it thus:

“[Polus] went to the Grave of his own be loved Child, an d brings his Urn on, in stead of the suppos’d 
Urn of Orestes; which so mov’d him, an d melted his Heart into such Compassion an d Tenderness, 
at the Sight of that real Ob ject of Sorrow, that he broke out into such loud Ex clamations, an d such 
un feigned Tears, as fill’d the w hole House with Grief, Weeping, an d Lamentations.”
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Gildon, in de scribing a s cene from Shake speare’s Hamlet, then goes on to con-

done actor s for using personal emotions, not ing that the Bard hims el f  suggested 

that the actor’s soul be

“forc’d so to his w hole Con ceit, etc. The first place is the fixing this [the actor’s ‘Con ceit’] in the Soul, 
to engage that through ly [sic] in the Passion, an d then from her Working will his Visage warm, his 
Eyes flow with Tears, an d Dis traction s spread over all his Face; nay, then will his Voice be broken, 
an d e ver y Faculty of his Body be agreeable to this strong Emotion of the Soul. […] he derives a yet 
stronger Action when the Ob ject of Grief is real; which ju stifies what the Ancients practis’d in 
h eightning t heir Theatrical Sorrow, by fixing the Mind on real Ob jects; or by working y our s el f  up 
by a strong I magination, that y ou are the ver y Person an d in the ver y same Circum stances, which 
will make the Case so ver y much y our own, that y ou will not want Fire in Anger, nor Tears in Grief: 
An d then y ou need not fear affecting the Audience, for Passions are wonder fully convey’d from one 
Person’s Eyes to an o ther’s; the Tears of one melting the Heart of the o ther, by a ver y visible Sym pa-
thy bet ween t heir I maginations an d A spects.”

The ob jection may be raised that this is on ly ap plicable to actor s operatic an d 

theatrical. Yet, here is what Mattheson says in the chapter in which he praises 

French singer s for t heir con vincing per formances, his chapter on ge sture:

“Mean while, we will here on ly take account of as much [about ge sture] as serves our de scri be d pur-
 pose: for he w ho does not want to be come a pro fessional speaker, actor, [or] dancer should not re-
gard such in formation as a main sub ject of activity. An d yet, no one will be able to deny, u pon ripe 
re flection, that a large part of music, which is a speech in tones, is con tained in it, an d that, w hoever 
would be calle d a true master of music, if  not more, must at least have a clear under standing of it; 
no matter whether he wishes to be seen as an amateur with a good judge ment or as an artist w ho 
sings, plays or composes well.”

Thus composer s, singer s an d in strumentalist s, pro fessional s an d interested ama-

teur s all should know about the art of actio, or ge sture an d deliver y: an d we have 

seen that a personal, emotional deliver y was con sidered, not tas teless an d e gotis-

tical, but a ver y good t hing in the th century.

In closin g, let me re mind y ou all that the inner ex perience of the per former is 

e loquent ly de scri be d by Denis Diderot (–), in his Mémoires sur différen s 

sujet s de mathématiques of . This work con tain s a passage ex plaining the 

fail ure faced by the French in ventor Louis-Léon Pajot, Comte d’On s-en-Bray, 

w ho tried to con vince musician s that his newly-in vented ticking metro nome 

would be use ful to them. Diderot tells us that the musician s were not con vinced, 

because:

“They ob ject to all chrono meter s generally, that there are not per haps four bars in an air that have 
the same duration; two t hings necessarily con tribute to slow some down, an d to pre cipitate o ther s: 
ornamentation [le goût] an d harmony in pieces in several parts, an d ornamentation an d the im plied 
harmony in a solo. A musician w ho knows his art will not have play ed four bars of an air be fore he 
seizes its character an d abandon s hims el f  to it. It is the pure p leasure of the harmony that causes 
him to pause; here he wants the chord s to be struck, there he wants them to be veiled. This is to say 
that he sings or plays faster or slower from one measure to an o ther, an d even from one beat, an d 
from one quarter beat to the n ex t.”
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How different is this ex perience from that of many an e arly musician today! 

