

[image: ]













JOHANN JOACHIM QUANTZ


On Playing the Flute


SECOND EDITION




[image: ]





Translated with notes and an introduction


BY


EDWARD R. REILLY









[image: ]

























ILLUSTRATIONS







I. The Title-page of the First German Edition 


II. Pythagoras at the Forge, Discovering the Laws of Pitch.  From an engraving by G. F. Schmidt in the first German and  French editions of the Essay of a Method for Playing the Transverse Flute. A note on this engraving in Quantz’s own hand  has recently been uncovered with several letters of Quantz  to Padre Martini in the Civico Museo Bibliografico Musicale in  Bologna. In this note, probably included in a gift copy of  the Essay sent to Martini in 1763, Quantz indicates that the  engraving alludes to the fact that his own ancestors had  been blacksmiths and that, in legend at least, the profession  of his forefathers had ‘already contributed something to the  growth of music’


III. Illustrations of a Quantz Flute. From an engraving designed  to illustrate an article on Quantz’s flutes in Vol. III (1777) of  the Supplément to Diderot’s Encyclopédie 


IV. A Chamber Concert. From an engraving by G. F. Schmidt in  the first German and French editions of the Essay of a Method  for Playing the Transverse Flute

























INTRODUCTION





THE value of Quantz’s Essay of a Method for Playing the Transverse Flute as a major source of information about eighteenth-century musical practice and thought has been long recognized. The work has been repeatedly cited on a wide range of topics from the time that musicians and scholars first began to comprehend fully that an understanding of earlier approaches to performance might have a vital bearing on the convincing re-creation of music of the past.


The reasons that the Essay has been so frequently singled out, rather than one of the other flute tutors of the period, lie in the unusual scope of the treatise, and in the detailed treatment that Quantz accords his subject. If the work were no more than a reproduction of the standard material found in most eighteenth-century flute methods, it would probably be considered only as a particularly good example of a commonly encountered type. But Quantz was an exceptional teacher, and his treatise was conceived as far more than an introduction to flute playing. In the Essay he offers his readers a comprehensive programme of studies for the performing musician.


Quantz’s aim was that of good music teachers everywhere, ‘to train a skilled and intelligent musician, and not just a mechanical … player …’.1  To provide a basis for the realization of this goal he organized the Essay as  three more or less separate but closely interrelated treatises. Each deals  with an important phase of the performer’s training, but each is also  designed so that it can be read independently of the others. The first is  devoted to the education of the solo musician, the second to accompanying, and the third to forms and styles.


The first of these three divisions (Chapters I–XVI) is carefully arranged in two sequences of chapters. The first ten begin by introducing the student to the history, the structure, and the mechanics of his instrument, that is, embouchure, tone production, fingering, and articulation. The basic forms of ornamentation, appoggiaturas and shakes, are then dealt with; and a general review, with some remarks on individual practice, concludes the exposition of the rudiments of flute playing.


The next six chapters of the opening treatise form more advanced stages of the performer’s training. In them Quantz is primarily concerned with developing the ability of the student to recognize and convey the character of each work that he performs. The various types of fast and slow pieces and their appropriate execution are explored, as well as dynamics, free ornamentation, and cadenzas. Discussion of these areas leads naturally to the final chapter of this portion of the Essay, in which the student is advised on problems associated with his performance in public.


Having provided the flautist with a solid musical and technical foundation on his own instrument in the first part of his work, Quantz then directs the attention of his pupil to those instruments that would accompany him in concerts. Chapter XVII, which forms roughly one-third of the book, consists of a number of separate sections devoted to the ‘duties’ of the leader of an ensemble, each member of the string family, the keyboard player, and accompanists in general. In turn many important subjects are taken up in addition to matters connected with the technique of each individual instrument. Tempo markings, intonation, problems of balance, the size and arrangement of an ensemble, and many other matters are considered in detail.


In the concluding portion of the Essay (Chapter XVIII), Quantz rounds out his student’s training with a lengthy discussion of contemporary forms and styles. The first half of this discussion is devoted to clearly worded descriptions of most of the principal types of composition then cultivated, especially those favoured in the courts of central and northern Germany. The remainder consists of a comparison and evaluation of Italian, French, and German styles of performance and composition.


The Essay as a whole is preceded by an excellent introduction on ‘The Qualities Required of Those Who Would Dedicate Themselves to Music’. This section, like many others in the Essay, vividly brings home the constancy of certain aspects of musical life, and still offers much sound advice to those interested in becoming professional musicians.


That Quantz intended his work for musicians of all kinds is clear both from the manner in which the Essay is organized and his own Preface. Only about 50 pages of the original 334 are devoted exclusively to the flute. Although the first of the three main divisions of the work was conceived specifically for the flute, most of the material after Chapter VII is equally applicable to other instruments and to singing. The preceding discussions of notation, breathing, and articulation, however, also contain much valuable information for performers other than flautists.


Quantz’s actual treatment of the various subjects with which he deals matches the breadth of his basic plan. As an experienced teacher he had obviously recognized the need to be clear and specific. He also strove diligently to avoid the superficiality of those methods that offered quick mastery of an instrument with little effort. In many areas he provides much more concrete information about important points of performance than either his immediate predecessors or his followers; and his attention to detail—even if at times it becomes pedantic—considerably enhances the value of the Essay as a guide for modern performers. Subjects such as extempore embellishments, dynamics, cadenzas, and tempo are explored more fully than in any other treatise of the time. The valuable works of C. P. E. Bach1 and Leopold Mozart,2 which appeared shortly after that of Quantz, show a considerable extension of the treatment of the keyboard and violin as well as of some other matters, but frequently seem to assume some knowledge of Quantz’s treatise.


The unique combination of breadth and detail found in the Essay could scarcely have been better designed to provide a more stimulating introduction to musical thought, performance, and style in the eighteenth century, and more than justifies a long overdue complete translation into English. Yet, important as the treatise is, modern performers must remember that the work is the synthesis of the experience of one man active at a particular period in time and in a certain milieu. Solutions to the various problems of performance were as diverse during that time as they are today.


Quantz’s general approach in his Essay, and his specific treatment of the many subjects that he examines, grew out of years of personal experience in all the phases of music that he discusses. During his long career he was active and successful as a solo and orchestral performer on a variety of instruments, as a composer, as a teacher and writer on music, as a director of a chamber ensemble, and as a maker of flutes. To see the Essay in its historical context, a picture of his life and musical training, and a knowledge of some of his compositions are both valuable. In Quantz’s case the catchall label ‘teacher of Frederick the Great’ has done much to obscure recognition and study of the crucial quarter-century that he spent at Dresden, as well as to link subjective feelings about Frederick with estimates of Quantz. The old maxim that ‘theory is always fifty years behind practice’ has also tended to cloud the fact that Quantz was very much a part of his time, and that his work was conceived in relation to the music cultivated during his prime. Happily, Quantz himself has provided many of the essentials of his background in a short autobiography, written in 1754 and published the following year.3 This work forms the basis for much of the brief sketch that follows.


Born (30 January 1697) the son of a blacksmith in the village of Oberscheden in Hanover, Quantz’s early love of music grew out of his encounters with it at village festivals. These he attended with a brother, Jost Matthies,1 who occasionally took the place of one of the village musicians. But Quantz’s father opposed the boy’s interest, and when the child was 9 insisted that he should begin work in the family trade. The death of the father in the following year, 1707, suddenly gave the reluctant apprentice the opportunity to escape from the career laid out for him. An uncle, Justus Quantz, who was a town musician at Merseburg, offered to take him in and train him.


Although the uncle also died only a few months after his nephew’s arrival in Merseburg, Quantz continued his apprenticeship for the next five years under Johann Adolf Fleischhack (dates unknown), son-in-law and successor to Justus. Fleischhack was apparently an indifferent master, but Quantz during his Merseburg years gained a useful practical foundation in his chosen profession. Orphaned at so early an age, he seems to have turned all of his energies to music. The main requirement of a town musician was passable proficiency on a variety of instruments. During his apprenticeship Quantz studied the violin, oboe, trumpet, cornett, trombone, horn, recorder, bassoon, ’cello, viola da gamba, and double bass. On the violin, his principal instrument, he gained sufficient technical mastery to play works by Heinrich Biber (1644–1704), Johann Jakob Walther (c. 1650–1717), Henrico Albicastro (c. 1670–c. 1738), Arcangelo Corelli (1653–1713), and Georg Philipp Telemann (1681–1767). Among the other instruments the oboe and trumpet were those on which he became most competent. On his own initiative he made his first attempts at composition, and studied the harpsichord under Johann Friedrich Kiesewetter (d. 1712), a relative who was organist at the church of St. Maximi. Kiesewetter introduced him to the latest works of Telemann, Melchior Hofmann (d. 1715), and Johann David Heinichen (1683–1729).


Quantz completed his apprenticeship at the age of 16, and then remained with Fleischhack as a journeyman for two years and four months. During this time he already aspired to a higher level of musicianship than he found in Merseburg, and hoped to go to Berlin or Dresden to continue his studies. In 1714, when the death of the brother of the Duke of Saxony-Merseburg caused a temporary suspension of musical activities, Quantz travelled to Dresden.2 He attempted without success to discover an opening in the beautiful Residenzstadt of Augustus II, the Elector of Saxony (under the title Frederick Augustus I) and King of Poland. Eventually he found work in Pirna, under the town musician Georg Schalle (1670–1720), and while there he came to know the director of the Dresden  town band, Gottfried Heyne or Heine (d. 1738), who employed him when  additional players were needed for weddings.


Quantz’s brief stay in the vicinity of Dresden in 1714 marked a turning-point in his career as both performer and composer. His acquaintanceship with Heyne became the first step towards a position in Dresden. And while at Pirna he first encountered the concertos of Antonio Vivaldi (1678–1741), works which were to have a decisive influence on his development as a composer. His reaction to them, noted in his autobiography, reflects that of a whole generation of German composers: ‘As a then completely new species of musical pieces, they made more than a slight impression on me. I did not fail to collect a considerable assortment of them. In the future the splendid ritornellos of Vivaldi provided me with good models.’1


Returning to Merseburg in September 1714 Quantz completed the remaining year and a half of his service as a journeyman. In the year following the conclusion of his formal training, he received several different offers for positions as a violinist, oboist, or trumpet player. The realization that he would be ‘the best among bad’2 performers made him wait for a more attractive opening to appear. In March 1716 his hopes were rewarded by an offer from Heyne to become a member of the Dresden town band.


The twenty-five years from 1716 to 1741, during which Dresden remained the centre of Quantz’s activities, constitute the most interesting and critical era in his life. The rich cultural environment of the city during the reigns of Augustus II (1670–1733) and Augustus III (Frederick Augustus II; 1696–1763) provided him with both the stimulus and the opportunity to develop into a mature performer and composer. The strong impression made by the high standards that the young man encountered in the Dresden orchestra (not the town band to which he at first belonged) is most vividly conveyed in his own words:




 





Thus in March 1716 I went to Dresden. Here I soon perceived that merely hitting the notes as the composer wrote them was still far from the greatest excellence of a musical artist.


The Royal Orchestra at that time was already in a particularly flourishing state. Through the French equal style of execution introduced by Volumier,3 the concertmaster at that time, it already distinguished itself from many other orchestras; and later, under the direction of the following concertmaster, Mr. Pisendel,4 it achieved, through the introduction of a mixed style, such refinement of performance that, in all my later travels, I heard none better. At that time it boasted various celebrated instrumentalists, such as Pisendel and Veracini5 on violin, Pantaleon Hebenstreit1 on the pantalon, Sylvius Leopold Weiss2 on the lute and theorbo, Richter3 on the oboe, and Buffardin4 on the transverse flute, to say nothing of the good violoncellists, bassoonists, horn players, and double bass players.


