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Essay Nr. 27:  On the Doctrine of the Affections
All musical expression has an affect or emotion for its foundation.

F. W. Marpurg (1749)

Music of all the arts has the most influence on the passions 

and the legislator should give it the greatest encouragement.
Napoleon

The intellectual subject known as “the Doctrine of the Affections” is primarily associated with German music theorists of the Baroque.  It was above all a manifestation of Humanism in music, the movement to return music to its ancient role of expressing emotion and away from the fifteen centuries of Church dogma which associated music instead with mathematics.
Humanism in music had its roots in the rediscovery during the late Middle Ages of the “lost” writings by the ancient Greek and Roman philosophers, which the Church had attempted to destroy but which had survived in Arabic translations.    Following this one can trace growing interest in, and enthusiasm for, the role of emotions in music during the Renaissance and an almost total absorption with this idea during the Baroque (modern music history texts notwithstanding).  The doctrine of the affections was part of this last chapter and it was a study which attempted to discover exactly, in a physical sense, how music communicated specific emotions to the listener.
As the philosophers who promoted Humanism in music frequently based their ideas on the ancient writers, so too did those whom we associate with the doctrine of the affections.  For this reason, it might be helpful for the modern reader if we briefly review some of the weird-science – excuse us, physiological terms – which they discussed.
Hippocrates (5th century BC) of the Greek island of Cos, the traditional “Father of Medicine,” believed that man’s health was influenced by four fluids, known as the “Humors,” blood, phlegm, choler (yellow bile) and melancholy (black bile).
  It was his idea that good health resulted in a balance of these four fluids.  If there was an imbalance, then he treated the patient with broth of lizard, goat eye or whatever he deemed necessary to bring the fluids into balance.
The Roman doctor, Galen (130 – 201 AD) extended the idea of the four fluids by concluding they also influenced the man’s personality.  Thus he equates “blood” with a sanguine personality, amorous, happy, one who enjoys laughter, music and has a passionate and generous disposition; phlegm (phlegmatic), one who is sluggish, dull, pale and cowardly; choler, or choleric, a violent person quick to anger and melancholy, a melancholic or depressed, gluttonous, lazy and sentimental personality.   Now the concept became known as the “Four Temperaments,” instead of the “Humors.”  It was the doctor’s job, if he found an imbalance, to treat through the use of emetics, cathartics, purgatives or by bloodletting.  These views were held for centuries.  George Washington was subjected to bloodletting, and was killed by the procedure because his doctor mistakenly thought the human body held twelve instead of six quarts.
During the next fifteen centuries there were numerous new “sciences” which branched off from the “Temperaments.”  One of the evolutions of this theory in the 18th century was the quack-science of “phrenology,” founded by Franz Joseph Gall (1758 – 1828).  Through this “science” the practitioner concluded the dominant personality traits were reflected in the shape of the skull.  The practice of this study resulted in Haydn, Mozart and Beethoven being buried without their heads!

Another evolution of the Temperaments was to combine them with astrology, with three zodiac symbols assigned to each temperament.

Another label frequently used by the proponents of the doctrine of the affections was “the Passions.”  This idea had its origin in the philosophy of the ancient Stoics.
  After first dividing human ends into the good and the bad, the Stoics found four basic passions: desire, fear, delight and distress.  Secondary passions were related to these four, for example under desire we find anger, sexual desire and love of riches, etc.  For the Stoics these passions were actual movements of the soul and that the soul was a physical entity which could be explained by physical characteristics.  The Stoic sought to be free of the passions through his control of the movements of the soul.  

The Medieval Church tied this idea to the basic emotions, finding among the “concupiscible appetite” joy or delight, sadness, desire, aversion or abhorrence and love and hatred, and among the “irascible appetite,” hope and despair, courage and fear and anger.  The Church, of course, taught that the duty of the Christian was to keep the passions under subjugation.
As we have mentioned above, the doctrine of the affections is associated with the Baroque Period.  However, a few Renaissance references suggest that the basic ideas were being discussed earlier.  We must assume that the “humors” were sufficiently known to the theater audience that Lope de Vega could make fun of them in his Fuente Ovejuna,
Barrildo.  There’s no such thing as love.

Laurencia.  In general?  That’s too sweeping.

Barrildo.  Yes, and stupid.


The world itself could never last without it.

Mengo.  I can’t philosophize -- wish I could read!


But if the elements from which our bodies


draw sustenance -- phlegm, melancholy, blood,


and choler too -- are in perpetual conflict,


it stands to reason.

Barrildo.  Mengo, all the world,


here and up there, is perfect harmony,


and harmony is love, for love is concord.
 

The French philosopher, Jean Bodin (1530 – 1596) was particularly interested in the influence of geography on the humors.  In one place, speaking of the black bile, he makes a reference to music therapy in Germany.

In Lower Germany there are almost none who are mad from black bile, but rather from blood; this type of lunacy the common man calls the disease of St. Vitus, which impels them to exultation and senseless dancing.  Musicians imitate this on the lyre; afterwards they make use of more serious rhythms and modes, doing this gradually until by the gravity of the mode and the rhythm the madmen are clearly soothed.
 

The Italian philosopher, Girolamo Cardano (1501 – 1576), represents an early example of one attempting to associate specific musical gestures with specific emotions.

The first rule of artistic music: there is nothing more efficacious for pleasure than proper imitation.  It has three parts: manner [modus], sense [sensus], and sound [sonus].  These three do not always coincide.  For example, if one imitates the song of small birds, it is not necessary to imitate the sense, for their chirping has no meaning, but only their sound and manner....

We imitate by sense when there is great emotion, such as in the four moods of sorrow, joy, tranquility, and excitement....

A mood of commiseration proceeds in music in slow and serious notes by dropping downward suddenly from a high range.  This imitates the manner of those who weep, for at first they wail in a very high and clear voice and then they end by dropping into a very low and rather muffled groan.
 

The German philosopher, Henry Agrippa (1486 – 1536), found it quite logical to associate the humors with the “music of the spheres.”

Moreover, they that followed the number of the elements, did affirm, that the four kinds of music do agree to them, and also to the four humors, and did think the Dorian music to be consonant to the Water and phlegm, the Phrygian to choler and Fire, the Lydian to blood and Air, the mixed-Lydian to melancholy and Earth: others respecting the number and virtue of the heavens, have attributed the Dorian to the Sun, the Phrygian to Mars, the Lydian to Jupiter, the mixed-Lydian to Saturn, the hypo-Phrygian to Mercury, the hypo-Lydian to Venus, the hypo-Dorian to the Moon, the hypo-mixed-Lydian to the fixed stars…. 

The most original writing of the 17th century on the doctrine of the affections occurred in France, by two very well-known writers.  First, Martin Mersenne (1588 – 1648), author of the virtual encyclopedia, Harmonie universelle (1636), in his second treatise, Traite de mechanique, takes the basic idea of the doctrine of affections and expands it to include a discussion of music and taste.

We shall commence with tastes, the most agreeable of which must correspond to the octave.  These are the sweet tastes which are found in honey, sugar, flowers of honeysuckle....

