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Abstract 

Stephen John Xavier Baysted 

From Le Cri de la Nature to Pygmalion: A Study of Jean-Jacques Rousseau's Philosophy of 
Music and Aesthetic and Reform of Opera 

The thesis sets Rousseau's philosophy of music and aesthetic of opera against the wider 
philosophical backcloth of eighteenth-century France and in contraposition to the more scopic 
music-theoredcal backdrop, of which Rameau's writings are taken as a paradigm. 

The first half of the thesis contends that the philosophy of music is fashioned upon a trinary 
model which mirrors the philosophy of nature and history. The first sector is an ideal, 
hypothetical state; the second (the 'fall) is the moment when the ideal state is ruptured, when 
societal and cultural institutions - and history - commence; the third, is the 'actual state', the 
culmination of the process of history. It is argued that relativism is at work between the second 
and third sectors and Rousseau assigns a rigorous system of value to the process of history and all 
points along it, the process itself, taken as a whole, is seen as a degenerative slide away from near- 
perfection to imperfection. 

7111c second half of the thesis explores the ramifications of the trinary model and the effect the 
degenerative process has upon the voice, music and opera. The voice is considered the unique 
phenomenon that connects all sectors of the trinary structure: though objectified and endowed 
with an ontology, it is not immune to the degenerative process. At the fall-state, the voice begins 
to rupture and two entities - melody and language - gradually emerge. Over time, melody and 
speech are forced further apart until neither bears much resemblance to the other. With the 
invention of harmony, melody degenerates: harmony begins to overshadow melody, until in the 
eighteenth century - consummated in the music and theoretical postulations of Rameau - melody 
is subjugated and subsumed entirely within the harmonic domain of musical production. The 
impact upon opera is more complex and the concluding chapters explore the radical and largely 

ygmalion (1762) is considered reform-driven aesthetic of opera. Roussea&s final dramatic work P 
not simply as an outcome of this aesthetic, but as an embodiment of the philosophy of music 
itself; the animated statue enunciates Rousseau's vision of the origin of human expression. 
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Introduction: 

Jean-Jacques etoit ne pour la musique. ' 

jean-Jacques Rousseau was bom on 28 June, 1712 in a town house on the Grand Rue in what is 

now Geneva's Vielle-Ville? Rousseau was the son of a watchmaker, and although he would 

later become an apprentice engraver, he was, nevertheless, ultimately destined for a very 

different mitier. For jean-Jacques, his calling was to be music, the one activity in his life that 

would cause him the most anguish and the greatest personal torment, and yet it was an activity 

from which he was simply unable to desist. As he would put it a little over three years before his 

death, and looking retrospectively across what was, by the standards of any epoch, a remarkable 

life, Rousseau declared of himself that 'Jean-Jacques 6toit n6 pour la musiquc. " Music was an art 

form for which, he claimed, he had begun to feel great affinity in his childhood and the only one 

to which he would remain constant throughout his fife. " 

This constancy is reflected not only in the extraordinary diversity of writings that either intersect 

with, develop, or expound musical themes and issues, but is also manifest in the significant, 

formative events that would punctuate and determine the course of his life as philosopher, 

political theorist, novelist, and pamphleteer. Amongst these events we may list the failure of his 

Projet concemant des nouveaux jignespour la musique (1742); the musical revelation in Venice (1743); 

the ignominious treatrnent of his first opera, Ixs Muses Galantes, at the hands of his idol jean- 

Philippe Rameau (1743); the iMbicle concerning his alterations for Rameau and Voltaires IXs 

Fetes de Rambr (1745); the drafting of the music articles for Diderot and D'Alemberes Engc*&e 

(1749); the rampant success of his opera comique Le Devin dm Village (1753); the rancorous 

events of the QuetrIle des Boffjons (1752-54), and the remorseless musico-ontological polemic with 

Rameau that ensued (1753-58); the penning of PjSma, 6on whilst in exile (1762); and the 

Rousseau, 'Second Dialogue, Romssemjug dejean-jarlms, in (Euvrrs dejean-jacques Romsseam, 20 vols. tom. 17, (Paris: Tenre et 
Ledoux, 1819), p. 525. lean-Jacques was bom for music. My translation. All subsequent translations are by the present 
author unless otherwise stated. All subsequent references to this edition of Rousseau's complete works will read as follows: 

the tide of the individual work, followed by Oexm, followed by the volume number (indicated as, for example, 0 1) and lastly 

the relevant page number(s). 

2 For a detailed survey of Rousseau's early life and formative years in Geneva see Maurice Cranston, jean-jacque-c The e=6 ife and 
xvrk offtax-jacqmes Romsseam 1712-1754, (Ilarmondsworth: Penguin: 1987), pp. 13-29 or Olivier Marty, Rousseiw de Aenfana j 

j2oyaraxteAw, (Paris: NouveUes Editions Dibresse, 1975), pp. 9-27. 

3 Rousseau, -Second Dialogue, p. 525. 

4 Rousseau, Confemim, tmnsL byj. M Cohen, a lumondswordL Penguin Classics, 1953), P. M. 
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completion of the Dicfionnairr de Mmjique for publication in order to put bread on his table 

(1764). Music was so central to his Efe that, in fact, it was not until the publication of his 

Discours sur I ýri gine et ksfondements de 17nii 
, 
kalitiparmi les bommes (1754) at the age of forty-thrce, that 

jean-Jacques Rousseau became, in the eyes of the public, a Pbilosopbe in the fiffi sense of the 

term, and ceased to be merely Rousseau the musician. ' And what is more, it was not until 1782, 

when the first edition of his Oeums was published posthumously by De Peyrou, that Rousseau's 

philosophical and political works became widely read. 

That such a great political and social philosopher, one who is as G6rard Genette puts it, 'un des 

plus grands penseurs de la langue Franqaise' or who, as Eric Weil suggests, '... provoqua la 

,7 seule rivolution de toute Mistoire de la philosophie depuis Platon, should have consecrated so 

much of his energy and passion to the advocacy and exposition of music theory, musical 

aesthetics, operatic reform and compositional activity may seem unusuaL particularly in the light 

of the incessant 'professionalisation' or specialisation of the discipline and sub-disciplines of 

philosophy during the nineteenth and twentieth centuries. For Rousseau, however, such 

pluralism was the key to understanding the human condition - it was a manifestation of strength 

and a positive force in his work, rather than a systemic failing. Unlike Kant or Hegel, Rousseau 

did not contemplate such artistic activity in an abstract theoretical vacuum; ' he would instead 

engage with it directly and on a practical level, even if subsequent generations might not, as a 

result, consider him to be a philosopher in the modem sense of the term. ' Whilst such a rich 

and diverse oemm should then be cherished and valued in itself and on its own merits, such 

pluralistic activity does nonetheless pose especial problems for the scholar, and indeed 

engenders seemingly indomitable questions: T a-t-il un seul Rousseau? Peut-on, du moins, 

construire une unit6 a partir de Rousseau? "O Evidently such questions strike at the very heart of 

5 Jacques Roger (ed. ), RomsseauýDiscourrsurl'orkinoetksfotidementsdelimigailipamiksbommes, (Paris- Flanunarion, 1971), p. 5. 