Hearing these celebrated people I was profoundly impressed, and my zeal to inquire further into music was redoubled. I sought in time to put myself in a position to become a passable member of so excellent a society. For although I otherwise enjoyed the way of life of the town musician, the tiresome playing of dances, which is so harmful to more refined performance, made me yearn for a release from it.5




 





 In the year after his removal to Dresden, Quantz took advantage of the freedom offered by another period of mourning to continue his training in composition. He went to Vienna, and there studied counterpoint briefly with Fux’s pupil Jan Dismas Zelenka (1679–1745),6 who was later to become one of the court composers at Dresden.


In March 1718, at the age of 21, the young and ambitious town musician was able to move into the fringe of the illustrious circle of the court orchestra. After an audition he was accepted as an oboist in the newly formed Kleine Kammermusik known as the ‘Polish Chapel’. This small ensemble of twelve musicians accompanied the King on his visits to Warsaw, but also remained in Dresden for substantial periods. Besides improving Quanta’s salary and standing, the new position was decisive in other ways. Seeing no prospect for advancement as an oboist because of the seniority of other members of the ensemble, he turned seriously to the study of the transverse flute, since the flautist in the group willingly allowed him the first chair. Quantz’s only formal instruction on the instrument came from the renowned French player, Buffardin, with whom he studied for four months. Buflardin’s speciality, he notes, lay in the execution of fast pieces.


Quanta’s activities in the Polish Chapel also strengthened his interest in composition, especially of works for the transverse flute. At that time the instrument had a rather small repertoire of pieces specifically written for it. Unable to secure promised instruction from one of the two masters of the Dresden chapel, Johann Christoph Schmidt (1664–1728), and hesitant to approach his rival Heinichen,7 Quantz taught himself by studying the scores of established masters, ‘attempting, without plagiary, to imitate their manner of writing in trios and concertos’.8


The strongest personal influence that he acknowledges in his musical development is that of the violinist noted above, Johann Georg Pisendel, a pupil of Torelli, Vivaldi, and Montanari, whose friendship he gained in his early years at the Dresden court. He praises Pisendel, at that time Volumier’s second in command in the direction of the Royal Orchestra, warmly as both man and artist:




From this equally great violinist, worthy concertmaster,1 excellent musical artist, and truly honest man, I not only learned how to execute the Adagio,2 but from him profited most fully in connection with the selection of compositions3 and the performance of music in general. By him I was encouraged to venture further in composition. His style then was already a mixture of the Italian and the French, for he had already travelled through both countries as a man of ripe powers of discernment. In his tender years he sang as a chapel boy in Ansbach under the excellent singer and singing master Franc. Antonio Pistocchi,4 and thus had the opportunity to lay the best foundation for good style. At the same place, however, he learned the violin from Torelli.5 His example took such deep root in me that I have since always preferred the mixed style in music to the national styles. In matters of style I am also not a little indebted to the attention that I have always paid to good singers.6





This acknowledgement gives the clearest possible evidence of Quantz’s obligation to Pisendel for certain basic features of his approach to performance and for his notions about the mixture of national styles. It also confirms the fact that Quanta’s style was strongly affected by his experiences at Dresden and thus, to a considerable extent, reflects the practices of one of the most important musical centres in Germany from about 1720 to 1740.


Quanta’s perception of the significant differences between Italian and French modes of performance and composition developed from his contact with each at Dresden. The orchestra under Volumier was grounded in the French discipline of orchestral playing used, from the time of Lully, in the performance of French overtures and dances.7 Quanta’s only instruction on the flute also came from a Frenchman, Buffardin. But French influences, which were strong at the Saxon court in the first decades of the century, were gradually submerged by the increasing importation of Italian opera and opera singers, and by the wide dissemination of the sonatas and concertos of Corelli, Torelli, Vivaldi, and Albinoni, to cite only a few of the most significant composers.


Quanta had become familiar with the concertos of Vivaldi in 1714, and there can be little question that they formed an important part of the repertoire of the Dresden orchestra. At least one concerto was written specifically for the Dresden company, and a number of concertos and sonatas were written expressly for his friend Pisendel (who has left an interesting ornamented version of at least one Vivaldi adagio).1 Quantz’s genuine appreciation of the richness of the Italian style of singing and vocal composition dates from 1719, when two operas, Ascanio2 and Teofane, by the Venetian composer Antonio Lotti (c. 1667–1740), were performed as part of the marriage festivities of Crown Prince Frederick Augustus and Maria Josepha, eldest daughter of Emperor Joseph I of Austria. For the occasion a brilliant group of Italian singers, including Francesco Bernardi (Senesino, c. 1680–c. 1759), Matteo Berselli (dates unknown), Vittoria Tesi (1700–75), and Margherita Durastanti (dates unknown), was engaged, a group that also attracted Handel to Dresden in his quest for singers for the Royal Academy of Music in London.3 Although a dispute between Senesino and Heinichen, perhaps precipitated by the agreement which Handel reached with Senesino and Berselli, brought about a suspension of further Italian opera productions for several years, the impressions that Quantz had already gained were among the most important in forming his ideals of performance. In the years that followed he constantly studied the styles of the best vocalists of his day.


After his entry into the Polish Chapel, Quantz gradually established himself as a player of more than average abilities, and gained the support of several patrons. A planned visit to Italy, supported by some Polish nobles, fell through in 1722. But the following year Quantz, together with the lutenist Weiss and Carl Heinrich Graun (1704–59), the future Kapell meister of Frederick the Great, was able to journey to Prague for the coronation of Charles VI. All took part as orchestral players in the performance of the opera Costanza e fortezza by Johann Joseph Fux (1660– 1741), the noted composer and theorist who headed the musical establishment of the Viennese court. The work was produced in a magnificent style, with spectacular staging, a large chorus (with the youthful Franz Benda, a later friend of Quantz and concertmaster of Frederick the Great, among its members) and orchestra, and an excellent cast of singers.4 Quantz was thus given further opportunities to hear many of the best singers and instrumentalists of his day. Also while at Prague he heard the already celebrated violinist Tartini (1692–1770), who had recently entered the service of Count Kinsky.


In 1724 Quantz finally saw his hopes for a period of study in Italy fulfilled. Prince Lubomirsky, one of his supporters at court, obtained permission for him to make the southward journey in the suite of Count von Lagnasco, the new Polish minister to Rome. But what began as a visit to Italy was gradually extended into a three-year grand tour, with stays in France and England as well. During these travels Quantz took advantage of every occasion on which he could familiarize himself with the works of the most well-known composers and the styles of the most famous singers and instrumentalists.


The greater part of his sojourn in Italy was spent in Rome, where he studied counterpoint under Francesco Gasparini (1668–1727), maestro di cappella at St. John Lateran, and author of a useful manual on thoroughbass, L’armonico pratico al cimbalo (1708). But he also visited almost every town where he could hear interesting music. Naples, Florence, Leghorn, Bologna, Ferrara, Padua, Venice, Modena, Reggio, Parma, Milan, and Turin all formed part of his itinerary.


A list of composers whose works he heard includes most of the important figures of the day: Alessandro Scarlatti (1660–1725), his son Domenico (1685–1757), and his student Joharm Adolph Hasse (1699– 1783), Giuseppe Ottavio Pittoni (1657–1743), Pietro Paolo Bencini (d. 1755), Giovanni Battista San Martino (Sammartini, 1701–75), Giovanni Andrea Fiorini (dates unknown), Francesco Mancini (1672–1737), Leonardo Leo (1694–1744), Francesco Feo (1691–1761), Nicola Antonio Porpora (1686–1768), Leonardo Vinci (c. 1690–1730), Antonio Vivaldi, Giovanni Maria Capelli (d. 1726), Domenico Sarro (1679–1744), Benedetto Marcello (1686–1739), Tomaso Albinoni (1671–1751), and Antonio Lotti.


In Naples he became friendly with Hasse,1 who within a few years was to become the most popular operatic composer in Italy and Germany, and Kapellmeister at Dresden. Through Hasse he was introduced to Alessandro Scarlatti and won his favour in spite of an initial unwillingness to listen to wind players because of the frequency of bad intonation.


Among performers Quantz gave the greatest attention to singers. The most impressive was the castrato Carlo Broschi (1705–82), known as Farinelli, then at the beginning of his career. Quantz heard him on a number of occasions, and they became personally acquainted.2 Perhaps an indication of Quantz’s own skill at the time is found in the fact that at Naples he was invited to perform in a concert which featured Hasse, Farinelli, the contralto Tesi, and the ‘incomparable’ ’cellist Franciscello (1691–1739). Other notable singers whom he heard were Carestini, already familiar from Dresden, Anna Maria Strada (c. 1700–1773), Giovanni Battista Pinacci (dates unknown), Annibale Pio Fabri (1697–1760), Nicolò Grimaldi (Nicolini, 1673–1732), Marianna Gaberini (Romanina; d. 1734), and Giovanni Paita (dates unknown).


With the exception of the oboist Giuseppe Sammartini (1695–1750), Quantz found Italy lacking in good performers on woodwind instruments, but was able to hear excellent string players such as the ’cellists Giovannini (dates unknown) and Francisccllo, and the violinists Vivaldi, Francesco Montanari (d. 1730), Luigi Madonis (c. 1693–c. 1770), Giovanni Battista Somis (1686–1763) and his young pupil, Jean-Marie Leclair (1697– 1764). As may be seen in the Essay1 he disapproved of some of the tendencies that he noticed in Italian instrumental performance, and in general preferred the best Italian singers as models for his own style, but there can be no question that he was influenced to some extent by the works and execution of these artists.


After a stay of almost two years in Italy Quantz moved on to France, arriving at Paris in August 1726. There he remained for seven months. His reactions to French musical life were typical of many Germans of his day. French opera he found in a poor state, suffering from too great an adherence to Lully’s works, a poor orchestra, and bad singing methods. On the other hand he was impressed by French acting, staging, and dancing, and especially by the excellence of many individual instrumentalists. In Paris he encountered many good performers on the transverse flute, including among others Jean Christophe Naudot (d. 1762), and Michel Blavet (1700–68). A warm friendship developed with Blavet, the finest French flute player of his day and an excellent composer for the instrument. Among other performers Quantz singles out the gambists Antoine Fortcroix (Forcqueray, 1672–1745) and Roland Marais (c. 1680–c. 1750), and the violinists Giovanni Pietro Guignon (1702–74), an Italian player active mainly in France, and Jean-Jacques-Baptiste Anet (1676–1755), also noting that ‘there was no dearth of good organists, clavier players, and violoncellists’.2


During the period of his visit to Paris, Quantz also made his first attempt to improve the structure and intonation of his flutes by adding another key to the one-keyed instrument then in use, a modification that he explains at some length in the Essay.3


In spite of orders to return to Dresden early in 1727, the now well-travelled performer and composer found himself unable to resist the impulse to extend his journey to England. His brief visit there lasted from 20 March to 1 June, and more than justified his expectations. He found Italian opera, as presented by the Royal Academy of Music under Handel’s direction, in its ‘fullest bloom’.4 He heard G. B. Bononcini’s Astyanax and the ‘splendid music’5 of Handel’s Admetus, and was strongly impressed both by Handel’s direction of the opera orchestra and by his music. He witnessed and gives a good account of the famous rivalry between the prima donnas Faustina and Cuzzoni, although in later years he was perhaps a little biased in favour of Faustina, whom he had frequent opportunities to hear in Dresden after she had become the wife of his friend Hasse. Solo instrumentalists heard in England included Handel on the harpsichord and organ, the violinists Francesco Geminiani (1687–1762), his pupil Matthew Dubourg (1703–67), the brothers Pietro (1679–1752) and Prospero (d. 1760) Castrucci, and Mauro d’Alais (dates unknown), and the flautists Karl Friedrich Weidemann (d. 1782) and John Festing (d. 1772).