The fatty or greasy taste corresponds to the perfect fifth, since, with the exception of the sweet, it is the most agreeable taste.

The perfect fourth is comparable to the salty taste, for the salty taste is disagreeable in combination with the sweet, as is the perfect fourth when it is joined with the octave.  If the perfect fourth is joined with the perfect fifth, however, it is agreeable, as is the salty taste with the fatty....

The astringent taste corresponds to the major third, and the insipid taste to the minor third.  These two consonances combine well with the octave, as do the astringent and insipid tastes with the sweet.  The gentle impression which the astringent and insipid tastes make on the gustatory sense is similar to that which the major or minor third takes on the ears.  Although they can be mixed with the salty, the astringent and insipid tastes do not combine so well with the fatty.  Similarly the major or minor third combines better with the perfect fourth than with the perfect fifth.  When the major or minor third combines with the perfect fourth, it forms the major or minor sixth.  The sixths, however, are less agreeable than the thirds.  Just as the thirds do not contain the octave or the perfect fifth, so the astringent and insipid tastes do not partake of the sweet or the fatty.

The major sixth corresponds to the sour taste, and the minor sixth with the acid taste.  Just as the major sixth combines well with the minor third and the minor sixth with the major third, so the sour can be joined with the insipid and the acid with the astringent.  Such taste combinations ought to result in the sweet taste, just as the major sixth combines with the minor third to form the octave and the minor sixth combines with the major third to form the octave.  The octave thus formed, however, lacks the perfect fifth, just as the corresponding taste combinations lack the fatty taste.

The sharp taste can be combined with the sour, such as wine with pepper, and that the sharp and sour agree with the tasteless and the sweet.  Just as the two sixths agree with the octave and the perfect fifth.  The two sixths can not be joined with the perfect fourth, just as the two aforesaid tastes can not be agreeably combined with the salty.

The bitter taste is like the whole-tone.  It is always disagreeable.  The tastes of all fruits begin with bitterness, as one experiences with unripe fruits.  So, too, songs often begin with the whole-tone.  The whole-tone is never more disagreeable than in combination with the octave, and the bitter is never more disagreeable than in combination with the sweet.

On the other hand, the bitter is never more agreeable than in combination with the salty, just as the whole-tone is never more agreeable than in combination with the perfect fourth so as to create the perfect fifth.  For this reason certain people prefer the taste of salty olives to that of pheasants.
 

Mersenne was also interested in the relationship of color to emotion.

It should be noticed here that songs are similar to the nuances of colors, which follows the idea of not being able to pass from one extremity to another without passing through a central shade.  That is why one can be instructed in making good songs by the consideration of the nuances, for as one has seven intervals, or eight sounds in the octave, so one takes seven or eight colors for each shade, as is seen in the shade of purple, blue, and chartreuse, or lemon yellow.  In this way one can compare each song to each color....

One can add that if songs are made of the twelve tones in the octave, one has also twelve colors, and that a shade may have as many colors as the octaves do sounds, or intervals, for each may be divided into an infinity of degrees.

One can be instructed by an analogy to other things.  Simple tones compare to simple colors.  Intervals of sounds compare to mixtures of the colors, and the songs to paintings.
 

Regarding color, it is interesting that Mersenne thought it might be helpful if the composer arranged to have his music actually printed in color to help identify the emotions he had in mind.  Therefore, the diatonic, a joyful set of intervals, might be printed in black; the chromatic, whose half-steps arouse sad, amorous, and ravishing feelings, could be printed in red; and the enharmonic, since it is particularly fitting “for ravishing the mind in the contemplation of heavenly things,” could be reproduced in blue. 

Mersenne also assigned significant responsibility to the performer for the communication of the emotions in music to the listener.  Since Mersenne was primarily interested in song, his discussion centers on the singer.

The Italian [singers] observe several things in their solos of which ours are deprived, since they represent as much as they can the passions and the affections of the soul and the mind, for example, choler, wrath, spite, rage, lapses of the heart, and several passions, with a violence so peculiar that one would almost judge that they felt the same affections which they represent when singing, whereas we French are content with charming the ear, and use a constant mildness in our songs, which hinders their vigor.
 

We find the most interesting comments by Mersenne on the subject of the performer are those which deal with the problem of the emotions and their actual notation symbols.  He wishes for a notational system which was more helpful and he is correct: we do not have a single written symbol which is addressed to feeling!

There are a number of passions which we can make appear in singing, for which we have not yet devised symbols, such as the great exclamations of Italian airs, and the representations of lapses of the heart.  It appears that if the circumflex accent had not been used for the double-flagged notes...it would be suitable for representing these great cries and excesses of the voice, since it is composed of the acute and the grave accent, just as the exclamation of despair and of pain is composed of a cry of the voice and a small rest which descends to the third, the fourth, the minor sixth, or other intervals, according to its magnitude and the strength of the voice which sings....

We lack symbols to represent the notes or syllables which we should sing more strongly, as we have some bowing strokes much stronger than others.  Since the voice has as many degrees of force as of intervals, we can divide this force into eight degrees, as we divide heat and the other qualities, so that the first degree is suitable for expressing very weak echoes, and the other seven degrees designate the different degrees of the most vehement passions up to the eighth, which will represent the greatest exclamation which can be made, such as that of despair and of any great pain of the mind or the body, such as we can imagine that of Esau when he roared and cried when demanding the benediction of his father Isaac.  These different degrees of force can be designated by numbers, or by as many dots or accents.  Since, however, they have already been used for other purposes, there would be need to add new symbols, although if we retain the ordinary usage of notes, which carry the value of time with them, numbers can serve to indicate the differences of force of the voice.
 

It seems clear that at least part of Mersenne’s introduction to the doctrine of the affections came from the writings of Pontus de Thyard (1521-1605), who was the “theorist in residence” of Baff’s Academy, for he specifically quotes from his writings on this subject.

Pontus de Thyard also speaks thereof in his second Solitaire, in which he says that the agreement of the four humors is called health and the discord thereof is called sickness.  The changeability of the pulse attests to this; it is like the master of the music of the human body.  Philosophers have considered three kinds of movement in the spirit, namely, desire or concupiscence, ire, and reason, which produce an intellectual harmony in man when they accord with the will of God.  Otherwise they yield a very disagreeable dissonance.

Desire has three divisions.  Ire has four, and reason has seven.  The divisions are called virtues.  The first division of desire is Temperance, which despises the voluptuous.  The second division is Continence, which suffers failure and poverty without tiring.  The third division of desire is Shame, which rejects any rejoicing over the voluptuous.

Ire has four divisions, namely, Clemency, Courage or Assurance, Fortitude, and Constancy.

Reason has seven divisions, namely, Understanding, Perspicacity, Curiosity, Counsel or Consideration, Wisdom, Prudence, and Experience.

Temperance taken from the ternary of the perfect fourth, Fortitude drawn from the quaternary of the perfect fifth, Prudence drawn from the septenary of the octave, and Justice taken from the perfect consonance (inasmuch as it unites the powers of body and soul) make the perfect quaternary of the Pythagoreans, in which all the perfect consonances can be found.
 