6 G&-afd Genette, 'Cover note, in Genette and Todorov (eds. ) Pensie de Rousseau, (Paris: SeA 1994) 'one of the greatest thinkers 
in the French language. 

7 Eric Wcil, 'Rousseau et sapolitique'in Op. 0k. p-17, '... provoked the only revolution in the history of philosophy since Plato! 

8 As Roger Scruton, Kant, (Oxford: Oxford University Press, 1983), p. 5 notes: 111is [Kanes] aversion to music other than military 
marches was indeed notorious, as was his total indifference to the visual arts - he possessed only one engraving, a portrait of 
Rousseau, given to him by a friend! 

9 Cf. Bertrand Russell, Hisloy ef Western P&bsqfi, 5, O"don: Routledge, 1991), p. 660 and Anthony Flew, lxhvd; uzýox to Wooem 

, 
Per o cc, Mosafiby. - Ideas andAr&wentfivm Plao to Pofi 

. 
0, ndon: Thames & Huds 1989). 

IOEric Weil, 'Rousseau et sa Politique, p. 9, Is there one single Rousseau ? Can we at least trace a unified line of thinidng from his 

work? 
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any critical enterprise concerned with the exegesis of Rousseau's work or indeed any single 

aspect of it, for it is an oemm which is by its very nature monumental, heterogeneous and, at 

times, startlingly neotetic. " The principal challenge of any study of Rousseau's writings is 

therefore to reflect, and indeed respect, such diversity; this must be its guiding tenet. 

Rousseau's highly significant contribution to the history of ideas - and indeed to the unfolding 

of history itself" - is widely accepted and rarely interrogated, but his contribution to the 

history of music theory and compositional praxis has often been ignored or'at best relegated 

to a secondary order; Rousseau has been frequently labelled a peripheral figure in that history, 

one whose role in the development of musical ideas and operatic reform is uncertain and even 

eccentric, perhaps marginally significant, but never pivotal. The reticence and timorousness 

exercised by Rousseau scholars from non-musicological disciplines in the treatment of, and 

engagement with, such issues has understandably not helped to underpin or further his 

reputation in this respect, and the dearth of systematic and critical studies of his musical 

writings might suggest to the impartial observer that his work is not really worthy of such 

focussed attention at all. It is ironic then, that the most notorious of all his musical writings 

should be the one that is, at once, the most misunderstood and misrepresented: for it is true to 

say that, more than any other work, the Leurr sur la Mujique Franfoise (1753)" has had a 

profound, inveterate and overbearingly deleterious effect upon the perception of jean-Jacques 

Rousseau as a credible music theorist, aesthetician, composer of opera and as a philosopher of 

music. " 

H jean Starobinsk4jean-jacqA(erRomsseam. -LaTranipmnceetlObstack, (Paris: Gallimard, 1971), 'avant propos', comments that 'Si 
diverse que solt cette ceuvre, nous croyons qu'elle peut &re parcourue et reconnue par un regard qui nen refuserait aucun 
aspect: efle est assez riche pouf nous sugg6rer elle-mýme les thimes et les motifs qui nous pennettront de la saisir 1 la fois 
dans la dispersion de ses tendances et dans luniti de ses intentions! 

12 For an interesting perspective of Rousseau's influence upon the French Revolution see Jonathan Israel, Ra&a1En, 6&h1Mment 
Philasoply and the making of mo&mitr 1650-1750, (Oxford- Oxford University Press, 2001), pp. 714-720. For a discussion of the 
influence of Rousseau's ConfrafSoddupon 'pre-revolutionary' events see, Durand Echevera, ̀Ile Pre-Revolutionary Influence 

of Rousseau's Contra Sodal, jemmal of dv Hislojy of Ideas, 33 (1972) 

13 The Lefirr was written in 1752, and published in two editions - both printed in Paris in November 1753 - although only the 
Awrdssexent differs moderately. 

14 Undoubtedly the primary reason for the Lefir? s reputation and the impact it has had upon the perception of Rousseau is its 
decisive role in what is known as the 

_Ommlle 
des Bouffoas (1752-54) -a fiercely contested and vitriolic pamphlet war between 

partisans of French opera and supporters of Italian opera buffa. As one of many hundreds of pamphlets, articles and 
prospectuses which circulated around the fashionable Parisian Salons, its immediate significance did not reside in the minutiae 
of its argumentation, but in the apparent effrontery of its conclusion. And the I ifftr certainly caused affront Rousseau was 
burnt in effigy outside the Op&a by the members of the orchestra, and, as he describes in the Confievions (p. 358), at Court 'they 

were [ ... 
I ded4g between the Bastille and banishment! It is, however, of vital importance to regard the tenor of the Lear 

(and especially its conclusion) as a consequence of its fanction; as Denise Launay (La_Querelk des Bomffo= Toder des PaxpbkA. 3 
Vols. (Paris: 1973) p_XVII) rcmarks, it opens the second phase of the 

_Omerrlk 
der BomV o It is s hat ir c that Rousseau 

. 
ff ns. ornew oni 
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The 1xitre's notoriety stems primarily from its acrimonious and acerbic conclusion that '... les 

Franýois n'ont point de musique et n'en peuvent avoir, ou que si jamais ils ont une, ce sera 

tant pis pour eux. "' This epigrammatic parting-shot has often been cited in order to underpin 

Manichean analyses of the Quenlle des Bouffons polemic and has precipitated a number of 

misconceived and distorted assessments of the nature and gravity of Rousseau's operatic 

critique in general. "' In what was by far and away the most inflammatory salvo launched at 

the Coin du Roi" during the two years in which the Ouetrlle raged, the Lair delivered a 

significant body-blow to the Opira, its principal proponent - jean-Philippe Rameau - and, by 

proxy, the monarchy and the establishment; Rousseau's gladiatorial posturing in the Leffir and 

in the closing phase of the 49uerrlle merely reinforces the received image of the rebellious 

citizen of Geneva and the reactionary Rameau, horns locked, in the 'intestine shock and 

furious close of civil butchery. " It is most unfortunate then, that the apparent truculence and 

effrontery of the conclusion - so often lifted out of its legitimate context - has overshadowed 

the significance of the Dearr as an evolutionary staging-post in the development of his musical 

aesthetic; has served, paradoxically, to eclipse the very pertinence of the closing proclamation 

itself, and has done immeasurable damage to Rousseau's 'musical' reputation. "' 

himself resisted being drawn into the quarrel for as long as he possibly could, because as he suggests in the Leaws 
'Avertissement, "cette esp&e de guerre ne me convenait pas en aucun sense' instead he held back publication of the L&M for 

well over a year -a year during which he was putting the finishing touches to his op6ra cornique of 1752 Le Detin dm Village 

and drafting the cornerstone of a more ambitious long-term project - the Second Disceur. T (1754) - that would culminate in the 

unpublished Esrd surffit&he des Langues. In the present work it is neither pertinent nor possible to examine the events of the 