Quantz seems to have been sorely tempted to remain in England, and was urged to do so by Handel. But his sense of obligation to Augustus II won out, and on 1 June 1727 he began the return trip to Dresden, travelling through Holland (with visits to Amsterdam, the Hague, Leiden, and Rotterdam), Hanover, and Brunswick. His three-year European tour ended with his arrival at Dresden on 23 July 1727.


Quantz’s travels form the final stage of his training, and mark the beginning of his international reputation as a performer and composer. During his journeys he had been able to hear an astonishing number of the best composers and performers of his day. At the same time he seems to have made a considerable impression on those who heard him. Within a year or two of his visits, printed collections of his music began to appear in France, England, and Holland. At least seventeen collections have been preserved from the years 1728 to about 1750, and several others are known to have been issued. Nearly all seem to contain relatively youthful works of the composer. Although Quantz specifically disavowed some of the compositions published in England and Holland, the authenticity of about half can be established; and the fact that some spurious works were issued under his name simply confirms the general esteem in which he was held.1


While travelling Quantz had continued his study of composition by imitating the styles that he encountered at the places he visited. At Dresden he began to review his experiences, ‘to put [his] ideas in order’, and to set about ‘forming an individual style’.2 At present we know that forty trio sonatas, some of which are duplicated in the prints mentioned above, and ten concertos, all preserved in manuscripts in the Sächsische Landesbibliothek, definitely belong to the years from 1716 to 1741. A considerable group of the solo sonatas and concertos later incorporated into the collection of Frederick the Great may also belong to this period. Unfortunately the chronology of these manuscripts cannot be definitely fixed as yet, although the printed works seem to form a key to a solution of this problem in some cases. Thus it is difficult to trace a full picture of the various phases of Quantz’s development as a composer during these formative years.3


After his return to Dresden his position again improved considerably. In March 1728 he was made a member of the main Saxon Kapelle at Dresden, with a salary of 250 thalers in addition to his former stipend of 216 thalers, and was no longer required to double as an oboist. Thenceforth he seems to have been singled out as one of the outstanding performers in the Dresden orchestra.


The young virtuoso’s thirty-first year also saw the beginning of an important new relationship. The King of Prussia, Frederick William I, paid a state visit to Dresden together with his 16-year-old son, Frederick. In May 1728 Augustus II paid a return visit to Berlin, and brought with him a group of his best musicians, including Pisendel, Weiss, Buffardin, and Quantz. Quantz made a particularly strong impression on Crown Prince Frederick (and his sister Wilhelmine), and their mother offered him a good position. Quantz claims that he could not secure his freedom from the Dresden establishment. From that time, however, he was allowed to visit Berlin, and later Ruppin and Rheinsberg, each year in order to teach Frederick the flute.


Although Quantz’s tutelage of Frederick began in 1728, it must be emphasized that his home and the centre of his activities remained in Dresden for another thirteen years, and that Dresden in these years entered its most flourishing period of musical activity. In 1725 Italian opera was cultivated again, with the active support of the Crown Prince and future King, Augustus III. In 1731 his friend Hasse, who had meanwhile achieved an enormous success in Italy, was appointed Kapellmeister; and Hasse’s wife, the notable singer Faustina, became one of the principal singers in the company. Also during these years Quantz had several opportunities to hear Johann Sebastian Bach perform on the organ; and as the Essay shows, he was not to forget the strong impression made by the great musician as a performer, although his estimate of Bach as a composer is uncertain. A few lines from the autobiography suggest how much he enjoyed and benefited from the musical life in which he participated: ‘The beautiful church music, the excellent operas, and the extraordinary virtuoso singers that I was able to hear in Dresden brought me ever new pleasures, and constantly excited new enthusiasm.’1


It seems unlikely that Quantz would have seriously considered exchanging this position for a much less stimulating and much more tenuous one under Crown Prince Frederick without considerable rewards. Frederick’s artistic activities as a young man were brutally opposed by his father. And only after his imprisonment in the fortress of Küstrin in 1730, and his apparent submission to his father’s wishes, was he able to gradually begin the secret organization of his own private musical ensemble. On Quantz’s recommendation his friend, the violinist Franz Benda, was employed by Frederick in 1733.1 But in that same year when Augustus II of Saxony was succeeded by his son, Quantz retained his Dresden post. He reports that his salary was raised to 800 thalers, and permission was granted to continue his visits to Frederick, as well as to the Margrave of Bayreuth, who was now counted among his pupils; but he was not allowed to leave the service of the new Elector and King, Augustus III. A passage in a letter of 6 November 1733 by Frederick to his sister Wilhelmine suggests, however, that Quantz may have been playing a familiar game, and also indicates that the relationship between teacher and student was not without moments of strain. ‘Quantz is probably pleased that his new lord has ascended the throne,’ Frederick writes. ‘Since he does not wish to change from horse to donkey, he has considered it advisable to break his word to me; for he had promised to enter my service.’2


Quantz conveyed his appreciation of the benevolence of his ‘new lord’ and sought his continued favour the following year by dedicating a printed collection of sonatas to him, entitled Sei sonate a flauto traversiere solo, e cembalo, dedicate alla Maestà d’ Augusto III. Re di Pollonia, Elettore di Sassonia … Opera prima (Dresden, 1734).3 These sonatas form the first collection for which the composer himself was directly responsible, and reflect his care in preparing works for publication. In his preface he reports that some of the solo sonatas already published under his name in England and Holland are spurious, and that the others contain numerous printer’s errors.


The remaining years of the now successful performer, composer, and teacher at Dresden are marked by only two other recorded events. In 1737, at the age of 40, he was married, or, if a story published after his death is true,4 was tricked into marriage to Anna Rosina Carolina Schindler (née Hölzel), probably the widow of a horn player in the Dresden orchestra. The meagre evidence preserved suggests that the union was not a happy one.


Two years later, in 1739, he expanded his already rich field of activities to include the boring and tuning of flutes, a business that he also managed with considerable success for the remainder of his life.1


The concluding period of Quantz’s life coincides with the rise of Prussia to the position of a major European power under the ambitious leadership of Frederick the Great. After he became King in 1740 the active young ruler was able to offer Quantz terms which his Saxon patron could not match, and which the musician could not refuse. In Berlin he was to have a position rarely equalled by an instrumental performer and composer in the eighteenth century. It was stipulated that he should receive




a stipend of two thousand thalers a year for life, in addition to a special payment for my compositions, a hundred ducats for each flute that I would supply, and the privilege of playing only in the Royal Chamber Ensemble, not in the [opera] orchestra, and of taking orders from none but the King….2





Few musicians could have asked for more, and probably few could have failed to be somewhat envious of both the salary and prerogatives. Quantz obtained a release from the King of Poland, and officially entered the service of Frederick in December 1741.


From this time Quantz’s life settled down into a pattern which seems to have remained more or less constant for his remaining thirty-two years. The outer routine was dictated by Frederick’s own inflexible schedule in musical as well as other matters. According to one reliable witness




the months of December and January, together with the 27th of March, the birthday of Her Majesty the Queen Mother, were set aside for regular theatrical entertainments … and performances [of opera] occur every Monday and Friday of these two months. On the other days of the week during Carnival time masquerades, concerts, comedies and other entertainments alternate at court. At other times every day in the evening from 7 until 9 a regular concert is performed in the chamber of the King, in which His Majesty himself is accustomed to demonstrate his penetrating and exquisite taste, and his exceptional facility on the flute.3





This basic pattern seems to have been modified only by affairs of state. Opera productions were suspended during the Seven Years’ War (1756– 63), but Frederick seems to have continued to enjoy the recreation provided by the concerts, whenever he was able, at Berlin or Potsdam, and occasionally the Royal musicians attended him elsewhere. In 1746 Quantz accompanied him to Bad Pyrmont, and in 1760–1 joined him at his winter quarters at Leipzig.


As he was not required to play in the opera orchestra, the centre of Quantz’s activities throughout the Berlin years remained the evening chamber concerts. While the operas presented by Frederick were public, and served as a public manifestation of his patronage, the concerts were private and intended entirely for his own enjoyment and relaxation. Only a few specially invited guests seem to have been allowed to attend. Although little reliable evidence has been discovered about the works performed in the earlier years of Frederick’s ensemble, the main repertoire in the later decades consisted of works by Quantz and Frederick himself. Quantz personally set the tempos for the works performed and perhaps took part in the performance on occasion.1 He was granted the exclusive privilege of approving or disapproving of the King’s playing by conferring or withholding a ‘bravo’. At other times he undoubtedly had to make himself available whenever the King wished to play sonatas or duets, or when he desired musical instruction or advice.


His principal duties, in addition to those that required his personal attendance, involved the continued creation of new compositions for the King, and the manufacture of new flutes. At the time of Quantz’s death the joint catalogue that Frederick used as a guide to his own and his teacher’s works included 361 flute sonatas, 153 by Quantz, and 300 concertos, all but 4 by Quantz.2 Several volumes of studies, written jointly with Frederick,3 and contributions to one or two collaborative compositions by several members of Frederick’s musical establishment4 also belong to his output for the King. At one time most of these compositions were believed destroyed in the Second World War. Some were lost, but the main body of Quantz’s works formerly owned by Frederick were preserved, and are now located in the Deutsche Staatsbibliothek in East Berlin and the Staatsbibliothek Preußischer Kulturbesitz in West Berlin.


The majority of the compositions that Quantz wrote after his entry into Frederick’s service were intended solely for the use of the King. Nevertheless, some reached a wider public in manuscript copies and printed editions. Fifty-two manuscript solos, trio sonatas, and concertos, including a considerable number written for Frederick,5 were advertised in the catalogues of Breitkopf from 1762 to 1784, and a smaller group was published in Berlin in the seventeen-fifties and -sixties. Among the published works the most important are the Sei duetti a due flauti traversi … opera seconda,1 published in 1759 by Winter with a lengthy preface dealing with the value of duets in the training of good students. The implication that the duets were intended as a musical adjunct to the Essay seems unmistakable. Other printed works from this period include a handful of songs, a series of Neue Kirchen-Melodien zu denen geistlichen Liedern des Herrn Professor Gellerts … (Berlin, Winter, 1760),2 and a flute sonata published in the Musikalisches Allerley of 1761 (Berlin, Birnstiel).3


Although Quantz’s considerable output of flute compositions is frequently cited with the imputation that such numbers automatically preclude any thought of quality, it must be remembered that these works were created over a period of about fifty years, and that, today, they are relatively little known. Quantz is hardly likely to enjoy again the reputation as a composer that he earned in his own day, but he has not yet been given the benefit of a study that clarifies the development of his style or separates his best work from the merely routine. Such a study could be illuminating in many ways, especially since Quantz’s activity as a composer spanned a long and particularly interesting phase in the evolution of musical styles.