In this same place, Mersenne also paraphrases Ptolemy, concluding,

There are certain sounds which excite some to voluptuousness, others to pity and mercy, and still others to rage and ecstasy.  The passions of the soul are changed according to the sounds, songs, and modes which are used.
 

Mersenne begins the discussion of his own theories on the relationship of music and the temperaments with a number of general observations on the nature of the emotions and music.  He begins by considering the “voices of animals,” which he finds serve to “signify the passions of the soul, but does not always signify the temperament of the body.”
Experience points out [that]...birds, dogs, and other animals make another sound when angered than when complaining, or when sick than when well again and in good health.  For bile makes the voice high, melancholy and phlegm make it low, and the bloody humor renders it tempestuous.  Thus the height is compared to fire, depth to earth and water and tempestuousness to air.
 

Mersenne concludes that pitch itself is not an infallible indication of temperament, in either man or animal.  However,

As for the other qualities of the voice, such as sharpness, sweetness and agility, they seem to be able to give us more certain indications of temperament.  For those who speak swiftly and brusquely are ordinarily testy, and those who speak slowly are melancholy.  But those who speak moderately are cheerful and of a good temperament.

…..

One can say in general the hardest and roughest voices are the most appropriate for signifying the passions, and griefs and displeasure; and the sweetest voices are most appropriate for the amorous passions, and that the great cries best represent the great sorrows and sadnesses.

Now Mersenne begins to wonder if it might be more effective in expressing our feelings, if we substituted singing for speech.  In fact, he concludes that “song seemingly is more appropriate and natural for expressing the passions....”  

For the song of a[n interval of a] second is appropriate for expressing sadness and that of a third is appropriate for expressing joy.  And if one were to examine the nature of all intervals, one would find the conformity they have with each thing, such that he could enjoy them in place of our ordinary [speech] for making us understand and for expressing the nature of things. 

But, he admits, that persons with limited vocal resources would thus have trouble expressing themselves.
 

It would seem a given conclusion to a 17th century philosopher such as Mersenne that “happy” songs should be more agreeable to the listener than sad ones.  But to his astonishment, he found the opposite was sometimes the case!  

Nevertheless all musicians are of contrary opinion, and the listeners who sing confess that they receive more pleasure from sad and languishing songs, than from gay ones....

However one can first consider that men have much more melancholy and phlegm than bile, and they embrace the earth more than air, or the skies, and the gay airs being of an aerial nature, representing fire, are not so suitable to the nature of men as the sad and languishing songs which represent the earth, melancholy, and phlegm.  I have proved in the 31 propositions of the “Book of Sounds” that the high sounds are more agreeable than the low ones, because they partake more of the nature of air and fire.  This does not mean however that sad songs must be less agreeable than gay ones.  But the reason is not enough, since one meets bilious men, who are pleased with sad songs, as well as melancholy ones, in a way that it is necessary to take the nature of the sad songs in mind, since some listeners differ in their opinion.

It is necessary to consider the nature of sad airs, which consist of several things, for the melody of sad airs represents languor and sadness by its continuation, by its weakness and its trembling.  The half-tones and sharps represent the tears and complaining because of their small intervals which mean weakness.  The small intervals which are made in rising or falling are similar to children, to the old, and to those who arise from a long illness, who cannot walk in large steps....

And then when one takes a long time to shift from interval to interval that shows a great weakness, which makes its impression in the soul of the listener....  Gay songs are so rapid, that one has not as much time to notice them, since they do not remain long enough in one place to make an impression on the soul.  I do not wish to speak here of the text which augments sadness, when it makes us review the unhappy accidents of life with which we have been tormented, since sad airs can exist without words.

However, it is necessary to notice that all men are more subject to sadness than to joy, for if each one could reflect on the actions that he does, or on his thoughts, he would find a dozen of the sad ones for each gay one.  Sadness fell upon us after the original sin, and is natural to us.  In contrast, joy comes to us by accident, as happens in joyous gatherings, where each one forces himself to give pleasure to his companion (which he does not always succeed) and there are many who have laughed while the heart was sad.  But it seems that often one lets himself follow the common opinion that there are sad songs, and that one should say they are gay, since they bring contentment to the listeners.  Many times musicians call songs sad when in reality they are not, but rather they fit the voice of those who lament, particularly well.

What is this pleasure derived from sad things?  How is it engendered in listeners?  I would say only that there are two types of sadness, one moral, because its motifs are drawn from deprivation, the other is natural, and comes from the melancholic humor, or from the phlegmatic, when one has sinned to excess.  Sad songs do not engender either, but leave the listener in whatever humor he was previously in.  If we use reason, we see that the melancholiacs derive more pleasure from gay songs than from sad ones, since the brusque and lively movements of the chansons are more suitable for dissipating excessive humor of melancholy, rather than the slow and languishing movements of lamentations.  One is cured by the contrary of his ailments, if we believe Hippocrates rather than Paracelsus, who believed that people are cured by similar things.
 

Mersenne now extends this discussion of a man’s temperament to include the subject of laughing.  First the interesting observation is made that all laughter uses one or other of the five vowels (Ha, Ha, Ha; He, He, He, etc).  From this the following discussion ensues.

Now since a greater ardor is necessary for moving the wings of the lungs when the laugh is made on a, it can be said that those who form a while laughing have more ardor than those who form o and i, and that e signifies a greater ardor than u.  A shows the moistness and facility that the glottis has in opening, and, consequently, that one is full-blooded.  But e, o, and i show its dryness and that those who form these letters while laughing are of a cold and dry temperament.  Just as the vowel u signifies that one is cold and moist, the vowels i and o show that one is hot, dry, and bilious.  E signifies melancholy, and u signifies phlegm, and those who form the said letters while laughing are subject to the maladies deriving from these humors, or are appropriate to the virtues that these same humors favor.  This is why I conclude that a and o signify audacity and liberality when they are made by a quick movement, and that e and u signify avarice; that those who form a and o are loved by those who form e and i, who look for ardor to be perfected and conserved; and that those who form the same letter are loved reciprocally because of the resemblance; that those who form a and o have a quicker and sharper mind; and that those who form e have better memory and less imagination, and that they are more opinionated; that the vowels i and u show a short life and the others a long life; such that the spring of his life who forms a lasts 25 years, which he similarly confers to the summer, autumn, and winter of life.
 

Mersenne’s own special area of interest, within the general topic of music and the emotions, was the relationship of the vocal accents of speech and the melodic accents he heard musicians add to the music and how these might be related to the “temperaments” and the “humors.”  He begins by considering the use of accent in general.

With regard to the ordinary accents of which the Greeks, the Latins, and the other nations speak, they admit only three, namely, the grave, the acute, and the circumflex, or the accents of grammar, rhetoric, and music....
 