Diderot does not prescribe first reading the composer’s bio graphy in the New 

Grove; an d the composer an d his in tentions are, in fact, entirely ab sent from 

Diderot’s de scription. Nor does Diderot suggest making a p reparatory compar-

 ison of all known manu script sources, or even embarking on harmonic ana lysis. 

The per former s imply starts playing an d in tuitively seizes on the character of the 

piece in the course of his per formance. Once he has gras ped the air’s essence, he 

does not then engage all his ana lytical faculties to come to an ob jective under-

 standing of the composer’s in tentions, but rather abandon s hims el f  entirely to 

the sub jective p leasure of music-making, creating constant change s to the basic 

tempo based entirely on his own en joyment. Let us not f orge t, Diderot makes 

clear that he is not speaking of a vain, e gotistical per former, or of an ab errant ex-

 ception to the rule, but rather of a musician ‘w ho knows his art’.

Now, gentle listener, be fore y ou throw up y our arm s in exasperation, I will ad-

 mit that inde ed hund red s of years separate us from Diderot’s knowled ge able per-

 former. I am a ware that we cannot claim to have the inti mate knowledge that he 

had of how the music ‘was supposed to sound’, an d that we are no longer able, as 

he was, sub jectively to access the emotions of the past. If  y ou argue that the emo-

tions we have today are, well, the emotions of today, I will completely agree with 

y ou. But, my friend s, what o ther emotions do we have? What else do we have to 

work with? Now, I do not ad vocate per formances of Baroque music guide d solely 

by inner feeling, wit hout first e ducating, developing an d dis ciplining that feeling: 

if  I did, I would not teach at a con servatory, nor would I dis cipline my own per-

 formances by mean s of musical sources from the past. But I here sub mit that to 

ex clude the ‘me’ from a musical rendition is in compatible with a truly Histo rical ly 

In formed Per formance. Of course, I can reach, an d inde ed have reached, musical 

com pro mise: I have toned down the ‘me’ from time to time, to make it better fit 

the ideals of today. But really, to ex clude the personal ex pression of a musician 

s imply because that ‘me’ is un fashionably emotional is to im pose a character test 

on per former s of E arly Music based solely on the criteria of today’s prevailing 

taste. It allows on ly those with more dis passionate temperaments access to the 

s tage. An d in do in g so, oh remember, as William Blake (–) so rightly 

said, that “One Law for the Lion & Ox is Op pression”.
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Notes

 The aut hor wishes to clarify that he is a materialist, an d does not be lieve in a soul. The use of 
the word here is no more than a poetic con juring of the body’s s el f-a wareness.

 Attempt s have been made, see for in stance Roland S. Pers son: The sub jectivity of musical per for-
mance: An ex ploratory music-psycho logical real world enquiry into the de terminants an d e duca-
tion of musical reality, doctoral thesis, Uni ver sity of Hudders fiel d , ‹https://www.diva
-portal.org/s mash/ge t/diva:/ FULL TEXT.p d f› (last accesse d --).

 “Ein Ver fasser ver liebter Sätze muß s eine eigene Er fahrung, sie sey gegen wärtig oder ver flossen, 
aller dings hiebey zu Rathe ziehen, so wird er an sich, un d an s einem Affect selber, da s beste 
Muster an treffen, dar nach er s eine Aus drücken in den Klängen ein richten könne. Hat er aber 
von so thaner edlen Leiden schafft k eine persön liche Emp findung, oder k ein rechtes leb haftes 
Ge fühl, so gebe er sich ja nicht da mit ab: denn es wird ihm ehe r in allen andern Dingen glücken, 
als in dieser gar zu zärt lichen Neigung. […] Nächst der Liebe muß einer, der die Traurig keit im 
Klang e wol vor stellen will, selbige viel mehr, als die übrigen Leiden schafften, fühlen un d 
emp finden; sonst werden alle so ge nannte loci topici (ört liche Stellen der Rede-Kunst) in den 
Brunnen fallen. Die Ur sache ist, daß traurig seyn un d ver liebt seyn zwey gant z nahe mit ein an-
der ver wandte Dinge † sind.” – “†) Qui dit amoureux, dit triste. Bussy Rabut. Memoir.” Johann 
Mattheson: Der voll kommene Capell meister, Ham burg , pp. –.