While the works available in modern editions seem to have been selected all too haphazardly, and provide only a limited idea of Quantz’s efforts as a composer, study of several of his solos, duets, trio sonatas, and concertos in conjunction with the Essay will do much to deepen the modern student’s insight into Quantz’s meanings. They will serve more effectively than any number of words to place him in his proper musical and historical milieu, that charming if somewhat superficial galant world that emerged in the German courts in the early decades of the eighteenth century. Without advocating an undesirable wholesale revival of Quantz’s compositions, it should be clear that his combined efforts as a teacher and composer offer an unrivalled opportunity to explore the interrelationships between musical thought and musical practice. Experimentation with Quantz’s precepts on tempo, dynamics, ornamentation, articulation, and other matters quickly shows how effective they are in animating his own works, even when the composition appears unpromising on paper. And because many aspects of Quantz’s style are not especially original, but common to many other major and lesser figures of the late Baroque and pre-Classic eras, his compositions provide an excellent basis from which the student may see where his teachings are best applied, and where one must be cautious about their appropriateness in other works. They also form the soundest guide in suggesting just how literally certain rules should be interpreted, provide concrete examples of the various forms that he describes, and do much to clarify the musical realizations of that language of the passions which underlies his aesthetic theory.1


Quantz’s influential position at Frederick’s court apparently changed very little during the last thirty years of his life, but the relationship between Frederick’s musical tastes and those found in other parts of Europe altered significantly after his return from the Seven Years’ War.2 In the earlier years of his reign Frederick almost single-handedly made Berlin an important musical centre. A first-rate orchestra was formed, on the basis of his Rheinsberg ensemble, with many outstanding performers and composers such as C. P. E. Bach (1714–88), Franz Benda (1709–86), and J. G. Graun (1702/3–71). A beautiful opera house was built, and good singers and dancers were imported to perform works by the two most popular German composers of Italian opera, J. A. Hasse and his own Kapellmeister Carl Heinrich Graun. Frederick himself played an active role in musical and dramatic productions,3 and did his utmost to make Berlin rival the musical splendour achieved at Dresden by Augustus III, whose musical establishment formed the model for his own. The musical life of the Saxon court, which ironically Frederick destroyed in the course of the Seven Years’ War, directly and indirectly influenced his tastes and standards, as it had those of Quantz. Many of Frederick’s musicians had been active there at one time, and many of his composers perpetuated the styles cultivated in Dresden. Far from seeming conservative, however, the preferences of Dresden and Berlin, and of Frederick, coincided with those of much of Europe in the seventeen-forties and -fifties.


After the Seven Years’ War, during which C. H. Graun died, Frederick’s interest in music gradually waned, and he did little more than perpetuate the pattern that he had already created. While important musical developments were taking place around him, he held tenaciously to the opinions and preferences of his youth. The operas of Hasse and Graun continued to be performed, and his own and Quantz’s works remained the staples of his private concerts. Thus Frederick and many of the musicians whom he had gathered together in their prime grew old together, and Berlin became increasingly conservative in relation to the newer styles emerging in opera buffa, the reform operas of Gluck and the Mannheim symphonists, to say nothing of the works of Haydn and the youthful Mozart. By the late seventeen-sixties the styles preserved in Berlin, with the exception of that of C. P. E. Bach, who escaped to Hamburg in 1767, seemed quite old-fashioned to those aware of musical currents elsewhere.


As would seem natural if not admirable in a man of his age, Quantz’s attitudes in his last years seem to have coincided to a certain extent with those of his master. Burney, writing in 1772, provides a generally excellent if one-sided picture of musical life in Berlin in its declining years, and he remarks that Quantz’s opinions ‘when he wrote his book, more than twenty years ago … were enlarged and liberal, which is not the case at present …’.1As is so often true with the advance of age, it seems that Quantz, having worked diligently to develop and codify his own ideas about performance and composition, was unable to accept other views then emerging, and could see in them only a decline in the standards and ideals of his own generation. To what extent he continued to develop as a composer, however, is a question that must remain unanswered until the chronology of his compositions is settled. The few works that can be dated suggest that there are some changes in style, but that fundamentally he continued to adhere to the galant idiom of the second quarter of the century.


Details about Quantz’s relations with other members of Frederick’s musical establishment are scarce, and not always as clear as some writers imply. He was on friendly terms with Franz Benda and C. H. Graun before he or they entered Frederick’s service, and there is no reason to believe that the friendship diminished. Johann Friedrich Agricola (1720–74) and Christoph Nichelmann (1717–61/2), both pupils of J. S. Bach, were among Quantz’s students in composition, and also seem to have been good friends. That a more creative composer such as C. P. E. Bach may well have been irritated by Frederick’s exclusive devotion to Quantz’s works is certainly probable, but the personal relationship between C. P. E. Bach and Quantz is in many respects uncertain; and one must be careful about accepting the frequently contradictory testimony of the opportunist Johann Friedrich Reichardt (1752–1814) or the amusing (and damning) Gedenkrede auf Fried rich den Großen (1809) of Carl Friedrich Zelter (1758–1832) at their face value. Both belong to a generation that rebelled against everything that Frederick represented in the arts, even though Reichardt served for a time as his Kapellmeister and apologist; and both were infants during the best years of Frederick’s musical patronage. C. P. E. Bach does not hesitate to call upon Quantz as a witness to his father’s skill, while Quantz’s open admiration of J. S. Bach as a performer hardly suggests a vindictive attitude towards the son.2


Outside court Quantz seems to have taken an active part in the musical life of Berlin up to the last decade of his life. His musical publications during this period have already been noted, and there is no question that they were highly regarded. After the appearance of the Essay in 1752 he contributed a number of articles to the periodicals of the critic and theorist Friedrich Wilhelm Marpurg (1718–95), and became involved in several of the controversies that formed a staple of Berlin musical life. The autobiography appeared in 1755, a reply to an attack on the Essay in 1758,1 and a series of letters dealing with the harmonic theories of Georg Andreas Sorge, Marpurg, and Rameau in 1759 and 1760.2 On the occasion of the publication of the Sei duetti of 1759, Johann Philipp Kirnberger (1721–83), another pupil of J. S. Bach and court musician to Princess Amalia of Prussia, precipitated a public dispute on the nature of ‘true’ duets. Judging from the reports published by Marpurg, public sympathy seems to have been entirely on Quantz’s side.


Of his personal life during his years at Berlin and Potsdam very little is known. A letter from the noted author Lessing (1729–81) to the poet Ramler (1725–98) closes with greetings to Quantz and Agricola, and refers to a club that met regularly on Friday evenings.3 The two musicians, Ramler, Lessing, the aesthetician Christian Gottfried Krause (1719–70), and perhaps the author and publisher Christoph Friedrich Nicolai (1733–1811) were among its members, but unfortunately no further details of Quantz’s position in this interesting group have as yet been uncovered.


One personal letter of Quantz, dated 5 August 1755, was preserved and reproduced by a nineteenth-century descendant of the family.4 Written to the wife of a recently deceased cousin, it combines pious reflection with practical advice on the disposal of her husband’s property, and gives notice that 20 thalers are being sent to cover burial and other expenses. A letter to the publisher Nicolai, dated 7 February 1767, conveys thanks for the publication of an engraved portrait of the composer by Johann David Schleuen (fl. 1740–74) as frontispiece to the fourth volume (1767) of the Allgemeine Deutsche Bibliothek.5 And four recently uncovered letters from Quantz to the celebrated music historian Padre Martini (1706–84) now in the Civico Museo Bibliografico, Bologna, show that in the years from 1761 to 1765 the two musicians exchanged literary and musical works, and that Martini requested information about Quantz for inclusion in his history.


On the basis of this limited evidence, it is impossible to draw a full picture of Quantz’s personality and character. It is perhaps appropriate that most of what we know about him has to do with the musician rather than the details of his private life. The most attractive side of his personality is his complete devotion to his art. The whole record of his life shows a man who was interested in all aspects of music and spared no pains to learn all that he could about every phase of it. His musical limitations seem to have been the result of the natural tendency to become more conservative with the passing of years, and of the belief that his generation of musicians had discovered more permanent artistic values and standards than their predecessors or followers. The success that was the reward of his industry and musical sensitivity gave him an obvious pride in accomplishment that stands out on nearly every page of his autobiography. His habit of quoting salaries and dropping names in that work forms an unpleasant aspect of this quality, but is an understandable trait in a man who, largely through his own efforts, advanced from very poor beginnings to a position beyond the dreams of most instrumentalists of his day. His career is indeed a classic illustration of the virtues and rewards of hard work, and might well form the subject of a series of engravings along the lines of Hogarth’s ‘Industry and Idleness’.


In contrast to his pupil, Frederick, a strong element of piety, with an accompanying belief in an ultimately benevolent Providence, is noticeable in some of his writings; and his active interest in church music is reflected in his Neue Kirchen-Melodien and his sharp comments in the Essay on the position of cantors in the German churches of his day.1 That he was shrewdly aware of the need to please one’s patrons is also evident in several passages in the Essay;2 but Frederick’s letters and one or two apparently reliable stories of Quantz’s relationship with Frederick indicate that he was anything but a fawning courtier. The breadth of his knowledge, his musical sensitivity, and his practical wisdom are fully apparent in the Essay itself.


References in the Essay and in his other literary works also indicate a considerable familiarity with contemporary writing on music. And although first-hand experience in all of the fields he discusses forms the essential basis of Quantz’s teaching, a few of the works that form a background for certain portions of the Essay may be mentioned here for those interested in exploring further the connexions between the treatise and other works that preceded it.


The only significant tutors for the transverse flute before Quantz’s work were the two complementary guides of Jacques Hotteterre, ‘le Romain’ (c. 1674–1762), the Principes de la flute traversiere, ou flute d’Allemagne (1707), and L’Art de preluder sur la flûte traversiere (1719), and M. Corrette’s Methode pour apprendre aisément à joüer de la flute traversiere (c. 1740). The general areas discussed in Quantz’s first ten chapters may have been suggested in part by these brief works, but his treatment goes far beyond them in every respect, and differs from them in many particulars.


Some of the material in the chapters on execution (XI to XVI) parallel portions of Pier Francesco Tosi’s Opinioni de’ cantori antichi, e moderni (1723),1 which Quantz knew and which his pupil Agricola translated into German with many valuable notes, and also a series of articles on execution in Marpurg’s Des critischen Musicus an der Spree erster Band (1749–50).2 The treatment of extempore variations may have been prompted by a number of sources, the embellished versions of Corelli’s Op. V which he himself cites, or perhaps Telemann’s Sonates methodiques (1728–32)3 and Trietti metodichi (1731).4 Quantz speaks highly of Telemann’s works in a number of genres, and is also listed among the subscribers to his Tafelmusik.


No real precedent has been discovered for the sections on accompanying instruments, unless they were perhaps conceived as extensions of rudimentary methods for a variety of instruments such as J. F. B. C. Majer’s Museum musicurn (1732).


Antecedents of Quantz’s discussions of musical forms are found in portions of Johann Mattheson’s Der vollkommene Capellmeister (1739),5 and especially in articles scattered throughout the Critischer Musicus (1737–40) of the much maligned, but extremely interesting critic J. A. Scheibe.6


Stylistic comparisons of French and Italian music go back to the beginning of the century, with the Paralèle des italiens et des françois (1702) of François Raguenet, and the Comparaison de la musique italienne et de la musique française (1704–6) of Le Cerf de la Viéville,7 both of which were well known in Germany. Extensions of these comparisons to include references to German style are found in articles by both Scheibe1 and Marpurg.2


While the works noted and others cited in the various articles of Quantz confirm his familiarity with contemporary musical thought and writing, comparison with them shows that he never merely copied what others had to say. Quantz’s treatment is generally both richer and more concrete, and although not essentially an original thinker, through experience and reflection he made the material with which he dealt his own. Unfortunately no record of the contents of his library has been located. It might throw still more light on his interests, reading, and musical taste.3


Less than a year after the eminent English music historian Charles Burney visited Berlin and Potsdam and reported Quantz as enjoying ‘an uncommon portion of health and vigour’ for a man of his age, and as still able to execute ‘rapid movements with great precision’,4 the long career of the celebrated musician reached its end. He died on 12 July 1773, when a musical era far different in many respects from that of his own prime had already come into being. Haydn was 41 and had already completed the ‘Sun’ quartets, Mozart a precocious 17.


Obituaries praising both the man and the musician appeared in the newspapers, a funeral cantata was written,5 and Frederick later had a statue by the Ränz brothers erected in his memory.6 The passing of the famed composer and teacher, and Frederick’s homage, were noted even in London, where they were duly reported in the daily press.7 As a more personal tribute Frederick also completed the attractive concerto which had occupied Quantz’s last days. When playing the slow movement he is reported to have turned to Franz Benda and remarked ‘You see, Quantz departed this world with very good ideas’.8


Although the particular style of composition and performance represented by Quantz and his generation was outmoded even at the time of his death, and his musical works disappeared gradually from the repertoire, he left the generations that followed a more enduring legacy. His Essay, like the treatises of Leopold Mozart and C. P. E. Bach, continued to be highly esteemed until the end of the century, and was never really equalled by the works of later teachers.