Mersenne now wonders if the individual use of these accents may identify “the temperament and humor.”  First, he points out that one can easily identify persons from different parts of France merely by their accents.  To him it followed that,

Experience teaches that those who are hasty and abrupt in their actions and who are easily upset have an abrupt and high accent, and that those who are gloomy have a low, slow, and heavy one.  Just as there are quite as many temperaments and different humors as there are men, likewise there are just as many different accents and different manners of speaking....  This can apparently arise only from the difference of their humors and the diversity of their organs, which arises from the difference of their temperaments.
 

Mersenne now offers the proposition: “The accent of which we speak here is an inflection or modification of the voice or the word with which we express the passions and the affections naturally or artificially.”  He then sets forth in some detail his own theory that “Each passion and affection of the soul has its proper accents by which its different degrees are explained.”
Every day we experience that choler is expressed by an accent different from that of admiration or sorrow.  If we follow the division which philosophers make of the passions of the soul, we shall establish eleven kinds of accents.  For they admit eleven passions, namely, six in the concupiscible appetite, which resides on the right side of the heart, or in the liver, as the Platonists wish, and five in the irascible appetite, which is on the left side of the heart, or in the gall, or in other places according to this Latin distich,


The heart savors and the lung speaks, the gall awakens wrath,


The spleen causes laughter, the liver urges love.
 

The first passion of the concupiscible appetite, or of concupiscence, is love, which is the root of all the passions.  For we do not hate anything except when we believe that it is opposed and is contrary to that which we love.  Thus all the disorder of the passions arises from love, which is divided into desire and joy, according to the different movements which it gives to the soul.

Hatred is opposed to love, and has its advancement in flight and in sorrow.  Thus the six passions can be reduced to these two capital ones, since they are an advancement of love and of hatred, and since we do not desire anything, or rejoice in anything other than those we love, just as we shun nothing and grieve at no things other than those we hate.

Hope, boldness or daring, choler, fear, and despair belong to the irascible appetite....

We can conclude from this that the ancients established these four passions, namely, joy, pain, fear, and hope, as the four elements, or the four humors, of the appetite which we have in common with the animals.  We can, however, admit love and hatred instead of joy and pain.  We must see in what the movement of these passions consists before establishing certain accents for them.

In the first place, the heart enlarges, blossoms out, and opens in joy and hope, just as heliotrope, roses, and lilies do in the presence of the sun.  It is from this that the complexion of the face is rosy, because of the vital spirits which the heart sends above.  Thus if joy is so great that the heart remains without a great enough quantity of these spirits, we faint, and sometimes die laughing.

On the contrary, when sorrow is excessive, the same spirits withdraw to the heart in too great a multitude, and smother it, since it can no longer move nor open.  Thus these two passions are like the ebb and flow of the sea.  For joy is like the flow which brings a great quantity of stones, shells, and fish to the shore of the sea, and joy brings a quantity of blood and spirits to the face and the other parts of the body.  Fear and pain, however, are like the ebb, which withdraws that which was gathered.  For fear and terror render the face pale and the countenance bleak and hideous by withdrawing the blood and the spirits, and cause melancholy to corrupt the little blood which remains in the veins, and fills the imagination with frightful dreams.  It is necessary, therefore, that the accents with which we express the different affections and passions of the soul be different, and that some of them imitate and represent the flow of spirits and blood, and others the ebb, that the former be quick, lively, cheerful, and similar to the flowers and odors of spring, and the latter be similar to rain, snow, winter, and all that is disagreeable, that the former be similar to consonances and ensemble pieces, and the latter to dissonances and disturbing noises, and finally, that the former have as many perfections as the latter have imperfections.

We must see whether it is possible to establish four principal accents according to these four different passions.  For the accents of which we speak here can be called the word or discourse of the passions, just as words and ordinary discourse are called the discourse of the mind, which partakes more of artificial means than of nature, just as that of the passions partakes more of nature than of artificial means.  Consequently, the latter is less subject to concealment than the former.  With regard to the accent of joy, it is certain that it is different from that of sorrow.  That of joy, however, includes that of desire and love, just as the triangle includes two right angles, and just as the rational soul includes the sensitive and the vegetative.  This accent is cheerful, pleasant, and quite agreeable, and can be divided into as many other accents as there are different degrees of joy and love.

The accent of sorrow is slow, gloomy, and troublesome.  That of hatred is more violent, and approaches that of indignation, which is contained in that of choler.  With regard to the accent of flight, it is related to that of fear, and that of desire is like that of hope.  The accent of despair follows that of sorrow, just as that of boldness follows that of hope and desire.  It is difficult, however, to express all these accents.
 

The final sentence, above, reflects the fact that Mersenne realized that his ideas were far too complex to be notated in either speech or music.  He therefore urges that the time has come to invent new symbols for the “passions.”  To be sufficient to express the necessary range of emotions, Mersenne finds the need for nine new symbols.  He expresses this in the proposition, “All the accents which we use to express the three passions to which we have related the others have need of nine different characters to be explained and understood, namely, three for the three degrees of choler, and just as many for the degrees of love and of sorrow.”
The first degree of choler is noted in the voice when it rises a little higher and when we speak with more vehemence.  If we touch the pulse, we shall quickly judge that the heart beats more swiftly or more strongly.  We must observe, however, whether this pulsation is sesquialtera that of the natural pulsation, or whether it observes some other proportion, in order to establish the first degree of choler and to have its internal character by the movements of the pulse or by that of the respiration, and its external character by the height or force and speed of the voice.

Since this accent originates from the bile, we could represent this first degree of choler by one dot of flame or of fire, or by some other symbol which designates how many degrees it must raise or strengthen and hasten the word to the first degree of choler.  This could perhaps be done with flagged notes and the fredons of music.

The second degree of choler gives a stronger blow to the reason, which begins to yield to passion.  It can be explained by two dots of flame.  If the pulse of the first degree of choler is sesquialtera that of the natural, the pulse of the second degree will be double in swiftness the natural, and consequently, sesquiteria that of the pulsation which the second degree makes, for the double ratio is composed of the sesquialtera and the sesquitertia.  We must, nevertheless, note that the natural pulsation does not pass at once to the second degree, nor does that of the second degree to that of the third.  It is enough, however, to have established the final point of these degrees, which we can reach either all at once, or by several intervals, just as we can go from the lower sound to the fifth without using degrees, or with the ordinary degrees.

The third degree of choler which ascends to wrath, can be represented by a flame with three dots.  The pulsation of the heart will be triple that of the natural, either in speed or force, or in both.  We can relate to this the range of the voice which in pain rises more than a twelfth from the tone of the ordinary word which is used without passion, to the cry of wrath and despair.  For if the voice ascends higher, it becomes raucous and disagreeable and should be called a squeal rather than a human voice.  Thus those who have arrived at this degree no longer say a word, or if they talk or cry out, they lower the tone.  Moreover, it is difficult, and perhaps naturally impossible, for the pulse to beat more than three times more swiftly in choler than outside of it.  Since, however, we must avoid as much as possible the innovation of symbols, an acute accent can designate the first degree of choler, two the second, and three the third.  If we wished to use specific letters, they can carry with them any point or sign we wish, by which those who read the discourse will be warned that it is necessary to pronounce the end or some other part of the sentence with the first, the second, or the third accent of choler.