, 
Querellt des Bojvffons in any detail, but there are many works that focus on the polemical exchanges during the two years in which 
the. QmerrIle raged. For a general overview, see Alfred Oliver, Emyckpaedistr as eyijiks oforwic, (New York. Columbia University 
Press, 1947); for a more recent and indeed up-to-date account see Cynthia Verba, MAdc and the French Enightenment. 
Recotutruedes of a Diak 

, gme, (Oxford. - OUP, 1993); for specific detail on the exchanges between Rousseau and Rameau, see Eve 
Kisch, 'Rameau and Rousseau, Made and Letters, 2,22, (1941), and Chides B Paul, Wusic and Ideology. Rameau, Rousseau 

and 1789't Journaloffhe H&og qfIdeas, 32, (1971), pp. 375-398; the pamphlets have been produced in an annotated 3 volume 
edition by Denise Launay, La. Querr& des Bouffoxs. ý Todes des Powphlets., 3 Vols., (Pads: 1973); for in interesting political 
perspective of the _Omerrlle 

des BoAffoar see Servando Sacaluga, 'Diderot, Rousseau et la Querelle musicale de 1752 nouvelle mise 
au poine, Mew Stm&es, 10, (1968), pp. 134-173. 

Is Rousseau, Lear sur la Mmique Franfoise. In CE#ms, t 11, pp. 318-319. '... that the French have no music and cannot have any, or 
that if they ever have, it will be so much the worse for thern. ' 

16 CE Norman Demuth, French 0, perrI4rDezvkpwen1to lheRevelmfion, (New York. The Artemis Press, 1963), p. 190. Enoughhas 
been said and written about Rousseau's musical theories. Some authorities claim him to be a musical genius, others relegate 
him to the ranks of the inefficient, cock-sure amateurs who have always abounded in artistic circles. At the most he may be 

said to have caused a stir in musical affairs, but nothing more. Ile later history of French Opera proves this? In some Post- 
War historiography such as Nod Boyer's, La Guem des Bomfens et k Afwiqmr Fravfdje 1752-54, (Paris: 1945) and Bernard 
Champigneulle's, Lýjge c4udque de la Mmsiqme Franfdse, (Paris. 1946), the dosing sentiments of the Lefirr sur la Almique Franfoiye 
have been seen to have had far reaching political implications (stretching of course to the French Revolution) and Rousseau 

portrayed as a fipre merely out to damage French music and, by extension, French culture. 

17 The Ting's comer! 11iis appellation was used to denote the partisans of French opera who would congregate underneath the 
King's box at the Paris Qbirz, those who supported Italian opera assembled under the Queen's box, hence Gýhr de la Rdne. 

Is I Henry IV, 11 

19 Indeed, Catherine Kintzler, 'Introduction' in Rousseau, Leffir sur la AWqme Franfvise, (Paris: GF Flammarion, 1993), p. 131 

suggests that, 'Au deU de la. violence pol6mique qui la traverse et suscite ... 
[elle] annonce le noyau th6orique de la pens6e 

musicale et esth6tique de Rousseau! 
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In TheAestbefics ofMujic, Roger Scruton's recent and ostensibly comprehensive survey of the 

history of philosophical and aesthetic reflection upon music, jean-Jacques Rousseau is 

despatched within twelve lines of dismissive and perfunctory prose. , 
Portrayed as a 'great, if 

erratic'2' thinker at the very margins of that long and important history, Rousseau is swept, as 

it were, into a small prefatory corner of the work and his considerable corpus of writings on 

music is thus adjudged to 'provide no philosophy of the subject. "' Beyond the immediate 

desire, and indeed necessity, to take up Scruton's gauntlet and mount a vigorous challenge to 

such a conclusion, tl-ýs thesis must also seek to expose the erroneous nature of the assertion 

that Rousseau was an erratic thinker. Not only, then, will this thesis argue that Rousseau's 

writings on music constitute a well-grounded, internally consistent and reasonably complete 

philosophical system, it will also demonstrate that Rousseau's thinking on the subject - 

encompassing some forty years of his troubled life - is both systemadc'and displays a 

remarkable degree of unity and coherence. 

The question persists, however, why Scruton would reach such conclusions? One can 

speculate - and only trust - that his primary motivation stems from the fact that Rousseau did 

not bequeath a singular, unified or comprehensive work that overtly sets out a philosophy or 

aesthetics of music; there is no equivalent to a Critique ofjud, ý, ement or a Poetics in his Owns 

Com plRes. In fact, quite the opposite is the case: reflection upon the mechanics of music, 

opera, communication, perception and meaning is littered across nearly three decades' worth 

of novels, critique, political and social doctrine; the philosophy of music is thus embedded, 

'intertextually' and at times inextricably, within political 
, and philosophical discourse, 

encyclopaedic entries, fictional drama and autobiographical narrative. Even in those texts 

which many scholars have classified as musically significant or as being preoccupied with 

musicalissues - notably, and somewhat paradigmatically, the posthumously published Essai 

sur 110rigine des Langues - musical subject matter may not always appear to be their predominant 

or even primary concern. As Jacques Derrida remarks: 

20 Roger Scruton, DeAeslhefics qfAWc, (Oxford: OUP, 1997), preface, p. vR. 

21 INd, p. ViiL 
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Si Pon veut bien adtnettre que la destinee de la musique soit la pr6occupation 
maleure de PEssai, il faut expliquer que les chapitres qui la concernent occupent 
a peine le tiers de Pouvrage. 22 

We might, as a result, be tempted to conclude that a fully developed philosophy of music does 

not exist in any phenomenal or material form; that its status as a discrete object is misplaced, 

and thus its synthesis and objectification in a work such as this is unwarranted. Yet at the 

same time we would be forced to concede that its hallmark permeates every stratum of 

Rousseau's oeuvir. What should we make of this paradox? The essence of the problem is, I 

suggest, one of focus and analytical strategy. If we attempt to engage with, or indeed 

conceive of, the philosophy of music immanently and 'ontologically', as if it were an 

integrated, independent, autarkic object, we shall encounter inconsistency and contradiction at 

almost every turn, for such an approach would always already require that this 'object' be 

isolated, forcibly extracted as it were, from its original locus and discursive context. Consider 

once more the status of the Essai sur 110ý, S*, ine des Lanýgues. Could we really sanction an exegetic 

manoeuvre that disregards two thirds of the text because it is not expressly concerned with 

musical issues? Clearly not. 

The precise nature and form of this object is fragmentary and dispersed: it is as if there were, 

in each of Rousseau's texts a page, a paragraph or a phrase torn from this 'object' of musical 

doctrine. To engage with or interpret these fragments does not simply involve assemblage and 

synthesis, because in whichever order we choose to piece together the individual pages, 

paragraphs and locutions we will always be left with an artificial entity; we would merely have 

created a counterfeit composite structure formed of discursive material dissociated from its 

original and legitimate context. Moreover, such a re-constructive enterprise would be 

epistemologically unsound for it presupposes, apriori, an intrinsic order, logic and coherence 

across the 'totality' of Rousseau's 'musical oeuvre' - whatever such a phrase might actually 

mean in practice. These are attributes which, as many commentators have taken delight in 

pointing out, are simply not present in, nor borne out by, the texts themselves. As a result we 

must consider whether the very absence of a unified text or texts containing, or purporting to 

, 
#e, (P : ui 22 Jacques Derrida, Do la Grammatok aris Min t, 1967), p-279: 'If we maintain that the destiny of music is the major 

preoccupation of the Eud, we need to explain why those chapters concerned with music alone occupy but one third of the 
entire work-' 
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embody, Rousseau's philosophy of music suggests that Rousseau did not conceive of it in that 

manner at all. In other words, no such object exists because Rousseau did not construct such 

an object, nor did see any purpose in doing so. . 