Just as Quantz’s biography and music provide a glimpse of the rich fund of experience that went into the Essay, the various editions of the work offer a picture of the authority which it obtained. An extended list of the editions of the treatise or of portions of it, and of works that draw material directly from it, is presented in a separate section in the bibliography of the present volume, both to indicate the continuing fame of the work and to establish a more complete record than that currently available in standard reference works.


The considerable reputation enjoyed by the Essay that this list suggests is confirmed in numerous references to the work in the writings of other authors. The longest review thus far discovered is contained in an article in the Bibliothek der schönen Wissenschaften devoted to the three works of Quantz, C. P. E. Bach, and L. Mozart. The unnamed reviewer gives high praise to the work as a whole, and raises a question or two about several points in the latter part of the work:




   Truth, genius, and good taste, qualities which do not characterize all performers and music masters, distinguish the authors [Mozart, Quantz, and C. P. E. Bach] and their writings. Yet one notes a particular distinctive feature in Mr. Quantz’s Essay: it is almost a general work, for it does not merely expound and illustrate most accurately and forthrightly the principles of playing the flute, but explains thoroughly and clearly all the basic rules and interests of performers of every type, and everything related to the performance of a musical piece. All kinds of instrumentalists, as well as singers, and the leader and director of an ensemble, find their qualities, their virtues, and their faults cited in it. All can learn from it, composers not excepted. Even the characteristics of various musical pieces and various styles are found characterized with particular accuracy. Mr. Quantz concludes with an historical–critical report on the present style of music. Here there is neither time nor opportunity to go into his views properly, but we must mention that the epoch when the Germans began to educate themselves in vocal composition must actually be much earlier than Mr. Quantz supposes…. In this regard we know, from the period of Opitz, the father of German poetry, that even before the year 1627 German operas were performed in Germany; and was not Schütz, the master of the chapel at Dresden, who brought Opitz’s Daphne to the lyric stage, a German? On the other hand, we laud with pleasure the judgment of Mr. Quantz when he calls the present good style of music, which is a kind of mixed style, the style of the Germans; for they were the first who fell upon arranging and adorning [this style] which, for some years now, has found favour not only in Germany, but even in Italy and France. Before we leave this fine work, we must further note, however, that some important remarks might be made about Mr. Quantz’s views in Chapter XVII, where the placement and complement of a good musical ensemble are discussed. In the performance of a large vocal piece with a strong instrumental accompaniment in a large hall, it might well be very disadvantageous to the good effect that is one’s goal if the plan given were followed. Verv well-founded physical reasons also might be cited as to why care must be taken to give the flutes and oboes a position quite distant from the high vocal parts in small and large vocal pieces. No musical instruments swallow up the tone and the words of high voices as much as flutes and oboes, if they are too near to the singers, although no instruments are more useful for strengthening and supporting them than the oboes, and none provide greater amenity than the flutes. Hence a skilful leader must be all the more careful to insist that the instruments are judiciously placed, for otherwise the benefits which a musical piece derives from the instruments fall away entirely. The notes and the words of the singers of both sexes are the principal matter to which everything must be directed, and where these are suppressed or even weakened everything else is to no purpose and without point.1





The work as a whole and various portions of it are also recommended by Marpurg, Agricola, Mattheson, G. M. Telemann, Adlung, Reichardt, Forkel, Sulzer and, in a particularly charming way, by C. G. Schröter.2


But criticisms of certain parts of the Essay must also be noted, as they emphasize the variety of opinion and practice of the time, a variety that must be constantly stressed for the benefit of those who seek to dogmatize about the performance of music in the past, or expect to find ‘definitive’ solutions to artistic problems. Unfortunately, however, the lengthiest dispute about the Essay was precipitated by a charlatan bent on irritating his former teacher. In 1753 Joachim von Moldenit published in Hamburg a work entitled Sei sonate da flauto traverso e basso continuo, con un discorso sopra la maniera di sonar il flauto traverso. In the sonatas he demanded a range exceeding that customary on the flutes of the day, and in his discorso attacked Quantz’s method of articulating with the tongue, explaining that he had a new approach based on the use of the lower lip (sic). Caustic reports of Moldenit’s work appeared in Marpurg’s Historisch-kritische Beyträge which precipitated another work by Moldenit directly attacking Quantz, whom he felt responsible for Marpurg’s review. Moldenit’s article finally aroused Quantz’s ire, and he replied with a sharp rebuttal in which he skilfully examined Moldenit’s contentions point by point.3 In the course of his reply Quantz challenged Moldenit to a public contest with one of his pupils in which Telemann’s unaccompanied flute Fan tasias4 were to be performed before a group of connoisseurs. Moldenit, of course, failed to appear, and his failure to support his claims in person was publicly reported by Marpurg, thus putting an end to this amusing tempest in a teapot. The most valuable result of the argument is found in Quantz’s article, which provides a few more particulars about his teaching.


More pertinent criticism is found in the article Anmerkungen über Herrn Quanzens, Königl. Preußischen Kammermusici dis und es Klappe auf der Querflöte (Remarks on the Royal Chamber Musician Mr. Quantz’s D sharp and E flat Keys on the Transverse Flute) of the organist Georg Andreas Sorge.1 Sorge attempts to correct Quanta’s reckoning of the difference between conjunct sharp and flat notes, and advocates the use of the tempered system of tuning which would have made Quanta’s second key unnecessary. The article emphasizes the differences of opinion about tempered tuning which persisted long after its acceptance by keyboard players.


In addition to these direct criticisms, disagreements in some later works indicate changes which affected the validity of Quanta’s teaching on certain points. One interesting reference is found in a review of Schlegel’s 1788 adaptation of the Essay2 in which Schlegel is severely criticized for not bringing some portions of the work up to date, especially the treatment of appoggiaturas. The reviewer exclaims: ‘How incomplete about them are [Quanta’s] instructions with regard to our present style! In this respect the editor might Justly have made use of other more recent instruction books, and could have enlarged and corrected the treatment of appoggiaturas preserved in Quanta’s Essay.’3 And as early as 1772 Burney suggests that Quanta’s approach to appoggiaturas and several other matters was old-fashioned to those familiar with current fashions:




Without giving in to tricks and caprice, and even allowing composition to have been arrived at its acme of perfection, forty years ago, yet a simple melody may surely be embellished by the modern manner of taking appogiaturas [sic], or preparing and returning shakes, of gradually enforcing and diminishing whole passages, as well as single notes, and, above all, by the variety of expression arising from that superiority in the use of the bow, which violin players of this age possess over those of any other period since its invention.4





After recommending Quanta’s work generally, Reichardt in his Ueber die Pflichten des Ripien-Violinisten (On the Duties of the Ripieno Violinist, 1776) also suggests a different approach to bowing: ‘I must, however, warn everyone against the frequent detaching of the bow, which in my opinion is just as erroneous as for a violinist to consider it his first duty to be able to give equal significance to the up-stroke and the down-stroke.’5 Criticisms of this sort are most useful in suggesting those areas of musical performance in which basic changes were occurring.


In considering the relationship between Quanta and the authors of two other important tutors of his own time, C. P. E. Bach and L. Mozart, it is obvious that the works of the three authors complement one another in striking fashion. Although differences of opinion exist on certain points, they are usually minor.6 Quanta’s work was the first to appear, and seems to have suggested the approach of the other two. C. P. E. Bach and L. Mozart seem to have been intent on applying Quantz’s detailed treatment to their own instruments without attempting to equal the range of his coverage. In general Quantz’s work, because it takes up so many phases of music-making, provides the best foundation for a perceptive understanding of many points in the other two works, or, for that matter, of many other treatises on music which appeared in the eighteenth century.


The matter of Quantz’s influence outside Germany is too complex to be considered in detail here. Editions and borrowings make it clear that the Essay was known and respected in Holland, England, France, and Italy; but it is unlikely that it ever achieved the popularity of the simpler native methods.1 Of all the notices of the Essay examined, however, the best is that of Burney, who in a few words manages to touch upon many of the essential points concerning both the background of the author and the values of the treatise. Burney’s lines may still serve as an apt summary and conclusion to the present introduction:




In 1752, Quanta, who had the honour of being the late King of Prussia’s master on the German-flute, published in German and French on the art of playing that instrument; a work not only useful to flute-players, but to every kind of musician. His counsels to young students in Music are built upon good sense and experience; and though his genius for composition was not original, he was a keen observer of the beauties and defects of others, both in composition and performance. His advantages in hearing at Dresden, in the most flourishing time of that court, the greatest performers then living, and afterwards travelling through Europe for improvement, with an acute understanding and an insatiable thirst for knowledge, enable him to embellish his instructions with anecdotes and observations, which, notwithstanding the vicissitudes of taste and style, are still extremely valuable.2









1 Sec the Preface to the Essay.
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1 For further information on Quantz’s family and his early teachers, sec W. Nagel, ‘Miscellanea’, Monatshefte für Musikgeschichte, xxix (1897), pp. 69–78.


2 Quanta’s choice of Dresden was probably influenced by the fact that the Royal Chapel in Berlin was disbanded by Frederick William I in 1713.







1 Quantz, ‘Lebenslauf’, p. 205. On the influence of Vivaldi’s concertos in Germany, see M. Pincherle, Vivaldi, Genius of the Baroque (New York: W. W. Norton, 1957), pp. 219–66, and A. Hutchings, The Baroque Concerto (New York: W. W. Norton, 1961), pp. 201–25.


2 Quantz, ‘Lebenslauf’, p. 205.


3 Jean Baptiste Volumier (c. 1670–1728). Volumier had come to Dresden in 1709 from Berlin.


4 Johann Georg Pisendel (1687–1755).


5 Francesco Vcracini (1690–1768) was in Dresden from 1717 to 1722. His Op. 1, Sonate a violino solo e basso, appeared there in 1721.







1 Pantaleon Hebenstreit (1667–1750). The pantalon, or pantaleon, was a large dulcimer with 185 strings, played with two small hammers.


2 Sylvius Leopold Weiss (1686–1750).


3 Johann Christian Richter (1689–1744).


4 Pierre Gabriel Buffardin (c. 1690–1768).


5 Quantz, ‘Lebenslauf’, pp. 206–7.


6 Quantz was not a pupil of Fux, as is incorrectly stated in some reference works. He did, however, use Fux’s Gradus ad Parnassum in the training of his students in composition.


7 The fullest account of musical life at the Dresden court, with its two Kapellmeister, is still found in M. Fürstenau, Zur Geschichte der Musik und des Theaters am Hofe zu Dresden (2 vols; Dresden: R. Kuntze, 1861–2).


8 Quantz, ‘Lebenslauf’, p. 210.







1 Pisendel became concertmaster of the Dresden orchestra officially in 1729.


2 i.e. slow movements. Sec the Essay, Chapter XIV.


3 Das Ausnehmen der Sätze. This phrase is not clear. Burney translates it as ‘to compose in many parts’; Nettl gives ‘the interpretation of movements’.