 “Zwar müssen auch die andern Ge müths-Be wegungen, wenn sie natür lich vor ge stellet werden 
sollen, grössesten Theils von dem Ver fasser nach drück lich emp funden werden […].” Ibid., p. .

 “[…] es mit den Affecten in sonder heit eben die Be wand niß hat, als mit einem un er gründ lichen 
Meer, so daß, wie viel Mühe man sich auch nehmen mögte, etwas voll ständiges hier über 
aus zu fertigen, doch nur da s wenigste zu Buche ge bracht, un end lich viel aber un ge sagt bleiben, 
un d der eignen natür lichen Emp findung eines ieden an heim ge stellet werden dürffte.” Ibid., 
p. .

 See Jed W ent z: H. R. an d the formations of an Early Music aesthetic in the N ether land s (–
), Forschungs portal Schola Cantorum Basilien sis , ‹https://forschung.schola-canto
rum-basilien sis.ch/de/forschung/ina-l ohr-pro ject/rutter s-an d-the-e arly-music-aesthetic.html›
(last accesse d --). See also Anne S mit h / Jed W ent z: Gustav Maria Leonhard t in Basel: 
Portrait of a young harpsich or dist, in: Basler Jahr buch für historische Musik praxis  (), 
pp. –; Jed W ent z: Gustav Leonhard t, the Naarden circle an d E arly Music’s re formation, in: 
E arly Music  (), pp. –; idem: On the Pro testant roots of Gustav Leonhard t’s playing 
style, in: Bach. The Journal of the Riemen schneider Bach In stitute / (/), pp. –
.

 For the re lationship bet ween the Sing be wegung an d E arly Music see Anne S mit h: The develop-
 ment of the ‘Jugend musik be wegung’, its musical aesthetic an d its in fluence on the per formance 
practice of E arly Music, in: Groß Geigen um  / Orazio Michi un d die Harfe um , ed. 
Martina Papiro, Basel  (Basler Bei träge zu r Historischen Musik praxis ), pp. –.

 Cited in: Jed W ent z: Gustav Leonhard t, the Naarden circle an d E arly Music’s re formation (see 
note ), p. .

 “Als je musicus ben, ben[t] je niet diegene die zijn ego moet tentoon s preiden met be hul p van 
wat, die mooie stukken al die componisten ge schreven hebben in het ver leden. Dat kun je doen 
als je dat echt wil maar dan ben je een i jdeltuit, vind ik. Het kan heel talent vol zijn, maar dat is 
toch een houding die ik niet l euk vind. Bijvoorbeeld, ik vind, je gaat niet Bach en Mozart ge-
 bruiken om je eigen talent te laten schitteren. Speel dan liever Kreisler en die dingen die daar 
meer voor gemaakt zijn, dat is dan l euk. Maar met de hele fantastische, die pzinnige en soms heel 
een voudige genieën zoals Mozart of Bach toch kunnen zijn, dan moet je vind ik met schroom 
mee om gaan, zie je, je staat in dienste vind ik, wat niet wil zeggen dat je niet crea tief  moet zijn, 
maar je moet vooral proberen uit te maken wat deze mensen hebben ge daan, waar hebben ze het 
vandaan ge had, wat hebben ze willen zeggen met wat ze daar schreven. En daar moet je geen 
jota aan toe voegen, en moet daar niet te veel aan zitten prutsen, want je gaat dat effe inter essant 
maken en zo, of ‘inter preteren’, ik bedoel, ik heb al s ind s een a antal jaren echt de on hebbe  -
lijk heid om te zeggen dat ik het woord inter pretatie niet meer wil hebben, en dat ik veel liever 
praat over realizatie. We moeten de partituren realizeren, en dat is niet ob jec tief, maar wel het 
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zijn die partituren, het zijn geen andere dingen. Het zijn wel wij die dat doen het ge vaar dat je te 
ob jec tief  doet be staat nau welijks.” See E arly Music I con s: Barthold, Sigiswald & Wieland Kui j-
ken, Music Frame film s, , '"–'". See also Barthold Kui jken: The notation is not the 
music: Re flection s on E arly Music practice an d per formance, Bloom ington/Indiana polis , 
p. : “The com position is then often used as a pretext for dis playing the per former s’ own ideas, 
emotions, an d virtuosity. Re g rett ably, this also so me times h appen s under the commercially suc-
cess ful label of ‘authentic E arly Music on Histo rical In struments.’ The (mostly) non-specialist 
audience is generally not able to de tect the degree of con scious or un con scious manipulation in-
 volved, an d sure e nough, the per formance can be ver y captivating.”