What becomes apparent from a critical reading of writings such as the Essai, the educational 

novel Emile (1762), the Discours sur les Sdences et les AtYs (1749) and the Dircours sur 110tine de 

17nýgaliti (1754) that for Rousseau, music, art, literature - in fact, human communication in all 

its forms - are inextricably intertwined with and indeed functionally contingent upon societal, 

historical and political systems, mechanisms and institutions. They are never contemplated in 

terms other than through their connection with society, with the quotidian interaction and 

relationships of human beings; they are conceived as cogwheels in the internal mechanism of 

society. But, even more, for Rousseau they are also products of that society and are part of its 

structural fabric; they are what defines and differentiates one society from the next, one nation 

from its neighbour. Music, indeed on one level, is a simple index denoting the presence of 

society, for it only comes into being at the moment when man is forced out of his 'original' 

state into his social state; when he becomes citizen. But music also acts as a barometer of the 

degree of sophistication and civilisation of that society: for Rousseau it points directly to the 

extent to which the historical and 'socialising' process has impinged upon the 'natural' 

character of its citizens. This historical process, and the society that it engenders, exerts a 

corrupting influence upon men who are naturally virtuous. Music is thus implicated directly in 

the social and political history of mankind, and cannot be separ4ted from it. Iý 

As a consequence my approach in this work will be inclusive, pluralist; I will seek not to isolate 

or extract, but to uncover and expose, to trace and to illuminate, whilst, wherever possible, 

preserving the prevailing contextual backcloth intact. -I will seek to explore the relationship 

between Rousseau's thinking upon music and all other domains with which that thinking 

immediately interfaces, implicates and influences. - My primary structural task then will be to 

investigate the conceptual unifying framework - the glue that binds the thinking upon musical 

issues to that on language, politics, sociology, and anthropology. This framework will manifest 

itself in Rousseau's writings as nothing less than an all-encompassing philosophy of nature 

and history. This means in practice that, rather than the musical texts necessarily displaying 
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unity in a self-referential or self-reflexive manner, unity in Rousseau's oeuvre is present on an 

intertextual level. The 'musical fragments' are bound together by virtue of their relationship 

with the all-governing philosophies of nature and history. 

At the time of writing, the venerable New Grow Didionaty of Mujic and Musidans has recently 

appeared as an interactive, internet-based work, and has been the subject of extensive revision, 

up-dating and refashioning. ' The Dictionag contains an excellent article on Rousseau, penned 

by Catherine Kintzler, but it is one which nevertheless highlights the dearth of secondary 

material that engages directly both with Rousseau's writings on music and with his 

compositional Output. Of the fifty-one sources that are listed in Kintzler's bibliography, just 

seven are books; none of them attempts to deal with his philosophy or aesthetics of music as 

their primary focus; few if any examine his operatic output; only nineteen have been written 

within the last twenty years, and still fewer - only eight - are published in English. It is, then, 

surprising and somewhat disappointing that in the eight years since Robert Wokler 

commented that, 'despite a rapidly growing number of treatments of particular themes within 

and around his philosophy of music, there is still ... room for a major study of Rousseau's 

ideas on music as a whole, "' such a study has yet to appear in any language. 

The immediate objective of the present work is, then, to offer the English-language reader a 

comprehensive analysis of Rousseau's philosophy of music, paying particular attention to his 

theory of communication and the aesthetic and reform of opera that it engenders. This 

objective will require us to engage with a broad range of Rousseau's writings, many of them 

dealing directly with musical subject matter but also many others not concerned with the 

elaboration of music theory or aesthetics at all. My approach to the exposition of Rousseau's 

philosophy of music has been systematic and broadly chronological, and with each chapter the 

focus tightens, zooming-in to an ever greater level of detail. This structure, and the content 

of each chapter, mirrors the evolutionary development of Rousseau's thinking on music. 

23'nie New GmtvDiaonxy qfMwicandMwidans can be accessed online at bttp-//ww%-,,. grovemusic. com 

24 Robert Wokler, Rojuseam, (Oxford: Oxford University Press, 1995), p. 123. 
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We begin, in the first chapter, with an assessment of the theoretical writings of jean-Philippe 

Rameau. This will provide us with the ý requisite music-theoretical and musico-ontological 

context against which we shall be able trace, in the second part of the chapter, the emergence, 

in embryonic form, of Rousseau's conception of music and opera. In Chapter Two, we move 

away from music-theoretical issues and turn our attention to fundamental philosophical and 

socio-political ones. We will examine the formation and structural characteristics of 

Rousseau's trinary model of the philosophy of nature and history, and focus extensively upon 

the most important concept which grows out of them: the Ideal State of Nature. In Chapter 

Three, the focus shifts back towards musical issues, and we will explore how Rousseau 

fashions his theory of communication in the light of this trinary model, and we will also begin 

to see its implications for music theory and compositional praxis. In Chapter Four, we zoom- 

in on the detail of Rousseau's conception of musical material itself - in particular on melody, 

harmony and the concept of musical expression - and the aesthetic and reform of opera that 

such a conception renders necessary. And finally, in Chapter Five, we examine the 

culmination of Rousseau's operatic aesthetic and the reforms it engenders through a study of 

his final dramatic work: the 'Scýne Lyrique', Pygmalion. This study will also show how his 

philosophy of music achieves closure, infiltrates the work and comes full circle in the words 

of the animated statue Galatea, and more generally in the guiding reformatory impulse of the 

work itself 
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Chapýer One: 

Rameau and Rousseau: The 'Artiste-Philosophe' and his Zel#-'- Partisate: 
Conflicting visions of the musical universe 

The pritnary objective of the first part of this chapter is to contextualise much of the work 

that will be undertaken later on in the thesis. Its aim is to familiarise the reader with the 

general music-theoretical and musico-ontological thrust and complexion of jean-Philippe 

Rameau7s writings on music. This will establish a framework within which we will be able to 

examine and contrast, in the second part of the chapter, the emergent ideas of Rousseau, both 

in counterpoint to Rameau's established theories, and also as an independent coýpus of ideas 

that, in embryonic form at least, begin to prefigure a philosophy and aesthetic of music. In 

later chapters, this will serve as a foundation in order to establish and articulate differences 

and points of contact. But more importantly, as many of Rousseau's music-theoretical 

publications are conceived as a critical response to a position taken (and expressed) by 

Rameau - and during the 1750s and 1760s the opposite is also true of Rameau's work - it is 

only proper that we lay some of the foundation stones that will facilitate the elaboration of 

more detailed work in subsequent chapters, especially in out discussions in Chapter 4. 