4 Francesco Antonio Mamiliano Pistocchi (1659–1726). See the Essay, Chapter XVIII, §56.


5 Giuseppe Torelli (1658–1709). See the Essay, Chapter XVIII, §§ 30 and 58.


6 Quantz, ‘Lebenslauf’, pp. 210–11.


7 See the Essay, Chapter XVII, Section II, § 1, and the accompanying footnote.







1 See Pincherlc, Vivaldi, pp. 43, 51, 84, 95–96, 247.


2 Ascanio was first performed in 1718, but was repeated on 7 Sept. 1719.


3 See O. E. Deutsch, Handel, a Documentary Biography (London: A. & C. Black, 1955), pp. 89–99.


4 The opera has been reprinted in Denkmäler der Tonkunst in Österreich, Jahrgang XVII, with reproductions of the striking original sets. For Quantz’s interesting comments on the work and the singers who participated in the performance, see ‘Lebenslauf’, pp. 216–20, and Nettl, Forgotten Musicians, pp. 294–7.







1 Stylistically Quantz’s works are probably closest to those of Hasse, although Hasse carries the process of simplification a step further.


2 For some examples of Farinclli’s repertoire and his style of embellishing vocal parts, see F. Haböck, Die Gesangskunst der Kastraten (Vienna: Universal-Edition, 1923). The stylistic similarities between some of Quantz’s works and the arias presented here is worth noting.







1 Sec Chapter XVIII, §§ 59–61.


2 ‘Lebenslauf’, p. 239.


3 Sec the Essay, Chapter III, §§ 8–11.


4 ‘Lebenslauf’, p. 239.


5 Loc. cit.







1 For a list and discussion of eighteenth-century editions of Quantz’s compositions, see Appendix II of my Quantz and His Versuch: Three Studies (New York: American Musicological Society, 1971), pp. 144–54, and the supplement to this list provided below, pp. 388–92.


2 ‘Lebenslauf’, p. 244.


3 An interesting study of a group of Quantz’s trio sonatas, together with a thematic catalogue of Quantz’s forty-seven works in this form, is contained in Karl-Heinz Köhler, ‘Die Triosonate bei den Dresdener Zeitgenossen Johann Sebastian Bachs’, unpublished dissertation, Friedrich-Schiller-Universität Jena, 1956, pp. 20–26, 39–41, 81–102 and, in the volume of examples, pp. 41–47. The most extended study of Quantz’s music attempted thus far is found in Adolf Raskin, ‘Johann Joachim Quantz. Sein Leben und seine Kompositionen’, unpublished dissertation, Universität Köln, 1923. Although very useful as a preliminary study, the portion of this work devoted to Quantz’s compositions leaves many basic questions unanswered, and the author’s attempt at a general chronology fails to take a number of factors into account. An extensive but incomplete list of compositions is included, but the thematic incipits are lacking in the copy available to me. For a review of the current state of our knowledge of Quantz’s work as a composer, together with detailed lists of manuscripts, eighteenth-century editions, and modern editions, see Quantz and His Versuch, pp. 1–39,134–63, and the additions provided below, pp. 387–94.







1 ‘Lebenslauf’, p. 245.







1 Sec Benda’s autobiography in Nettl, Forgotten Musicians, pp. 222–4.


2 Quoted in Kahl, Selbstbiographien, pp. 275–6. Quantz’s original petition for a raise in salary, dated 27 March 1733, is preserved in the Sächsisches Landeshauptarchiv in Dresden, and has been reprinted in La Mara, Musikerbriefe aus fünf Jahrhunderten (2 vols.; Leipzig: Breitkopf & Härtel, 1886), i, pp. 185–6. A second petition, along the same lines as the first, dated 9 July 1733, and the order for the salary increase, dated 21 September 1733, are also preserved in the same archives.


3 The first five of these sonatas have been issued in a modern edition ‘revised’ by Oscar Fischer (Leipzig: Forberg, 1921). The edition, however, reflects an almost total indifference to Quantz’s teaching, as well as poor editorial practices in general. Better versions of the first and fourth sonatas are presented as the first two of Drei Sonaten by Quantz, ed. by F. Schroeder (Leipzig: VEB Breitkopf & Härtel, 1963).


4 See F. W. Marpurg, Legende einiger Musikheiligen (Breslau: Korn, 1786), p. 67, and E. L. Gerber, Historisch-biographisches Lexicon der Tonkünstler (2 vols.; Leipzig: Breitkopf, 1790–2), ii, pp. 212–13.







1 On Quantz’s flutes, see Quantz and His Versuch, pp. 93–104, and Appendix n. 31, fn. 1, P. 358.


2 ‘Lebenslauf’, p. 248. Quantz’s salary is confirmed by contemporary records now preserved in the Merseburg division of the Deutsches Zentralarchiv. See the former Br. Pr. Hausarchiv, Rep. 12 B Nr. 3 and Nr. 10. Other records show that Frederick inquired after, or helped to obtain, stipends for Quantz from various towns in 1742, 1744, and 1748. See the former Geh. Pr. Staatsarchiv, Rep. 33 n 70B, Rep. 34 n 144a, and Rep. 52 n 27c.


3 Marpurg, Historisch-kritische Beyträge, i, p. 75.







1 Several concertos for two flutes and strings form a part of Frederick’s collection.


2 See the list of mss. in Quantz and His Versuch, pp. 134–43 and the additions on pp. 387–8.


3 A selection of these exercises has been published as Das Flötenbuch Friedrichs des Großen, edited by E. Schwarz-Reiflingen (Leipzig: Breitkopf & Härtel, 1934).


4 See F. Bose, ‘Quantz’, in Die Musik in Geschichte und Gegenwart, 10, col. 1801, and E. E. Helm, Music at the Court of Frederick the Great (Norman: University of Oklahoma Press, 1960), pp. 40–41, 61, 104–5, 123.


5 A note in the German edition of Burney’s The Present State of Music in Germany indicates that none of Quantz’s concertos ‘became generally known until sixteen or twenty years after it was written’. Thus the works advertised by Breitkopf may be relatively early compositions. See Dr. Burney’s Musical Tours, ii, p. 163, n. 1.







1 Several modern editions of these duets have been published, but none is entirely satisfactory. The facsimile of the original edition published in 1967 by Gregg Press is preferable to all other versions. A translation of the full preface to the collection is presented in my article ‘Further Musical Examples for Quantz’s Versuch’, Journal of the American Musicological Society, xvii (1964), pp; 157–69. These duets were also published c. 1770 in England, as ‘collected by Mr. Tacet’, but with no acknowledgement of Quantz as the composer.


2 The Preface to this collection contains a letter of Quantz in which he explains his aims in composing these congregational songs.


3 The third movement of this sonata is reproduced in E. Bücken, Die Musik des Rokokos und der Klassik (Potsdam: Akademische Verlagsgesellschaft Athenaion, 1929), pp. 80–84. The complete sonata appears as the third of the Drei Sonaten by Quantz, ed. by F. Schroeder (Leipzig: VEB Breitkopf & Härtel, 1963).







1 On Quantz’s aesthetics, see R. Schäfke, ‘Quantz als Ästhetiker’, Archiv fiir Musikalissen schaft, vi (1924), pp. 213–42.


2 For general surveys of Frederick’s musical activities and attitudes, see E. E. Helm, Music at the Court of Frederick the Great and G. Thouret, Friedrich der Große als Musikfreund und Musiker (Leipzig: Breitkopf & Härtel, 1898).


3 On Frederick’s activities as composer and librettist, sec Helm, Music at the Court of Frederick the Great, pp. 39–80.







1 Dr. Burney’s Musical Tours, ii, p. 207.


2 See the Essay, Chapter XVIII, § 83.







1 ‘Hrn. Johann Joachim Quanzens Antwort auf des Herrn von Moldenit gedrucktes so genanntes Schreiben an Hrn. Quanz …’ in Marpurg, Historisch-kritische Beyträge, iv (1759), pp. 153–91.


2 Kritische Briefe über die Tonkunst (3 vols.; Berlin: Birnstiel, 1760–4), i, pp. 25–28, 57–60, 75–80, 135–7. Some doubts as to whether Quantz was actually the author of these letters arc raised by the fact that Sorge states that he believes that they were the work of Marpurg, and that the ‘Neologos’ under whose name they appeared was only one of several different pseudonyms used by Marpurg. See G. A. Sorge, Compendium harmonicum (Lobenstein: published by the author, 1760), p. 121.


3 See Richard Benz, Die Zeit der deutschen Klassik (Stuttgart: Reclam, 1953), pp. 157–8.


4 Quoted in A. Quantz, Leben und Werke des Flötisten Johann Joachim Quantz (Berlin: R. Oppenheim, 1877), pp. 41–42.


5 This portrait is reproduced in Bücken, Die Musik des Rokokos und der Klassik, p. 78. At least two other portraits of Quantz have been preserved, one an attractive oil painting of him as a relatively young man, by an unidentified artist, now in Schloß Kronberg in the Taunus, the other a less flattering sketch by Heinrich Franke (1738–92) now in the Deutsche Staatsbibliothek. The former, to my knowledge, was first reproduced in the Bärenreiter Music Calendar of 1960; the latter is found in Bose, ‘Quantz’, MGG, 10, cols. 1797–9, where Quantz’s letter to Nicolai also appears.







1 See his note to § 80 in Chapter XVIII.


2 See Chapter XIV, § 1, and Chapter XVI, §§ 20–23.







1 See Chapters i, iv, vi, viii, and ix of J. E. Galliard’s translation of Tosi, under the title Observations on the Florid Song (2nd ed.; London: J. Wilcox, 1743). A number of specific relevant passages are indicated in the footnotes to the translation.


2 See pp. 208–10, 215–18, 223–6.


3 Sec G. P. Telemann, Musikalische Werke (Kassel: Bärenreiter, 1950–), vol. I. A reference to ‘den mir überaus lieben Herrn Quantz’ in a letter from Telemann to C. H. Graun, dated 15 November 1751, suggests that Quantz and Telemann may have been personally acquainted. See Denkmäler deutscher Tonkunst, XXVIII, p. lxx.


4 III trietti metodichi e III scherzi, ed. by Max Schneider (3 vols.; Leipzig: Breitkopf & Härtel, 1948). For references to further examples of this type of ornamentation, see the note accompanying § 44 in Chapter XIII of the Essay.


5 See especially pp. 210–34.


6 The individual sections are indicated in the notes to the translation.


7 For English translations of a portion of the latter and the entire former work, see O. Strunk, Source Readings in Music History (New York: W. W. Norton, 1950), pp. 473–507.







1 Critischer Musikus, neue, vermehrte und verbesserte Auflage (Leipzig: B. C. Breitkopf, 1745), pp. 141–50.


2 Des critischen Musicus an der Spree erster Band (Berlin: Haude & Spener, 1750), pp. 1 ff.


3 C. F. D. Schubart, Ideen zu einer Ästhetik der Tonkunst, ed. by P. A. Merbach (Leipzig: Wolkenwanderer Verlag, 1924), p. 55, indicates that Quantz’s library was purchased by Frederick for 20,000 thalers. Although Schubart was none too reliable, he may have been at least partly correct in this instance. A document (the former Geh. Pr. Staatsarchiv, Rep. 21 n 124) now in the Merseburg division of the Deutsches Zentralarchiv indicates that Frederick did have Abschoßgelder sent to the magistrate at Potsdam for Quantz’s Nachlaß.


4 Dr. Burney’s Musical Tours, ii, pp. 180, 182.


5 See A. Quantz, J. J. Quantz, pp. 40–41, 43–45.


6 A picture is reproduced in Bücken, Die Musik des Rokokos und der Klassik, p. 79.


7 See The Daily Advertiser, Wednesday, 25 Aug. 1773.


8 An as yet unpublished edition of this concerto has been prepared by the present writer. An account of Frederick’s completion of the work as well as a description of Quantz’s working habits is found in C. F. Nicolai, Anekdoten von König Friedrich II. von Preußen, und von einigen Personen, die um ihn waren (6 vols.; Berlin and Stettin: F. Nicolai, 1788–92), iii, pp. 250, 258–9.
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4 See G. P. Telemann, Musikalische Werke (Kassel: Bärenreiter, 1950–), vol. 6.