The same thing must be said of the accents of the passion, of joy, and of sorrow, which have their beginnings, advancements and endings, as do choler, illnesses, and the other things of this world, although the pulse and the voice of these two passions are not as easy to explain as those of choler.  We can, nevertheless, establish accents and symbols for them in proportion of those of choler.

Some have believed that the passions change the weight of the body, and that the man in choler is lighter by eight pounds per hundred than when he is sorrowful, by a thirteenth when he is in the final degree of choler, and by a twenty-fifth when he is extremely joyous.  These remarks, or rather these imaginations, however, are quite false, for inflammation and death bring a greater alternation to beasts and the human body than do all the passions of the soul of the body.  Nevertheless, the living body is not lighter than the dead one, nor the warm and inflamed breast than the cold one, as we have experimented quite exactly.
 

Next he considers to what degree the various “passions” he has been discussing can be expressed in musical notation and he finds the problem much more difficult than in the case of speech.

This is quite difficult to explain, so much so because it appears that music desires a certain delicacy and agreeableness which cannot be compatible with the vehemence and severity of the passions, particularly with choler.  For with regard to the accents of sorrow and pain, it is easy to make them by means of the semitone which the voice forms when yearning.  This is almost the only accent in French songs, in which we sometimes mix also the accents of joy, love, and hope, appropriately enough.  The Italians, however, have more vehemence than we do for expressing the strongest passions of choler with their accents, particularly when they sing their verses for the theater to imitate the scenic music of the ancients.  The accent of choler is made by rushing the final syllables, and by strengthening the last sounds.  If we reflect upon the elevation of the voice, we shall note that it is often raised an entire tone, a third, and a fourth, when pronouncing the final syllable of words which are used in choler and sometimes by the same intervals or by the diapente when sustaining the voice on the antepenultimate syllable.  The manners in which choler is expressed, however, are so diverse that there is almost no interval at all which it does not use, according to its different degrees and the other passions which accompany it.  Thus the musician should consider the time, the place, the characters, and the subject for which the accent should be made, in order that he indicate it on the syllable which the voice should sustain, and which it should raise and strengthen.

I have noted that the tone of voice of choler often ascends an entire octave or more all at once.  This is difficult to perceive, unless we try to place these intervals into music by forming the same intervals slowly, and little by little, so that the imagination might have the time to understand the interval of choler.  The same thing must be said of the accent of spite, displeasure, and the other passions, which will often be found on a tone of voice much higher than we believe, although it is also made sometimes on the same pitch by striking it more strongly and more quickly.

I leave the investigation of symbols necessary to indicate this passion and the others, to composers who desire to write songs in which nothing is lacking, and particularly, who have the intent to accent them in all kinds of ways.  This will give such a charm and such an air to the songs and the solos, that all who hear them will acknowledge that they are animated and full of vigor and spirit, of which they are devoid without these accents.  Composers can be instructed in this by considering the striking of chamades, charges on the drum, and those of trumpets, whose last sounds of each beat represent choler by the promptness and the force of the blow of the stick or the tongue.  With regard to the promptness, we have flagged or double-flagged and triple-flagged notes, which are quick enough to indicate the speed of all the degrees of the most rapid passions, just as we have those of sixteen, twelve, eight, six, four, three, and two beats, which are slow enough to indicate the listlessness of the greatest sorrows.  Thus we are only lacking symbols which designate the impetuosity, the vigor, and the force of these passions.  For example, we can designate the first degree with the same mark by which we indicate the first minutes, namely, by this small straight line,  /, by the second by the sign of the seconds, //, the third by the sign of the thirds, ///, etc.  Those who teach singing, however, should show all these different degrees of the passions to children, just as they teach them cadences and various passages and trills, so that they might be lacking in nothing to accent all the syllables and the notes indicated by the composer, who should strive for a knowledge of the movements and degrees of each passion, in order to represent them as simply as possible.

If the composer of songs judges that he cannot form the accents of the passions with the ordinary intervals of the diatonic and chromatic, that is, with the music which we ordinarily use, it is easy for him to use the enharmonic dieses which I have explained in Book Three, and in those on lutes and the organ.  For example, if he finds that the major third is too small to express some passion and its accent, he can increase it by any diesis he wishes, that is, by the one which makes only a quarter tone, or by that which makes a third of a tone, or by any other interval he judges suitable for his intent.  I have wished to add to this so that we might not think that the Greeks have had, or were able to have, any other degrees or intervals than those which we can use just as well as they did in all kinds of situations, without there remaining any reason for us to doubt that they were able to write better songs than ours, particularly if we accommodate to them all which we have said....
 

Mersenne now turns to the role of rhythm in the communication of emotions in music.  In the following proposition, the word “movement” is used to refer to emotional character, not speed or as a term to distinguish part of a larger form as we use the term today.

Rhythmics is an art which considers movements and which regulates their succession and their mixture to excite the passions and to maintain them, and to increase, decrease, or calm them.
 

He begins here a discussion of the application of the Greek rhythmic modes to composition, but he admits it is difficult “to prescribe what the succession of these movements should be to excite the listeners to the given passion.”  It is equally difficult to persuade composers to observe these, not only because they find the application of these modes result in tedious rhythms, but because they would prefer to write what comes to them solely from their imagination.

The second French philosopher who wrote at length on aspects of the doctrine of the affections was Rene Descartes (1596 – 1650).   Although his analytical style induces the reader to hope for interesting insights, unfortunately most of his conclusions are only weird-science.  After presenting the definition of human passions as “something which moves the soul to want the things for which they prepare the body,”
  Descartes concludes there are only six principal [“primitive”] passions: wonder, love, hatred, desire, joy and sadness.  All others are contained in these, or composed of them.
 

Wonder, is a “sudden surprise of the soul” which causes it to devote unusual attention to objects that “seem to it unusual and extraordinary.”  Since this passion is concerned primarily with knowledge, it is not accompanied by changes in the heart or blood.  A stronger form of Wonder, astonishment, has an added element of surprise which “causes the spirits in the cavities of the brain to make their way to the place where the impression of the object of wonder is located.”  Descartes observes,

Although it is only the dull and stupid who are not naturally disposed to wonder, this does not mean that those with the best minds are always the most inclined to it.

Excessive Wonder may become a habit, he notes, when we fail to correct it.

Regarding Love and Hatred, he writes,
 

Love is an emotion of the soul caused by a movement of the [animal] spirits, which impels the soul to join itself willingly to objects that appear to be agreeable to it.  And hatred is an emotion caused by the spirits, which impels the soul to want to be separated from objects which are presented to it as harmful.

Descartes distinguishes between benevolent love (a wish for the well-being of the object) and concupiscent love (to desire the object) and notes that there an abundance of passions which are also associated with love: the desire of the ambitious for glory, the miser for money, the drunkard for wine, etc.  He also associates affection, friendship and devotion with whether we esteem the object as less, equal or more than ourselves.