The approach I have taken to the evaluation of Ramcauls theoretical writings, although at 

times robustly critical, does not seek to discredit the man nor denigrate his extremely 

significant contribution to the discipline of music theory. Rather, my immcdiýte desire in this 

chapter is to offer a pragmatic overview of the range and character of his w ork and, in doing 

so, to temper at least one perhaps inflated contemporary view of Ramcau as a 'colossus' of 

enlightenment science -a view initially helped on its way in no small part by his 

contemporary, and soon to become antagonist, jean le Rond d'Alembert. ' It is, of course, 

neither possible nor practicable in the context of a work such as this to explore Rameau's 

theoretical writings - or their impact upon the subsequent history of music theory - in 

anything approaching the depth or detail they clearly merit; however, there are many excellent 

I CE DAlembert, 'Discours priliminaire des 6ditem', Eagikpidit vol I. pp. xxxfi-iii IA musique est peut4tre de tous ces arts 
celui qui a fait depuis quime ans Ic plus dc progris parmi nous. Grices aux travaux dun Onic mile, hardi & f6cond [ 

.... 
I je 

saisis avec empressement loccasion de ca6brer cet artiste phRosophe, dans un discours destin6 prindpalement i I'aoge des 

grands I lommes. ' 

12 



and recently published studies that already admirably perform such a taský As a consequence, 

the aim here is to provide the teader with a conspectus of the evolution, ideological 

orientation and ultimate destination of Rameau's ideas as they develop, for although Rousseau 

would rail vehemently against the implications of many of them, they do form, at once, the 

veritable music-theoretical backdrop to his philosophy of music, as well as the animating 

impulse for many of his critical writings that we will be examining in this thesis. 

ythagorean Monochord 1.1. Agnate Concepts: The Basse Fondanwntak and the P 

In 1722 Jean-Philippe Rameau's inaugural theoretical work, the Traid de Marmonie, was 

published. 3 lbough often convoluted, peppered with stylistic anomalies and somewhat 

disorganised, ' the Traili was extraordinarily well-received in scientific circles and acclaimed, 

almost universally, by musicians and men of letters alike. In fact, such was its impact, and so 

far reaching its music-theoretical implications, that both the concept and the codification of 

tonality were profoundly altered thereafter. ' As betokened by its complete title, the guiding 

ideology of the TraiMis unrepentantly reductionist, and its ultimate objective was to present 

the reader with a rationalist and scientific explanation of the nature of musical material, and its 

relationship with contemporary musical praxis. By revealing a putative 'natural' principle - the 

generative Basse Fondamentale which 'produces' music through the agency of harmonic 

extrapolation - the Traid seeks to determine the nature of music's internal organisation and its 

2 For a very concise and digestible survey seejoan Ferris, The Evolution of Rameau's Ilarmoniclbeories: jommdofAfmdcTheoq, 

3 (1959), p. 231-255; for more detail and analysis see lbomas Christensen, Raweam and MAýdcd Thom& in the EnS, 
, 
ýhlexment 

(Cambridge: Cambridge University Press, 1993). For a short but detailed comparative reading of Rameau's writings alongside 
those of Rousseau and d'Alembert see Cynthia Verba, MAtdc and the Frmch EnSghtexment The reconstw6on of a &ak&we, (Oxfof&- 
Oxford University Press, 1993), pp. 51-7Z More detail on the debate between Rameau and d'Alembert can be found in j 
Barnard, Tameau's Controversy with dAlembere, Jowwl ofAfxdc Theogf, 24-25, (1980-1). An excellent survey of Rameau's 

philosophical predilections can be found in Charles Paul, Jcan-Phifippe Rameau: The Musician as Philosophe: Pmceedng-r ofAbo 
Ame&m PUbse phicalSode-0,114, (1970). Rameau's theoretical writings are available in translation: Compkte Theorr&al Wfifings, 

ed.. 
' 
Erwin RjacobL 6 Vols, (Rome- American Institute of Musicology, 1967-72) and an excellent translation, by Philip Gossett, 

of the TraN de lTlarmonie with accompanying notes is also available in: Trra6se on Hxmo? y, (New York: Dover, 1971). Cuthbert 
Girdlestoric's otherwise fine biography lacks any discussion or analysis of Rameau's theoretical writings themselves, although it 

does contain some useful discussion of his relationship with Rousseau, Diderot and dAlembert and other contemporaries. 

3 Its full tide is Trdti dr Namode ti&dte J serjtrihqýes admmlf (Treatise on Harmony reduced to Periving from] its [fundamental] 

natural principles). 

4 As Philip Gossett notes in the introduction to his translation (p. xxii-xxih): The prose is awkward and difficult 
... sentences are 

poorly constructed, and it is not unusual to find seven or eight independent ideas strung together with conjunctions! 

, gUmment, p. 1 Slbomas Christensen, RweamandMmdcalTbojvght in the EmS, 
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broader position within a mechanically ordered (and to borrow Hubert Butterfield's apposite 

metaphor) 'clockwork universe. " 

Whilst Rameau's objective itself was certainly not original, for the Trail! has rather more than 

just a ring of Descartes' Com uil m pendium Musicae about it and b ds upon uch of Gioseffe 

Zarlino's earlier work, ' it was the way in which he set about accomplishing it that made the 

work both distinctive and appealing. As James Tenney concludes, 'what distinguishes Rameau 

from his predecessors, is his effort to create a complete theoretical system on the basis of little 

more than ... 
[a] single concept. a Tenney is, of course, not incorrect to suggest that Rameau's 

thinking revolves around one or two basic precepts, yet if the Traid does constitute a complete 

theoretical systernper se - and I am not entirely convinced that it does - then it is one that is 

ostensibly more concerned with the revelation and explication of principles than it is with 

anything else. This oft-quoted syllogism, and the ensuing justification for it taken from the 

preface to the work, is the reason for my hesitation. For Ramcau is clearly not so interested in 

elaborating a system as such; rather, the primary quest is to uncover a principle through the 

application of mathematical operations. In my view, the methodological mechanism that 

elicits the principle is almost as important as the results it yields: 

music is a science which should have definite rules; these rules should be 
drawn from an evident principle; and this principle cannot really be known to 
us without the aid of mathematics. Notwithstanding all the experience I have 

acquired in music from being associated with it for so long, " I must confess 
that only with the aid of mathematics did my ideas become clear and did light 

. replace a certain obscurity of which I was unaware before. lbough I did not 
know how to distinguish the principle from the rules, the principle soon 
offered itself to me in a manner convincing in its simplicity. It is not 
enough to feel the effects of a science or an arL One must also conceptualise 
these effects in order to tender them intelligible. That is the end to which I 
have principally applied myself in the body of this work... 'o 

6 11. Butterfield, The Ori 
.& 

ofAleders Sdence, (London: G. Bell, 1949), p. 7-8 exemplifies the Cartesian conception of the way in 

which the universe was, or rather had been, designed, constructed and set in motion by a prime mover - the divine 

watchmaker. 