1 Sec Marpurg, Historisch-kritische Beyträge, iv, pp. 1–7.
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3 Allgemeine Deutsche Bibliothek, CX (1792), pp. 118–19.


4 Dr. Burney’s Musical Tours, ii, p. 182.
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INTRODUCTION TO THE NEW EDITION





WHEN I first became interested in Quantz’s treatise—now many years ago—it was not simply with a view to producing a translation of the volume. Rather, I wished to attempt a study of the work which involved what was then a new method of approach. I hoped to shed light on Quantz’s views by exploring them from a variety of different perspectives: Quantz’s specific training as a performer and composer; the stylistic features of his compositions and their implications with respect to performance; professional reactions to the work as a whole and to specific points in it in the eighteenth century; and finally, the similarities and differences in Quantz’s views on a wide range of topics in relation to predecessors, contemporaries and followers.


Because of the size and expense of producing the entire work when it was initially completed in 1958, it could not be published as a single unit. Ultimately, certain of the materials were condensed in the introduction and notes of the present volume, and after a delay of several years, a companion volume, Quantz and His Versuch: Three Studies, was published in 1972 by the American Musicological Society. In these studies much more detailed and comprehensive information was presented about Quantz’s work as a composer, the dissemination of the Versuch and the critical reaction to it in different countries, and the specific background for several major areas of musical discussion in the work (Quantz’s flutes and his treatment of ornamentation, dynamics and tempo).


In this new edition of the translation I have tried to make known the material now available in the companion volume cited above and in the more recent studies of other scholars, and to correct any slips of fact or translation that have been discovered. The works of Robert Donington, Frederick Neumann and, for woodwind players, especially those of Betty Bang Mather and David Lasocki, have added substantially to the evidence available to modern players, and at the appropriate places in the translation I have done my best to draw attention to at least some of the most important pertinent research by these and other scholars. Readers may easily supplement the references included here by making use of the excellent Select Bibliography in the new version (1974) of Donington’s The Interpretation of Early Music and the valuable work edited by Mary Vinquist and Neal Zaslaw, Performance Practice: A Bibliography (New York: W. W. Norton, 1970), with its supplements in Current Musicology, No. 12 (1971) and No. 15 (1973). Since 1973 the journal Early Music has become a stimulating forum for discussions of a wide range of matters connected with the performance of music of earlier periods.


The past few years have also been more specifically important with regard to the location of new material connected with Quantz and his work. In this period, manuscripts of a group of Solfeggi with instructions by Quantz, and of sets of unaccompanied Capricci, Fantasias, and other pieces for flute, have at last been located in the Danish Royal Library in Copenhagen. Modern editions of all of these works have already been published. Although Solfeggi are a well-known genre in the eighteenth century, this collection is unique in the range of its examples, the majority of which are drawn from actual compositions by Quantz and at least eighteen other composers, and in its wealth of comments by Quantz on concrete matters of rhythm, articulation, phrasing, dynamics and tone quality. The collection thus provides an extraordinarily important musical supplement to the instructions found in the Versuch; and the specific comments on individual musical passages vividly demonstrate the flexibility with which Quantz interpreted his own principles. The Fantasias and Capricci restore to us a substantial group of compositions previously believed lost. These add an attractive and interesting further dimension to Quantz’s work as a composer. If, now, examples of his quartets can be traced, the most important remaining gap in our knowledge of his output will be filled.


The appearance of volume 7 of Einzeldrucke vor 1800 (Printed Editions of the Works of Individual Composers Before 1800) of the International Inventory of Musical Sources (RISM) has made possible the location of six further editions of Quantz’s solo sonatas, extending the total number of surviving collections (excluding works in anthologies) from fifteen to twenty-one. This number even more clearly suggests Quantz’s popularity as a composer in Paris, London, and Amsterdam, although it adds few compositions to those already known. Two of the newly located volumes are in fact French editions of Quantz’s own Sei Sonate … Opera prima, published in Dresden in 1734. Others further complicate the already complicated question of which sonatas are genuine in several English, Dutch and French editions. Details about these volumes, and also about recent modern editions of Quantz’s music, are provided in the supplements to my previous lists of manuscripts and printed editions in Quanta and His Versuch. These supplements appear at the end of the new material appended to this edition of the translation.


In the area of Quantz’s activity as a designer of flutes, additional information is also available. Although I have not yet been able to establish a comprehensive list of all of the known surviving instruments made under his supervision, it is now possible to indicate the location of four of his type of two-keyed flutes. The notes of Dayton C. Miller on the instruments he examined in Germany before World War II provide further valuable information on twice that number. Most recently the distinguished modern instrument maker, Friedrich von Huene, has produced replicas of Quantz’s two-keyed flutes, which now permit players to familiarize themselves directly with the distinctive qualities of his instruments. Reports received thus far confirm those of Quantz’s contemporaries. The fact that replicas of Quantz’s flutes are available, and even more important, that there are growing numbers of performers who can play eighteenth-century flutes well, suggests most concretely what a startling growth of interest has developed in the sonorities of earlier music and in modern skills in recreating the music of earlier times with the appropriate instruments.


Wherever space permitted, corrections and alterations in this edition were made in the appropriate places on the page. Additions or modifications which required further space are indicated by a small arrow (→) at the proper place in the margin of the text, and are located in the Appendix at the back of the volume. For my original Bibliography, I have also drawn attention to a few pertinent bits of new information and to many of the numerous reprints of works to which I referred. In the supplementary Bibliography I have confined myself largely to the new books and articles that I have cited in this edition; many further items are noted in the works of Donington and Vinquist mentioned earlier. And since I am still convinced that the study of Quantz’s treatise is initially best undertaken in conjunction with his own music, I have continued to encourage a greater familiarity with his works by bringing up to date the lists of manuscripts, eighteenth-century editions, and modern editions included in my Three Studies. Finally, for this edition Quantz’s own index, included in the first edition, has been expanded to include additional material by the editor in the introduction and notes as well as any omissions noted in the references to the text of the treatise itself. References to chapters, sections, and paragraphs in the original index have also been replaced by page references in this edition.


I must again happily acknowledge my debt to all those who provided so much assistance in the preparation of this work when it first appeared. I cannot single out all of these kind people again here. I would, however, like to acknowledge a special debt to two men, Gustave Reese and Frederick Freedman, who played important roles in finding a publisher for this volume. Although both are now dead, the memory of their generous assistance should not be forgotten. And for the period since publication, I am especially indebted to Betty Bang Mather and David Lasocki, whose excellent works have added much to our knowledge of eighteenth-century performance. May they and others like them continue their efforts! It is my greatest hope that this translation of Quantz’s work may continue to inspire in others his own high standards for the vivid re-creation of the music of his time.


                                           Edward R. Reilly


                                           Vassar College


                                           Poughkeepsie, New York


                                           1 June 1980/15 July 1984






















INTRODUCTION TO THE REISSUE





THIS reissue of Quantz’s treatise does not incorporate any modifications of the text itself beyond the correction of a few typographical errors. In the intervening sixteen years since the appearance of the second edition, however, some major additions to the literature on Quantz, especially as a composer and flute maker, have appeared that deserve the attention of serious students of the musician. Practical considerations of publishing make it impossible to draw attention to more than a few of these works, but these can in turn lead readers to much additional information, which supplements or supersedes my own discussions of these areas.


Central for all further research on Quantz as a composer is the long-awaited thematic catalogue by Horst Augsbach: Johann Joachim Quantz: Thematischsystematisches Verzeichnis (QV) (Stuttgart: Carus-Verlag, 1997). I would have preferred to see the original numbering system of Frederick the Great’s catalogues for the solo sonatas and concertos preserved more overtly in the identification system used by Augsbach, since they are still our best guide to the chronology of the works. Augsbach does, however, reproduce facsimiles of one of the original catalogues of solos and concertos, and there can be no question that his work will remain basic for future decades. Mary Oleskiewicz’s review of the catalogue in Notes: Quarterly Journal of the Music Library Association, vol. 56, no. 3 (March, 2000), 694–697, and her comments on various aspects of it in her dissertation (cited below) draw attention to other strengths and weaknesses. In that work she also provides concordances between Augsbach’s and Frederick’s identifying numbers.


The appearance of the catalogue points to growing interest in Quantz as a composer, and especially his place in the Dresden court before he moved to Berlin. With the renewed consideration of other composers who were part of the Dresden circle, such as Zelenka and Heinichen, it is now possible to see Quantz’s position somewhat more clearly. Two important dissertations have appeared in recent years that contribute, among other matters, to the beginning of a re-evaluation of Quantz as a composer. Meike ten Brink, Die Flötenkonzerte von Johann Joachim Quantz: Untersuchungen zu ihrer Überlieferung und Form, dissertation, University of Göttingen, 1995, 2 volumes (published by Olms, Hildesheim, 1995) and Mary Oleskiewicz, ‘Quantz and the Flute at Dresden: His Instruments, His Repertory, and Their Significance for the Versuch and the Bach Circle’ (Ph.D. dissertation, Duke University, 1998). For English-speaking readers, this second work is most significant. It explores three major areas: the beginning of a serious reappraisal of Quantz as a composer, displaying the essential kind of discrimination needed in separating his best work from the merely routine; offering the most comprehensive study of the surviving flutes manufactured by Quantz; and, finally, placing Quantz’s compositions and performing styles in their proper context, the Dresden court of the 1720s and 30s, the most brilliant in Germany at that time. The author also has the advantage that she is an experienced performer on instruments of the kind designed by Quantz. Her dissertation includes a short anthology of Quantz’s music illustrated by recorded performances of the works reproduced.


Several further articles add to our knowledge of connections (or possible connections) between Quantz and two of his most illustrious contemporaries: G. P. Telemann and J. S. Bach. For the former, see Steven Zohn, ‘New Light on Quantz’s advocacy of Telemann’s music’, Early Music, xxv/3 (August, 1997), 441–463.1 On the latter, see Jeanne Swack, ‘Quantz and the Sonata in Eb major for flute and cembalo BWV 1031’, Early Music, xxiii/1 (February, 1995), 31–53, and Mary A. Oleskiewicz, ‘Bach’s Trio in the Musical Offering: A Salute of Frederick’s Tastes and Quantz’s Flutes’, Bach Perspectives, 4 (1999), 79–110.


With regard to Quantz’s work as a flute manufacturer, I have tried to add to the general historical picture, and to what I have previously written (in Quantz and His Versuch: Three Studies) with my article ‘Quantz and the transverse flute: some aspects of his thought and practice regarding the instrument’, Early Music, xxv/3 (August, 1997), 428–438. And Mary Oleskiewicz has again provided the most up-to-date accounts of the actual surviving instruments attributable to Quantz in her ‘A Museum, a World War, and a Rediscovery: Flutes by Quantz and Others from the Hohenzollern Museum’, Journal of the American Musical Instrument Society, xxiv (1998), 107–145 (also reproduced in her dissertation) and, most recently, ‘The Flutes of Quantz: Their Construction and Performing Practice’, The Galpin Society Journal, LXIII (April, 2000), 201–220. For a general introduction to earlier flutes and flute makers that puts Quantz’s work in a broader historical perspective, John Solum’s brief volume The Early Flute (Oxford: Clarendon Press, 1992) serves as a useful starting point. For later eighteenth-century flutes and flute playing, no better introductions can be found than Ardal Powell’s translations of the two major works of Johann George Tromlitz, published as The Virtuoso Flute-Player (Cambridge: Cambridge University Press, 1991) and The Keyed Flute (Oxford: Clarendon Press, 1996).


In 1983 Bärenreiter-Verlag replaced its earlier facsimile of the third edition (1789) of the Versuch with a new facsimile of the first edition (1752), with a preface by Hans-Peter Schmitz, and additional notes and an afterword by Horst Augsbach. This edition was in turn issued as a paperback in 1992. Another facsimile of the first German edition was published by Breitkopf & Härtel in 1998. An Italian translation of the treatise by L. Ripanti was published in 1992 (Lucca: Libreria Musicale Italiana Editrice) and a Spanish translation of the French edition appeared in the 1997 DMA dissertation of R. Murillo (Arizona State University).