Desire is a passion in which an agitation of the soul caused by the animal spirits disposes the soul to wish, in the future, for something agreeable.
   Descartes finds there is no single opposite for Desire, but that there are many kinds: curiosity for knowledge, desire for glory, desire for vengeance, etc.

Joy and Sadness,
 he defines as follows,

Joy is a pleasant emotion which the soul has when it enjoys a good, which impression in the brain represent to it as its own....  Sadness is an unpleasant listlessness which affects the soul when it suffers discomfort from an evil or deficiency which impressions in the brain represent to it as its own. 

Next Descartes explains the physical manifestation associated with these basic passions,
 excepting Wonder which is located only in the brain.  In the case of Love, 

the pulse has a regular beat, but is much fuller and stronger than normal; we feel a gentle heat in the chest; and the digestion of food takes place very quickly in the stomach.  In this way this passion is conducive to good health.

In Hatred,

the pulse is irregular, weaker and often quicker; we feel chills mingled with a sort of sharp, piercing heat in the chest; and the stomach ceases to perform its function, being inclined to regurgitate and reject the food we have eaten, or at any rate to spoil it and turn it into bad humors.

In Joy, 

the pulse is regular and faster than normal, but not so strong or full as in the case of love; we feel a pleasant heat not only in the chest but also spreading into all the external parts of the body along with the blood which is seen to flow copiously to these parts; and yet we sometimes lose our appetite because our digestion is less active than usual.

In Sadness,

the pulse is weak and slow, and we feel as if our heart had tight bonds around it, and were frozen by icicles which transmit their cold to the rest of the body.  But sometimes we still have a good appetite and feel our stomach continuing to do its duty, provided there is no hatred mixed with the sadness.

Desire,

agitates the heart more violently than any other passion, and supplies more spirits to the brain.  Passing from there into the muscles, these spirits render all the senses more acute, and all the parts of the body more mobile.

Descartes now elaborates on the physical manifestations associated with the passions.
   We will cite, as an example, only those associated with Love.

These observations, and many others that would take too long to report, have led me to conclude that when the understanding thinks of some object of love, this thought forms an impression in the brain which directs the animal spirits through the nerves of the sixth pair to the muscles surrounding the intestines and stomach, where they act in such a way that the alimentary juices (which are changing into new blood) flow rapidly to the heart without stopping in the liver.  Driven there with greater force than the blood from other parts of the body, these juices enter the heart in greater abundance and produce a stronger heat there because they are coarser than the blood which has already been rarefied many times as it passes again and again through the heart.  As a result the spirits sent by the heart to the brain have parts which are coarser and more agitated than usual; and as they strengthen the impression formed by the first thought of the loved object, these spirits compel the soul to dwell upon this thought.  This is what the passion of love consists in.

In a letter to Pierre Chanut, French ambassador to Sweden, Descartes acknowledges the genetic nature of the emotions, but contends that the prenatal fetus has only four “passions,” joy, love, sadness and hatred.  It was the unconscious retention of the confused prenatal emotions which complicated our judgments of the passions in later life, Descartes suggested.

Those four passions, I think, were the first we felt, and the only ones we felt before our birth.  I think they were then only sensations or very confused thoughts, because the soul was so attached to matter that it could not do anything except receive impressions from the body....  Before birth love was caused only by suitable nourishment, which entered in abundance into the liver, heart, and lungs and produced an increase of heat: this is the reason why similar heat still always accompanies love, even though it comes from other very different causes....  The other bodily conditions which at the beginning of our life occurred with these four passions still accompany them.  It is because of these confused sensations of our childhood, which continue connected to the rational thoughts by which we love what we judge worthy of love, that the nature of love is difficult for us to understand.
 
In his treatise, “The Passions of the Soul,” Descartes contends that every passion of the soul is usually accompanied by an action in the body.
   In his “Compendium of Music,” he appears to have this in mind when he offers some observations on the physical manifestations of musicians while performing.

Few are aware how in music with diminution [musica valde diminuta], employing many voices, this time division is brought to the listener’s attention without the use of a beat [battuta]; this, I say, is accomplished in vocal music by stronger breathing and on instruments by stronger pressure, so that at the beginning of each measure the sound is produced more distinctly; singers and instrumentalists observe this instinctively, especially in connection with tunes to which we are accustomed to dance and sway.  Here we accompany each beat of the music by a corresponding motion of our body; we are quite naturally impelled to do this by the music.  For it is undoubtedly true that sound strikes all bodies on all sides, as one can observe in the case of bells and thunder....  Since this is so, and since, as we have said, the sound is emitted more strongly and clearly at the beginning of each measure, we must conclude that it has greater impact on our spirits, and that we are thus roused to motion.  It follows that even animals can dance to rhythm if they are taught and trained, for it takes only a physical stimulus to achieve this reaction.
 

Descartes adds only a few more observations on the relationship of music and the communication of emotions.  Slower tempi, he suggests, “arouses in us quieter feelings such as languor, sadness, fear and pride.”  Faster tempi arouses “faster emotions, such as joy.”
 

We are disappointed that Descartes elected not to speculate more, in his music treatise, on the role of emotions.  This disappointment is increased by curiosity when he mentions in passing that he would like to ‘discuss the various powers which the consonances possess of evoking emotions,” but that the topic exceeds the scope of his treatise.  
We find relative little pertaining to the doctrine of the affections by English writers of the Baroque.  Robert Burton, in his famous The Anatomy of Melancholy (1621) offers the following definitions of the “humors.”

A humor is a liquid or fluent part of the body, comprehended in it, for the preservation of it; and is either innate or born with us, or adventitious and acquisite....  

Blood is a hot, sweet, temperate, red humor, prepared in the meseraick veins, and made of the most temperate parts of the chylus in the liver, whose office is to nourish the whole body, to give it strength and color, being dispersed by the veins through every part of it.  And from it spirits are first begotten in the heart, which afterwards by the arteries are communicated to the other parts.

Pituita, or phlegm, is a cold and moist humor, begotten of the colder parts of the chylus (or white juice coming out of the meat digested in the stomack) in the liver; his office is to nourish and moisten the members of the body, which, as the tongue, are moved, that they be not over dry.

Choler is hot and dry, bitter, begotten of the hotter parts of the chylus, and gathered to the gall: it helps the natural heat and senses, and serves to the expelling of excrements.

Melancholy, cold and dry, thick, black, and sour, begotten of the more faeculent part of nourishment, and purged from the spleen, is a bridle to the other two hot humors, blood and choler, preserving them in the blood, and nourishing the bones.  These four humors have some analogy with the four elements, and to the four ages in man.

We might also mention here that John Donne (1573 – 1631) makes a rare association between the color of clothes and the “affections.”

For we, when we are melancholy, wear black; when lusty, green; when forsaken, tawny; pleasing our own inward affections....
 

With the work of William Harvey, in his Lectures on the Whole of Anatomy (1616), we finally begin to see the curtains of truth rise and the beginning of the end of the long period of weird-science with respect to the operation of the body.  He acknowledges the past beliefs of his profession, 
Medical Schools admit three kinds of spirits; the natural spirits flowing through the veins, the vital spirits through the arteries, and the animal spirits through the nerves….
 

but he acknowledges that in his personal clinical studies he has been unable to find these “animal spirits,” etc.,

…we have found none of all these spirits by dissection, neither in the veins, nerves, arteries, nor other parts of living animals.