7 Gioseffe Zadino, Irfitu#o)i amonicbe, (Venice: 1589). To some extent, particularly in the domain of the taxonomy of harmonic 
inversions, Rameau is, of course, tacitly critical of Zarlino's work 

8 James Tenney, A Moog of Comonana and Dissonante, (New York: Excelsior, 1988), p. 6 8 

9 Rameau was already thirty-nine when the Trdfiwas published. 

10 Rameau, Trra&e on Hatmoty, transL Phillip Gossett, (New York. Dover, 1971), pxxxv 
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I would suggest, therefore, that the Traiti constitutes less of a system than it might at first 

appear and rather more of an exposition of a philosophical and methodological agenda and its 

objectives: Rameau clearly desired his work to be identified - both in terms of its content and 

its method - with the Cartesian legacy. As a result, the Traili is replete with all the 

characteristic rhetorical devices that would suggest to its audience that it was an integral part 

of that prevailing scientific discourse. Joan Ferris puts across this idea rather neatly, remarking 

that Rameau '... is more interested in discovering the trutb than in building a system. "' And it 

is in this sense - and at this moment - that he is a thoroughbred Cartesian. 12 - 

The conceptual centrepiece of the Traid de Mamonie is the theory of the Basse Fondamentale. 13 

It is identified first of all as the 'Harmonic Centre' and is illustrated in Book Two of the Traili 

under the rubric: qbe Nature and Properties of Chords': 

The source of harmony does not subsist merely in the perfect chord or in the 
seventh chord formed from it. More precisely, it subsists in the lowest sound 
of these two chords, which is, so to speak, the harmonic centre [Centrr 
Harmoniqme] to which all other sounds should be related. This is one of the 
reasons why we believed it necessary to base our system on the division of a 
string. Ibis string, which gives the lowest sound, is the source of all those 
sounds which arise from its division, just as the unit to which it was compared, 
is the source of all numbers. 

It is not enough to perceive that all chords and their various properties 
originate in the perfect chord and the seventh chord. We must notice, 
furthermore, that all the properties of these chords depend completely on this 
harmonic centre and on its progression. Ile intervals of which these chords 
are constructed are such only with respect to this centre, and the centre then 
uses these intervals for its own progression, which in turn detern-dnes the 
order and progression of the first two chords. The intervals'Used are the third, 
the fifth and the seventh: other intervals used are either inversions... 
duplications... or alterations. Everything is derived from the first three 
intervals, from which all the fundamental chords are formed, and everything is 

related solely to our harmonic centre. "' 

II Ferris, Rameam j Hamonie Deoder, p. 233. (my italics). 

12 Sweeney-Tumer in Tbr Soxomw Bodr Alvik, EnfigUmment and Deconsftchos, Ilesis (PhD), Edinburgh University, 1994. p. 34 

assessing Rameau's theoretical oeuvrr as a whole concludes that Rameau is '... not so easily classified as a total empiricist; his 

theory hinges on a dual articulation of Lockean experience and Cartesian rcmrL' Indeed, it is this contradiction that would 
later trouble d'Alembert 

13 The reader will note that the Trdti is divided into four 'books. the first is concerned exclusively with 'theory; the second, a 
mixture of theory and practice; and the final two solely given over to the art of composition and the art of accompaniment 

14 Rameau, Trva6se, pp. 141-141 
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The significance of this notion is, essentially, that for the first time the 'perfect' chord was 

being conceptualised not as the juxtaposition or combination of independent intervals (a 

major third plus a minor third), but as an acoustic object -a harmonic unit contained within a 

string (cordegrave) one octave lower than the intervals ate sounded themselves. The genesis of 

this idea is immediately recognisable and Rameau does his level best to validate and underpin 

this concept by emphasising its agnatic relationship - and therefore implicating it - with its 

progenitor, the Pythagorean monochord. Rameau claims that it is possible to demonstrate 

how each harmonic entity, more particularly the major triad, can be generated by the division 

and subdivision of a fundamental root or cordegrave. In other words, Rameau considers a 

chord as an object dependent upon a given centir hamonique for its existence and indeed 

classification: it is the harmonic centre, Rameau claims, that contains and generates the very 

chord itself. " 

There was, however, a logical problem with this postulation, for the Cenirr Harmoniqye did not 

systematically appear as the note one octave lower than the root of any given chord, and, as a 

consequence, did not precisely square with the first aliquot division of the monochord either. 

Whilst root position chords conform to the postulate, chords in first and second inversion 

proved much more difficult to account for. Rameau's novel and epoch-making solution was 

to conceptualise non-root position chords as inversions of root position chords. Rameau thus 

contends that, in practice, the major triad and its inversions contain identical pitch material, 

and that, by consequence, they must share a common root or foundation; in the case of C 

major and its first and second inversions, the common root is, of course, C: 

just as there are only three accordant numbers (as Descartes says), there are 
also only three principal consonances, the fifth and the two thirds; from these, 
the fourth and the two sixths arise .... For the first three numbers, 2,3, and 5, 
let us substitute in addition to 5 the composites 4 and 6, so that the fifth is 
divided into two thirds as it should be. The major perfect chord is formed 
from the three numbers 4: 5: 6. If we raise 4 to its octave, we shall have 5: 6: 8; 
this forms the chords called the sixth chord, because the sixth is heard 
between the two extreme sounds. If we then raise 5 to its octave, we shall 
have 6: 8: 10; this forms another chord called the six-four chord, because the 
sixth and the fourth are heard between the two upper sounds and the lowest 

Is It is important to note Rameau's definition of a chof&- that it may not exceed the range of an octavc; that the fifth is the basis 

of A chords; that either of the two thids may determine the construction of the chord. This is also what Rameau dubs the 
'rule of the octaveý 
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sound (to which all intervals 
... should be compared). If we then raised 6 to 

its octave, we should have 8: 10: 12, which is in the same proportion as 4: 5: 6. 
Thus we cannot push this transposition of the lowest sound to its octave any 
further; for the perfect chord, made up of only three different sounds, can 
therefore produce in this manner only three different chords, of which it is the 
first and fundamental. " 

What Rameau effects next, in conceptual terms, is exceedingly clever: he inverts the 

relationship between the pitch material and its root by demonstrating how the root or 

foundation generates the pitch material itself The root is, then, analogous to the monochord, 

and the resultant pitch material the equivalent of its aliquots. We should observe at this 

juncture that Rameau's tour deforre resides both in his novel presentation and treatment of 

Pythagorean monochord theory, and in the way in which its agnatic relationship to the Basse 

Fondamentale is conceived. 