Although I cannot agree with all of his attributions, Charles Walthall, in his ‘Portraits of Johann Joachim Quantz’, Early Music, 14 (1986), 501–518, and ‘Homage to Frederick the Great the Royal Flutist’, The Flutist Quarterly, xi, no. 5 (Fall, 1986), pp. 5–10, must be credited for a full review of the subject and for rediscovering the most attractive portrait of Quantz, by Johann Friedrich Gerhard (from c. 1735–6).


Plans for an edition of 42 sonatas for flute and continuo edited by Gilbert Blount and Charlotte Crockett to be published by A-R Editions have not been realized. Two other sets of works, however, 7 trio sonatas and 12 solo sonatas, edited by Oleskiewicz, are now in preparation by the same publisher. Klaus Burmeister’s edition of six sonatas for flute and continuo, in 2 volumes, Nos. 272–277 in Frederick’s catalogue, published in 1985–7 by Peters, should (in spite of questions about the continuo realizations) help upset some of the stereotypes about Quantz’s later work, and stimulate further research. Although much has been done, and we know more about Quantz than many another composer of his time, many avenues for further work still remain to be explored.




 





                                                  Edward R. Reilly


                                                  Poughkeepsie, NY


                                                  12 August 2000









1 As this introduction goes to press, an edition of Twelve Trios by Telemann, edited by Steven Zohn, Recent Researches in the Music of the Baroque Era, vol. 100 (Madison: A-R Editions, 2000), has just appeared which contains three of the previously untraced sonatas that are most probably among those works in the French style that Quantz recommends for beginning performers (see p. 114 below).

























PREFACE TO THE TRANSLATION





THE first draft of the present translation was made from a microfilm of the first German edition (1752) of the Essay. Revisions were made with the aid of the subsequently published facsimile of the third German edition of 1789, which is identical textually with the first edition. Finally, the entire work was carefully compared with the French translation issued in Berlin simultaneously with the original German edition of 1752. This French translation, published at the instigation of Quantz himself, and an unusually careful piece of work for the period, has been most helpful in clarifying the meanings of a number of words and sentences, and in cases where the wording or sentence structure of the French edition makes the meaning of the author clearer I have not hesitated to follow the French text. Slight variations between the French and German texts have not been singled out in the footnotes except on a few occasions when they seem pertinent. Wherever the text remains somewhat ambiguous, however, both German and French versions are presented in italics in the footnotes. The German and French equivalents of the most important technical terms have also been indicated in italics in the footnotes at the points where they seem most relevant, in order to facilitate comparative study with other treatises of the period. If, at a later point in the text, the reader wishes to check on a German or French equivalent, he may refer to the index, where they are inserted in brackets immediately after their English translation. Except for the initial capitals in the footnotes and a few other special cases, the capitalization, spelling, and accents of the original German and French texts have been preserved in both the text itself and the notes. In these matters numerous deviations from modern practice are encountered as well as a few slips that go back to Quantz and his French translator.


In format and typography the original German and French texts have been followed as closely as possible. Each chapter of the Essay was originally divided into a series of numbered paragraphs, the numbering starting over again with each new chapter, or with each new section in cases where the chapter is subdivided. The same procedure has been followed in the translation. Thus the reader may locate a passage in any of the various German editions or in the French translation with no difficulty. Cross-references are likewise made in terms of chapter and paragraph numbers. As in the original German and French texts, Quantz’s own footnotes appear after each paragraph rather than at the bottom of the page, and are set off by smaller print and special indentation. In some instances they refer to a particular sentence marked with an asterisk. In other cases they form additions to the paragraph as a whole and no special marking is found. For purposes of emphasis Quantz had some words set in bolder type. In the translation these words are italicized. Although modern practice also requires italics for certain foreign terms, Quantz’s special cases are clearly distinguishable.


The only point in which the translation substantially differs from the first German and French editions is in the matter of musical examples. These originally appeared in a set of numbered tables at the back of the volume. To spare the reader the cumbersome task of constantly referring from text to examples, the latter have been inserted in the text at the appropriate places. Where several references to the same example are made at different places, footnotes indicate where it is placed.


The style and language of the original German text are fairly typical of didactic works of nearly every type appearing in Germany at the time when the Essay was first published. By modern standards, this style is often redundant and wordy, and frequently relies on over-long sentence structure. Nevertheless, the Essay is generally quite clear in both German and French, and seems simple and terse when compared with works of the earlier part of the century, such as those of Johann Mattheson or Johann David Heinichen. In the translation no attempt has been made to prettify the original style: at the same time, however, it has not been made more difficult by a false literality that ignores the differences between German and English. Where necessary, sentences have been broken up, or their structure modified. In general, if a long sentence seems clear, it has been left long; if it is not clear, it has been broken up. In a large number of cases modifications of this type have been suggested by the French translation. Genuine paraphrase has been kept to a minimum.


As a matter of convenience a few special terms and practices in the translation that may require some comment are listed and discussed briefly here, to avoid repetitious notes in the main body of the work.




The Allegro, the Adagio. Quantz uses these terms as generic designations for all types of quick pieces or movements on the one hand, and all types of slow pieces on the other. To set them off with this meaning, they have been capitalized throughout the translation. 


Concertante. This term is regularly used to designate an undoubled part, that is, a solo part in a composition, or the performer of such a part. Thus concertante normally indicates the solo part or parts of a concerto, or undoubled parts in chamber works such as sonatas, trios, and quartets, or the performers of these parts. The antitheses of concertante part and concertante performer are ripieno part and ripienist. On Quantz’s use of the term solo, see below. 


The Forte and Piano. For Quantz this expression is synonymous with the term ‘dynamics’. Since the alternation and contrast of these two levels form the basis of Quantz’s conception of dynamics, his usage is quite understandable. At the same time one must remember that the many other degrees of dynamic shading that Quants explains are implicit in this phrase.


Musical establishment. The German word Musik was used in a number of different senses in Quantz’s day, indicating a composition, a concert, a small ensemble, an orchestra, or the entire body of musicians that formed the Kapelle of a lord or prince. Which meaning is intended is usually clear from the context, but one or several of these meanings may serve at times as equally appropriate alternatives.


Passions, sentiments. One of the most difficult problems for the modern reader of the Essay is to grasp the emotional climate of the author and the period. This difficulty stems from several sources. The descriptive terms for the emotions differed somewhat from those used today, and, in a number of cases, the musical associations of these terms are not what some readers might expect. Instead of speaking of the mood, the emotional content, or the character of a piece of music, Quanta and his contemporaries spoke of its passion(s) or sentiment(s) (German, Leidenschaften, Affecten; French, passions, sentiments). The two terms were used interchangeably, and a good definition for both is ‘one of the feelings natural to all men, such as fear, love, hate, or joy’ (Webster). The principal passions or sentiments mentioned by Quantz are gaiety, melancholy, boldness, flattery, and majesty. Some of these sentiments no longer seem ‘natural’ to the modern student, and he must therefore try to discover their musical equivalents from Quantz himself. The dominance of Italian opera throughout much of Europe in Quantz’s day should be kept in mind. Much purely instrumental music had its emotional background in opera, where these sentiments were more directly characterized. Although I have consciously tried to avoid imposing my own interpretations of these emotional states, I would like to note that in Quantz’s view majesty and liveliness were not inimical, and flattery had no ethical or moral overtones in reference to music. In its general sense ‘flattery’ refers to that which caresses or gratifies the senses, or to a sensation that is charming or beguiling. Since Quantz has specific notions about what constitutes a flattering style in music (see, for example, Chapter XII, § 24), and since the whole network of his references to this sentiment cannot be preserved through other possible translations of the German and French terms, I have preferred to use this equivalent. 


Proportions. The phrase ‘the proportions of the notes’ refers to the mathematical ratios underlying musical intervals, and is used by Quantz much as we would use the expression ‘the exact pitches of the notes’.


Science. In the eighteenth century the German word Wissenschaft, like the English science, had a wide variety of meanings. Few of these meanings are closely related to science as it is popularly used today, although they are still included in some dictionaries. Wissenschaft, as used by Quantz, may have any of the following meanings: (1) knowledge in general; (2) a particular branch of knowledge; (3) an art or a particular skill; (4) one of the arts; (5) a discipline related to the arts. Where one of the specific meanings seems clearly indicated by the context, or is suggested by the French translation, it has been employed. In other cases the word has been left as it stands.


Solo. Quantz normally uses this word only as a noun, referring in nearly all cases to a solo sonata. It is rarely used to indicate a solo part, a solo section, or a solo performer.


Style, taste. In Quantz’s day the word Geschmack embraced the meanings of both style and taste as used today; and the same was also true of the French goût and the English taste. In the translation both modern equivalents have been used, depending upon the context. In some cases taste refers more specifically to the performer’s ability to improvise appropriate embellishments in a composition.


To tip, tipping. This verb indicates the process of articulating one or several notes with the tongue in playing the flute. Although known and used in the eighteenth century, it is now, unfortunately, uncommon. Tipping has been used in preference to tonguing because it is a more agreeable word that suggests the physical process more graphically, and because it helps to avoid a number of clumsy phrases in the translation.


Tongue-stroke. Curiously, no word seems to have evolved in English to indicate the individual tongue movements required for articulation on wind instruments. Thus, to translate the German Zungenstoß and the French coup de langue, this rather clumsy composite had to be created.


Upbeat, downbeat. These terms evolved from the practice of beating time with the hand or foot, and originally indicated the actual up and down movements of either, rather than the beat in the modern sense. With this point in mind, the few cases in which Quanta’s usage does not correspond exactly with that of today are readily understandable.


Unison. With this term Quantz refers both to actual unisons and to octave doublings. As a noun it is frequently used to refer to musical phrases doubled at the unison or octave.





In conclusion, I would like to express my gratitude for all the help that I have received from so many people in the course of this work. My thanks must go to all the members of my doctoral committee, which supervised the original work in which the translation, in a slightly different version, formed a part. A very special debt is owed to Dr. Louise E. Cuyler, who worked unstintingly to help make the entire work better than it would have been, and to Dr. Otto Graf, who, with German text in hand, patiently listened for many hours to my droning reading of the translation, in order to ensure its greater accuracy. Responsibility for any errors that have crept in, however, must remain my own. I would also like to express my sincere appreciation to Mr. Robert Donington, whose straightforward assessment of my original translation and commentary provided an excellent basis for many important revisions, and also a needed stimulus to persist in my work; to Mrs. Helen Snyder, who read the entire translation and made many valuable suggestions for improving style and language; to Mr. Bernard Wilson, who read a portion of the translation and was helpful in many ways when I was trying to locate many small bits of information; and to Dr. Edith Borroff, who offered much encouragement and stimulated thought in many directions with her fresh point of view on many subjects.


In the continuing search for material on Quantz, his music, and his Essay, I would especially like to thank the following scholars and librarians who have helped to locate further information: Dr. Fritz Bose of the Staatliches Institut für Musikforschung, Berlin; Dr. Karl-Heinz Köhler of the Deutsche Staatsbibliothek, Berlin; Dr. Wolfgang Reich of the Sächsische Landesbibliothek, Dresden; Professor Napoleone Fanti of the Civico Museo Bibliografico Musicale, Bologna; and the librarians of the British Library, the Library of Congress, the University of California, the Staats- und Universitäts-Bibliothek, Hamburg, the Universitätsbibliothek, Cologne, the Niedersächsische Staats- und Universitäts-Bibliothek, Göttingen, and the Staatsbibliothek Preußischer Kulturbesitz, West Berlin.
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