 The ex act quotation was “Y ou make a ver y nice sauce, an d then y ou pour it over e ver ything.” It 
was not said un kindly, but it was meant as criticism. The immediate instigation came from my 
use of rubato, but because the f ree dom I took mimicked the ebb an d flow of my emotion in the 
act of playing, Bart’s d art ultimately struck far deeper than merely the question of playing in 
time.

 Bet ween the deliver y of this talk an d its publication my musical career ende d an d I have ceased 
to be a per forming musician. How odd for my older s el f  to hear a younger s el f  speak!

 “Man be trachte die Frant zösischen Sänger un d Sängerinnen, mit welcher In brunst sie ihre 
Sachen vor bringen, un d fast alle mahl das jenige wirck lich bey sich zu emp finden scheinen, 
wovon sie singen. Da her kömmt es auch, daß sie die Leiden schafften der Zu hörer, zu mahl ihrer 
Lands leute, sehr rege machen, un d durch ihre Geberden un d Manieren er setzen, was ihnen 
sonst an gründ lichem Unter richt, an Festig keit, oder an der Stimme ab ge het.” Mattheson: Der 
voll kommene Capell meister (see note ), p. .

 Simon Gold hill: How to s tage Greek tragedy today, Chicago/London , p. .
 [Charles Gildon]: The life of M r. Thomas Better ton […], London , p. –.
 Ibid., p. .
 “Dieses Orts werden wir in zwischen nur so viel da von in die Rechnung bringen, als zu unser m 

vor ge setzten Zweck dien lich ist: Denn, wer eben k ein Redner, k ein Schau spieler, k ein Tänt zer 
von Pro fession werden will, darff zwar der gleichen Lehren nicht als ein Haupt werk an sehen; 
doch wird niemand wieder sprechen können, daß nicht, wenn man es reiff lich er weget, ein 
grosses Stück der Music, die ja eine Klang-Rede ist, dar in stecke, un d daß, wer nur immer den 
Nahmen eines wahren Ton-Meister s be haupten will, wo nicht mehr, wenigsten s über haupt 
einen deut lichen Be griff da von haben müsse; er mag als ein Lieb haber, um wol zu ur theilen, 
oder als ein Künst ler, um wol zu spielen, zu singen un d zu setzen, an ge sehen werden wollen.” 
Mattheson: Der voll kommene Capell meister (see note ), p. .

 “Il s ob jecteront contre tout Chronométre en général, qu’il n’y a peut-être dan s un air quatre 
mes ures qui soient ex actement de la même durée; deux choses con tribuant nécessairement à ral-
lentir les unes & à pré cipiter les autres, le goût & l’harmonie dan s les pieces à plusieur s parties; 
le goût & le pressentiment de l’harmonie dan s les solo. Un Musicien qui sçait son art, n’a pas 
joué quatre mes ures d’un air qu’il en saisit le caractere & qu’il s’y aban donne: il n’y a que le 
plaisir de l’harmonie qui le sus pende; il veut ici que les accord s soient f rappés, là qu’il s soient 
dérobés; c’est-à-dire, qu’il chante ou jouë plus ou moin s lente ment d’un e mes ure à un autre & 
même d’un tems & d’un quart de tems à ce lui qui le suit.” Denis Diderot: Mémoires sur différen s 
sujet s de mathématiques, Paris , pp. –.

 William Blake: The marriage of heaven an d hell, plate . See Blake’s poetry an d designs: Aut hor-
itative text s, il luminations in color an d mono chrome, re lated prose, criticism, ed. Mary Lynn 
John son / John E. Grant, New York / London , p. .