The function of the Basse Fondamentale is to codify, and provide justification for, the 

organisation and trajectory of harmonic entities within a given passage of music. It is, of 

course, an abstract concept in the sense that it exists only by implication and is discovered 

only by inference, and has very little to do with the pragmatic Basso Confinuo harmonics that 

may or may not underpin and accompany a given melody. " To cipher the Basse Fondamentale 

of a given piece, one must of course first reorder those chords that are not in root position 

and, once this simple task is accomplished, the Basse Fondamentale can be identified by tracing 

the bass line that underpins the progression of chords. Where the continuo and the Basse 

Fondamentale diverge, Ramcau considers the former as a non-essential melo& by-product of the 

piece and the latter as its true barmonic foundation and support: this is an important statement 

of aesthetic and theoretical principle and one which, as we will see in Chapter 4, Rousseau 

would vigorously dispute. But more than this, when applied to the characteristic harmonic 

vocabulary of the day, the trajectory of the Basse Fondamentale could be shown to have very 

interesting properties - generally it would move in intervals of tbirds, sixths, fifths and fourths 

rather than in stepwise motion: 

16 Rameau, Trea6m, p. 40. 

17 For example, the actual bass note of the first inversion of C major is of course E and it would normally be figured with a 6, but 

the Bass* Fond4wentak of this same chord would be C an octave and one third lower than the 'actuar lowest note of the chord. 
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Ile intervals of which these chords are constructed are such only with respect 
to this centre, and the centre then uses these same intervals for its own 
progression, which in turn determines the order and progression of the first 
two chords. " 

1bus on another, more profound and embedded, plane, the logic of the Basse Fondamentale 

seemed to further substantiate its consanguinity with the Pythagorean monochord. It is little 

wonder, then, that Rameau felt that the basis for his assumptions and postulations was both 

mathematically and musically sound. And it was from these principles, and the mathernatic 

operations that underpinned them, that Rameau would begin, over the next decade, to 

extrapolate an entire music-theoretical system that encompassed the very building blocks of 

music - triads and their inversions - and, by extension, tonic-dominant hierarchical organisation, 

in fact, tonality itself. 

However in 1722, as Rameau was preparing the Traiti for publication, he could not have been 

aware of a series of scientific studies that had the potential to destabilise the very premises upon 

which his embryonic system had been elaborated. In the long term, the findings of these studies 

would serve to further support and entrench Rameau's convictions, but in the short term, it 

would take him the best part of a decade to fiffly come to terms with them. One such study, 

Joseph Sauveur's Sjsfimeglnirale des intervalks ef des sons et son appkcafion d toms les ysfimes et d tous les 

instmments de mujique (presented to the Acadernie des Sciences in 1701) demonstrated that when a 

sonorous body (Coips Sonorr) is set in motion and vibrates, a small, but highly significant, 

segment of the harmonic series (the first four partials) is emitted. "' The emitted sound contains 

the physical equivalent of the primary aliquot divisions of the monochord, and by extrapolation 

could provide a rational explanation both for the phenomena of consonance and dissonance, 

and for the prevalence of tonic-dominant hierarchy and mode. 1hus, it appeared to be the Co, -ps 

Sonore rather than'the Basse Fondamentak that represented the single, progcnitorial and governing 

principle of musical structure that he had been searching for, in Joan Ferris's terms, the Cotps 

Rameau, Drafist, p. 141. In fact these were taken as veritable rules of composition, For example, in Rousseau's article 'Basse 
fondamentale' for the Engc1#,? pi&* (t. 2 pp. 119-120) we see these conditions dearly articulated: '... la basse fondamentale ne peut 
jamais marcher clue dune de ces trois mani&es: 1, monter ou descendre de ticrce on de sixte; 2, de quarte ou de quinte; 3, 

monter diatonigucment an moyen de la dissonance qui forme la liaison, ou par licence sur un accord parfait. Toute autre 
marche de la basse fondamentale est mauvaise. ' 

19 Octave, twelfth, fifteenth, seventeenth. Ile harmonic series is of course emitted more or less in its entirety, though when 
Sauveur's findings were presented the upper partials were not measurable; Sauveur did report, however, that it was possible to 
detect the 128th harmonic. 
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Sonorr represented 'the truth' for Ramcau. This is, of course, not to suggest that the Traitipcr se 

was flawed in any methodological sense, but to put it simply that its most conspicuous 

shortcoming was that its fundamental premises were now outdated and at least one step 

removed from the actual physical and rational fundamental principle that he had been pursuing. 

Perhaps this is the reason why, in chapter one of the Traili, Rameau concedes: 

Music is the science of sounds; therefore sound is the principal subject of 
music. Music is generally divided into harmony and melody, but we shall show 
in the following that the latter is merely a part of the former and that a 
knowledge of harmony is sufficient for a complete understanding of all the 
properties of music. We shall leave the task of defining sound to physics. 2' 

It was not until Rameau encountered Le Nre Louis-Bertrand Castel that the penny was to 

drop. 21 Castel drafted a review of the Traili shortly after it had been published and made a 

simple remark that, lbomas Christensen suggests, 

... must have immediately caught Rameau's attention. He [Castel] noted that 
the aliquot string divisions Rameau used as his principle of harmony naturally 
occur in any vibrating string. 22 

Christensen goes on to suggest that Rameau seized upon Castel's remark and, 'before the ink 

... 
had time to dry, '2' began to revise the Traid in the light of it. Rameau's account of these 

events is a little different. In the preface to the Now, = ý12 ýysfime de Musique Tbeotiqme (1726) ' 

Rameau refers to Nre Castel, but rather than acknowledge that it had been he who pointed 

20 [and presumably also to physicists] Rameau, Trva6se, p. 3 

21 Rousseau also became acquainted with CasteL According to the Confesiions, p. 266 they had been introduced in 1741. 

221homas Christensen, Rameam andMssicalThojýght in the En4gbIenment, P. M. Girdlestone (Rameam, p. 487) chronicles the events 
in a slightly different manner, though does not contradict Christensen. Girdlestone's is a tale of Castel's initial enthusiasm for 
Rameau's work (though with presumably the above mentioned reservation), of a 'mathematical friendship' and then profound 
disillusionment. However, Girdlestone doesn't expand upon the review, but instead comments that 'when Rameau published 
his Traill, Castel wrote an enthusiastic review and when the author settled in Paris the two met... and formed a sort of 
mathematical friendship. But as the Jesuit investigated further he waxed less enthusiastic and began to doubt the originality of 
Rameau's theories! As Girdlestone confirms, Castel rapidly reached the conclusion that Rameau's Basse Fomdwentak and 
Centry Hamonique owed much to Zarlino and Kircher, and that Rameau had been quite unfair in claiming that his theoretical 
endeavours were completely original. Rameau eventually became embroiled in a polemical exchange of letters, in the jommalde 
TnWmx, with Castel between 1735 and 1736 after their 'mathematical friendship' had soured. CE SAdie etsecandeparti der ffoux& 
co&eficessur Xýfique (Castel, August 1735); Lefiýr de AL Raweau am R. P Cask4 July 173 6; and Remarques du P. Caskljw la knýr de 
M Rimeam, September 1736. Rousseau would become involved in a debate with Castel too and he would devote Chapter XVI 

of the Eird sur Mr&ne des Languer to a critique of both CastePs Clavecin Oculaire and the assumption that sound and colour 
were analogues. 