One of the earliest of the Baroque Germans to write about the doctrine of the affections was Athanasius Kircher (1601 – 1680), who spent most of his life in Rome.  His greatest accomplishment was his Musurgia Universalis (Rome, 1650), a massive encyclopedia of music.  Of the ten books which make up this work, Book Seven, “Diacritical,” is devoted to an attempt to classify musical styles.  First he discusses “individual styles,” which presumes one’s preference in music is based on the “humors.”  After turning to “national styles,” Kircher attempts a third type of classification based on function.  Here one finds eight headings of which the last one is, 

Stylus dramaticus or Stylus recitativus, recitative style for the representation of any of the so-called affections, or for abrupt changes of affection through sudden alternations in tonality, the so-called Stylus metabolicus. 

Athanasius Kircher introduced his belief that the humors indigenous to a person explained his preferences in music as follows,

Melancholy people like grave, solid, and sad harmony; sanguine person prefer the hyporchematic style (dance music) because it agitates the blood; choleric people like agitated harmonies because of the vehemence of their swollen gall; martially inclined men are partial to trumpets and drums and reject all delicate and pure music; phlegmatic persons lean toward women’s voices because their high pitched voice has a benevolent effect on phlegmatic humor.
 
He began by determining that there are eight basic emotions which music can affect: love, grief or pain, joy, exultancy, rage or indignation, compassion or tears, fear or distress, presumption or audacity and admiration or astonishment.
   Kircher attempted to identify the power of music at work through descriptive, and even subjective, language.  For the first emotion, love [paradigma affectus amoris] he finds in a madrigal by Gesualdo intervals which languish and syncopations which express “the syncope of the languishing heart.”  The second emotion, grief or pain [paradigma affectus dolorosi] he illustrates by describing the lament of Jephtha’s daughter in an oratorio by Carissimi.

Giacomo Carissimi, a very excellent and famous composer...through his genius and the felicity of his compositions, surpasses all others in moving the minds of listeners to whatever affection he wishes.  His compositions are truly imbued with the essence and life of the spirit.  Among numerous works of great worth, he has composed the dialogue of Jephte....  After the recitative with which he ingeniously and subtly expresses the jubilant welcome accorded Jephtha by his daughter (who celebrates the victories and triumphs of her father in a joyous dance, accompanied by all sorts of musical instruments), Carissimi depicts, by means of a sudden change of mode, the dismay into which Jephtha has been plunged by this unexpected meeting with his only begotten daughter, against whom he has taken an irrevocable vow, and whom he despairs of being able to save.  Joy thus gives way to the opposing affections of sorrow and grief.  This is followed by the six-voice lament of the daughter’s virgin companions, which Carissimi composes with such skill that you would swear you could hear their sobbings and lamentations.

The German who wrote most extensively on the doctrine of the affections was Johann Mattheson (1681 – 1764).  There is no doubt that Mattheson believed the central purpose of music, after praising God, was the communication of feeling.  The whole question of the “passions,” Mattheson suggests, is perhaps more the province of the philosopher than the Kapellmeister, but on a practical level it is fundamental to composer and performer if they are to communicate with the listener.
   He discusses the doctrine of affections under the caption, “Concerning Sound and the Natural Sciences of Music,”
 and as is typical for him it is an highly organized and thoughtful exposition.

56.  Since joy is an expansion of our vital spirits, it follows sensibly and naturally that this affect is best expressed by large and expanded intervals.

57.  Sadness is a contraction of those same subtle parts of our bodies.  It is, therefore, easy to see that the narrowest intervals are the most suitable.

58.  Love is a diffusion of the spirits.  Thus, to express this passion in composing, it is best to use intervals of that nature.

59.  Hope is an elevation of the spirit; despair, on the other hand, a casting down of the same.

Here Mattheson discusses love at more length, “since love is so prevalent in music.”  He points out that desire cannot be separated from love, nor can yearning, wishing and wanting.  He concludes by saying the composer must use his own experience here, or “if he has no experiences or strong feelings of his own in this noble passion, he had best leave the subject alone.”

66.  Sadness is a quite important emotion.  In sacred works, where this emotion is most moving and beneficial, it rules all these: penance, remorse, sorrow, dejection, complaint, and the recognition of our misery.  Most people prefer to hear sad rather than happy music because almost everybody is unhappy.

68.  Like love, sadness must be felt and experienced more than any other emotion if one wishes to represent it musically.

72.  Pride, haughtiness, arrogance, etc., all have their respective proper musical color as well.  Here the composer relies primarily on boldness and pompousness.  He thus has the opportunity to write all sorts of fine-sounding musical figures that demand special seriousness and bombastic movement.  They must never be too quick or falling, but always ascending.

73.  The opposite of this sentiment lies in humility, patience, etc., treated in music by abject [erniedrigenden] sounding passages without anything that might be elevating.  The latter passions, however, agree with the former in that none of them allow for humor and playfulness.

74.  Stubbornness is an affect that is entitled to its own place in musical speech.  It can be represented by means of so-called capricci or strange inventions.  These may be written by introducing certain dogged passages in one or the other part and resolving not to change them, cost what it may.  The Italians know a kind of counterpoint they call perfidia which, in a sense, belongs here.

75.  As far as anger, heat, revenge, rage, fury, and all other such violent emotions are concerned, they are far more suitable to all sorts of musical inventions that the gentle and agreeable passions, which must be treated with more refinement.  It is not enough, however, to rumble along, to make a lot of noise, and to go at a fast clip; notes with many tails will not suffice, contrary to the opinion of many peoples.  Each of these harsh characteristics demands its own particular treatment and, despite strong expression, must have a proper singing quality.  This is our general rule that should never be forgotten.

76.  Music, like poetry, occupies itself a great deal with jealousy.  Since this state of emotion is a combination of seven passions, namely, mistrust, desire, revenge, sadness, fear, and shame, which go along with the main emotion, burning love, one can easily see why it gives rise to many kinds of musical invention.  All of these, in accordance with nature, must aim at restlessness, vexation, anger, and mournfulness.

77.  Hope is an agreeable and pleasing thing.  It consists of joyous wishing which, along with some courage, occupies the spirit.  As a result, this affect demands the loveliest conduct of melody and the sweetest combination of sounds in the world.  These, as it were, are spurred on by resolute wishes in such a way that, even though happiness is only moderate, courage nevertheless enlivens and cheers up everything.  This results in the best joining and uniting of sounds in all of music.

80.  Despair, which is the extreme to which cruel fear can drive us, requires, as one can readily imagine, the strangest extremes of sound for its natural expression.  It can thus lead to very unusual passages and to the strangest, wildly disordered sequences of notes. 

Mattheson now discusses a long list of musical forms with respect to their characteristic emotions.  One of the more interesting of these is his characterization of the new church concerto, familiar to us today in the works of Gabrieli.  He mentions the large orchestral forces used in this form and which, in fact,

…often carried to such excess that it resembles a table laid for show rather than to satisfy hunger.  Everyone can easily guess that contests, as in all concertos – from which, in fact, they derive their name --, are not lacking.  Thus jealousy and revenge, envy and hatred, and other such passions are represented in the concerto.

Mattheson also discusses the use of rhythm here, suggestions for creativity when a composer can’t think what to write or how to begin and finally attempts to make correspondence between rhetoric and music.  Here is an example,

81.  Locus exemplorum is presumably to be interpreted as imitation of other composers.  One must, however, choose only the best examples and change them so that they will not just be copied or stolen.  When all has been said, it must be admitted that this source is used most frequently.  As long as it is done modestly, it need not be condemned.  Borrowing is permissible; the loan, however, must be returned with interest; ie., one must work out and dispose the borrowed material in such ways that it will gain a better and more beautiful appearance than it had in the composition from which it came.

The one musician during the Baroque who voiced doubt about the entire significance of the doctrine of the affections was Johann David Heinichen (1683 – 1729).  He was particularly concerned about preserving the artistic choice in the composer, not leaving it in the hand of the theorists.  He even goes so far as to suggest that there might be circumstances, in the case of music for the theater, where the composer might elect to compose music reflecting a different emotion than that called for in the text.

I would never suggest to anyone to fill up the theatrical style with too many serious inventions....  For pathetic, melancholic, and phlegmatic music (in so far as it is based on tenderness and good taste) is effective in the church and chamber styles; but it is not well suited to the theatrical style, and one uses serious pieces simply for judicious [variety].  And if their lordships, the poets, overload us with pathetic and sorrowful arias, we [the composers] must try to sweeten these either with mixed inventions or effective accompaniments; or in those arias containing a double affection, one turns the invention more gradually to the lively element rather than the serious one.  Thus, for example, with the melancholy of love, one should rather express the pleasantness of love and not the blackness of melancholy....  In summary, the theatrical style for the most part requires something moving or adroit, though I should not call it simply merry.  For merry music in itself can easily degenerate into barbarism and is unpleasant to sensitive ears.
 
Heinichen also questions whether there can be any meaningful association between emotions and tonality.  This relationship, one of the most fundamental questions in early philosophy, had long been assumed to be an important key to how emotions affect the listener.  The long history of this idea in literature left Heinichen somewhat ambivalent.  He appears to want to believe that keys have certain emotional qualities, but he immediately casts doubt on the general idea by pointing out that the real emotional meaning is found in the actual music the composer writes.

The aria begins in Eb; for this reason, however, the invention need not be sad, serious, or plaintive, for brilliant concerti as well as joyous arias in certain cases can be composed with the greatest effect in this beautiful key.  Furthermore, the previous examples...clearly show that one can express the same words and affections in various and, according to the old theory, opposing keys.  For that reason, what previous theorists have written and rewritten about the properties of the modes are nothing but trifles, as if one mode could be merry, another sad, a third pious, heroic, war-like, etc.

He continues by noting that even if this were true, it would be rendered void by the conflicting tuning systems and lack of agreement on a standardized pitch.  Following this, he concludes,

In my opinion, the ancient theorists erred in their research of modal characteristics, in the same way as we continue to err today in judging a musical work.  If we, for example, find for this or that key...one or more beautifully tender, plaintive, or serious arias, we prefer to attribute the fine impression of the aria to the key itself and not to the excellent ideas of the composer; and we immediately establish a proprietas modi, as if contrary words and affections could not be expressed in this key.  This, however, is worse than wrong, as can be proved to the contrary by a thousand beautiful examples.  In general, one can say that one key is more suitable than another for expressing affections.  Thus in the practice today using well-tempered scales, the keys indicated with two and three sharps or flats are particularly beautiful and expressive in the theatrical style....  Yet, to specify this or that key especially for the affection of love, sadness, joy, etc., is not good.  Should someone object at this point and say that D, A, Bb major are much more suited to raging music than the calmer scales of A minor, E minor, and similar ones, then this actually does not prove the proprietas modorum even if it were so, but it depends on the inclination of the composer.  For we have heard famous composers write the saddest and tenderest music in D, A, and Bb major, etc., whereas in A minor, E minor, C minor; and in similar scales we have heard the most powerful and brilliant music.
 

Regarding the doctrine of the affections, to the extent that one means developing specific formulas or rules for expressing specific emotions through composition, Heinichen says, “forget it.”  He reports that no one has any interest in that idea at all, not “even the slightest introduction” to the subject.

What a bottomless ocean we still have before us merely in the expression of words and the affections in music.  And how delighted is the ear, if we perceive in a refined church composition or other music how a skilled virtuoso has attempted here and there to move the feelings of an audience through his galanterie and other devices that express the text, and in this way to find successfully the true purpose of music.  Nevertheless, no one wants to search deeper into this beautiful musical Rhetorica and to invent good rules.  What could one not write about musical taste, invention, accompaniment, and their nature, differences, and effects?  But no one wants to investigate the matters aiming at this lofty practice or to give even the slightest introduction to it.
 

In retrospect, it is clear that Heinichen was correct.  Some philosophers were excited about theories of the doctrine of the affections, but they do not appear to have influenced actual composition.  Composers during the Baroque were certainly interested in communicating strong emotions through their music, but they arrived at this result through the heart and not by following someone’s rules.  Of course, generally speaking, it was always the case that composers composed music and the theorists and philosophers came along later and issued their contentions.  It has rarely worked the other way around.  In addition, as we know from clinical brain research today, if not from common observation, theorists and philosophers use rational left-hemisphere language, something which is not particularly conversant with the right-hemisphere realm of music and the emotions.

It is for these reasons that one finds little more than a passing reference to the doctrine of the affections in standard music history texts which deal with Renaissance or Baroque music.  One might as well conclude the whole subject is one without merit.  However, that being said, one is left with some unsettling perceptions.  Modern clinical research has proven that a certain affinity with particular melodic patterns seems to be genetic.  If that is the case, perhaps there is indeed some ancient connection between melodic patterns and specific emotions.  One recent writer whom we believe has very successfully explored this idea is Deryck Cooke and we highly recommend his book.

In addition we are not yet comfortable with writing off the idea that tonality may be related to emotion.  Certainly, from a rational perspective, when one considers the absence among all countries before the 20th century of agreed common pitch (such as A = 440), the idea that a particular key should communicate a specific emotion to everyone in every country makes no sense.  Nevertheless, common experience suggests that perhaps once again rational explanation (left-hemisphere) may not quite explain musical experience.  For example, modern theorists explain that the distinction between major keys is merely a different starting point, followed by identical organizations of half and whole-steps.  That is true, as a rational fact.  But is there a musician anywhere who would not confess that the key of F Major sounds somehow different from the key of G major?  Does the key of A Major communicate the same feeling as Ab Major?  Can one imagine Beethoven’s A Major Symphony transposed and performed in Ab Major?  Would the feeling, even of the opening bars, be changed?

Perhaps we may yet have more to learn.
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