23 Ihomas Christensen, Mweam andAluskd Thought in the Exkghtenmenf, p. 133. 

24 lbough the work is entitled Noutram Sistine de Musique lhiotiqme it is, in c ffect, a revised and reworked version of the 1722 Tn2W 

which incorporates many of Sauveur's findings. Indeed, save the CoV Sonom, there is very little to distinguish the two works in 

substance; Rameau in the preface (p. vih) states: je donne dans cet ouvrage un pricis de la Basse Foridamentale, qui doit servir 
i lidaircissement des rcgles ripandues dans le Trdli de Mxmo)ik' Philip Gossett (Trewise, p. xxi) makes the point that it was 
not until the Giniration Hvmon; qw (1737) 'that Rameau first discussed in detail the relationship between his rides [the division 

of the octave] and strictly physical phenomena [the nawre and properties of the harmonk series]. ' 
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ps Sonore, Rameau intimates the opposite: out the Pbenomine du Cor 

je A'ay pas pousse plus loin mes decouvertes dans la Ib6orie de la Musique, 

parce qu'il ne m'en a pas fallu davantage pour minstmire de ce qui regarde la 

pratique de cet art. On peut voir cepenclant conunent le R. P. Castel a saisi le 

prindpe propos6, & jusqu'oiý il pr6tend le porter, lorsqu'il s'en sert pour 
21 d6montrer son Clavecin Oculaire dans le Mercure du mois du Fivrier 1726. 

Between 1722 and 1726, Rameau. had embraced and assimilated Sauveur's theory into his own 

system and in the Nouveau Sysame of 1726 he proclaims - via a protracted series of resolute 

assertions - that his new, revised, work would illuminate the true nature and origin of all 

musical structures and phenomena: 

je fais voir pour lors que la m6lodie et Pharmonie nous sont naturelles. Que la 

melodie nait de Marmonie. Que la dissonance est n6cessaire pour entretenir 
dans chaque modulation ... Que la septiýme est la seule dissonance 
harmonique 

.... 
Que la force de 1'expression depend beaucoup plus de la 

modulation que de la simple m6lodie. Que nous trouvons naturellement la 
basse fondamentale de tous les repos inserez dans un. chant; et que mýme, a 
raide de quelques r6flexions, nous pouvons trouver sous tous 'les chants 
possibles la meme basse fondamentale qui les a suggerez .... 

Que sans une 
certaine sensibilit6 qui nous est naturelle pour rharmonie, on West jamais 

parfait musicien .... Que le seul ct unique moyen de gagner promptement cette 
sensibilit6, consiste dans I'accompagnement du Clavecin ou 

, 
de I'Orgue. Qu'on 

a point encore trouv6 les principes de cet accompagnement; qu'on ne les 

trouvera jamais sans la connoissance de la basse fondamentale. ' 

Although Rameau does not entirely acknowledge the source of this new information, 27 the 

adoption of the 'Corps Sown, ' concept from Sauveur's Systime serves, rather fortuitously, to 

vindicate the Traites claims: the agnatic relationship of the two phenomena (Corps Sonorr, Basse 

2S Rameau, Nommam SjsAw do Madque Thioiique, Facs. of 1726 Paris Edition, (New York. Broude Bros., 1965), preface, iii: 'I have 

not pushed my discoveries in musk theory any finther because I did not have the time needed to get to grips with the practice 
of this art I lowever, we can see how RP Castel seized upon the principle proposed and where he claims to have taken it, 

when he makes use of it to demonstrate his Ocular Harpsichord in February 1726's Alenwr. ' 

26 Cf. Rameau, Noumam Sisfime, pLiface, p-vi - viiL 'I will show then that melody and harmony are natural to us. That melody is 
bom out of harmony. That dissonance is necessary to support each modulation .... 

That the seventh is the only harmonic 
dissonance 

... that the strength of expression depends more upon modulation than on simple melody. That we naturally find 

the fundamental bass of all the held notes in a melody, and that even, with some working out, we can find under all the 

possible melodies the same fundamental bass which they suggested ... 
that without a certain natural feeling for harmony, we 

will never be an accomplished musician ... that the only means of acquiring this feeling consists in the accompaniment of the 
harpsichord or the organ. 11at until now we have not found the principles of this accompaniment; that we will never find 

them without knowledge of the fundamental bass. ' 

27 Indeed even some of the most recent scholarship wrongly attributes the CoV Somore to Rameau. CE Downing lbomas, A&dc 

and the Ongns ofLanguage. Theodesfiom the French ExSghfenmext, (New Yor1c Cambridge University Press, 199 5), pp. 1 05 & 117. In 

a note in the margin, Rameau does refer to thework of both Mersenne and Sauveur, and in particular to Sauvcur's Sysfime of 
1701, but only to substantiate a statement rather than to acknowledge the source of the information (cf Noumam ýysfiwe, p. 17). 
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Fondamentale) ensures their congruity; instead of the former superseding the latter as might 

have been the case, they validate and substantiate one another. In the Traiti Ramcau 

concludes that his theory demonstrates the ground in nature of the Basse Fondamentalk, in the 

Nouveau Sysfime (1726) and later in the Ginirafion Harmonique (1737), he searnlessly conflates the 

Basse Fondamentale and the Corps Sonorr and claims that, in fact, it is the Coips Sonorr which is the 

fundamental and generative 'natural' principle of which the Basse Fondamentale is a music- 

theoretical manifestation. In this next extract from the Giniration Harmonique, we can clearly 

see that Rameau has My assimilated and repackaged Sauveur's work in such a way as to 

validate his own theory of the fundamental bass and his mode of compositional practice: 

Basse fondamentale, ou son fondamental. Cest le son de la totalit6 d'un corps 
sonore [the two concepts are conflated], avcc Icqud re'sonnent naturdement 
ses parties aliquotes 1/2,1/3,1/5 et qui composent avec lui I'accord parfait, 
dont il est toujours, par cons6quent, le son le plus grave ... 28 

Ultimately, then, Sauveues theory served to further convince Rameau of the legitimacy and 

veracity of 'his' discovery; and crucially what this also meant was that he was able locate his 

theoretical writings within the prevailing discourse of established scientific research. 

Essentially, then, Rameau's theory of harmonic generation is used to codify and govern the 

compositional process; and each theoretical postulate is realised in a point of musical and 

compositional practice. 

1.1.2. Rameau's Scientific Ambition 

The success and ensuing celebrity that Rameau enjoyed in the decades leading up to the 1750s 

can be ascribed to the fact that his writings quenched a great thirst for musical knowledge, and 

in particular, knowledge inferred from scientific investigation and deduction. " What Rameau 

had managed to accomplish was, in essence, simple but extremely effective: he would claim 

28 Rameau, Gimb; don Harmonique, p. 16: 'Fundamental bass or fundamental sound. It is the sound of the totality of a sounding 
body with which naturally resonates partials 2,3 and 5 and with it makes up the perfect chord, of which it is always, as a 
consequence, the lowest sound! 

V de / whmpe du pLidr J Aj& dxsique, 29 So great was this thirst that Catherine Kintzler in jean-P&Ope Rawtmr spkxdeur et xavfta, 
(Paris: Le Sycomore, 1983), p. 35 characterises the early eighteenth century French predilection for Cartesian doctrine as a 
%irus'. 
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