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Music Therapy in Eighteenth-Century
Spain: Perspectives and Critiques

Pilar Ledn-Sanz

Introduction

From the perspective of the history of ideas, the first three decades of the
eighteenth century in Spain marked the transition from traditional practices
to the development of new perspectives and interpretative models. In the
field of the theory of music, this period was noteworthy because of the
proliferation of composers and theorists, particularly music treatise writers
and physicians, who believed that music played a key therapeutic role in
sickness and health, in accordance with ideas that linked the practice of
music to aesthetic and technical theory. Studies on music, which until then
had been theoretically associated with physics and mathematics, and, on a
practical level, to religious worship, the upper classes or the expression of
popular sentiments, began to focus on the pleasure and enjoyment music
delivers. Moreover, issues discussed within the theory of music gradually
shifted from a focus on the physical and mathematical sciences towards the
liberal arts. )

We might argue that historical research into the influence of music on
humans was carried out in parallel in the area of musicology on the one hand
and in the history of science and medicine on the other.! In this chapter,
I will circumvent this duality by presenting some of the most representa-
tive musicology treatises from the first third of the eighteenth century in
Spain, in the context of medical and other scientific studies. This chapter
takes three approaches: first, to show how the treatises on music presented
new scientific doctrines, particularly in physics; second, to examine perti-
nent medical questions, which will allow us to contrast the medical theories
articulated in the music treatises with medical knowledge of the period.
To do this, I will review the survival of Galenic doctrine and the introduction
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of the fibrillar and fluid models, which associate the neurological system
with music. Indeed, as Jessica Riskin points out, empirical knowledge in
the eighteenth century did not involve a simple and impassive adherence
to facts, but was an activity associated with sensitivity.? Third, to observe
the continuity or change in the critiques of music therapy throughout the
eighteenth century and the relationship between music and medicine.

Given the number and excellence of composers and music treatise writ-
ers at that time, and the impossibility of examining all of them, I will
focus on the work of only three authors, all of whom played a key role-
in the development of modern science in -Spain: Tomas Vicente Tosca i
Mascé (1651-1723), who wrote the Tratado de la miisica especulativa y prdc-
tica (1710); Pedro de Ulloa (1663-1721), author of Miisica universal (1717);
and Benito Jerdnimo Feijoo y Montenegro (1676-1764), whose comments
on music in his Teatro critico (1726) gave rise to one of the most important
controversies on the influence of music on health, which continued until
the nineteenth century. All three were novatores, the word used to designate
thinkers and scientists from the end of the seventeenth and beginning of
the eighteenth centuries. The term novator was used to describe the support-
ers of new scientific ideas, particularly in the fields of physics, mathematics
and medicine. The novator movement extended to other European coun-
tries and was decisive in leading Spain towards more enlightened attitudes
in the mid-century.® In the eighteenth century, a substantial amount of
Spanish production in print was classified as ‘controversial’. In medicine, the
debates were based on the challenge to the Galenic medical system. Greater
importance was given to experience than to speculation or the exegeses
of the texts of classical authors, although in practice both arguments were
liberally used. -

Tomas Vicente Tosca (1651-1723), the son of the physician and professor
of the Faculty of Medicine in Valencia, Dr Calixto Tosca de los Ares, was one
of the most famous exponents of the novator movement in Valencia.* He was
awarded degrees of master in arts and doctor in theology at the University of
Valencia, and in 1678, was accepted into the Congregation of the Oratory.*
There, he produced treatises on mathematics, architecture, theology and the
theory of music. Outstanding among his works are the Compendio matem-
atico (1707-1715) and the Compendium philosophicum (1721), both widely
read in Italy, Germany and other European countries. His Tratado de la miisica
especylativa y prdctica (1710) was later included in the Compendio matemditico.
As we shall see, Tosca believed in the therapeutic effects of music when used
as a supplement to drug prescriptions. ,

The distinguished mathematician and master cosmographer of the
Supremo Consejo de las Indias, the Jesuit priest Pedro de Ulloa (1663-1721)°
was also an important music theoretician. In 1717, he published the treatise
Myisica universal or Principios universales de la miisica (Imprenta de Misica de
Bernardo Peralta, Madrid). Ulloa applied mathematical methods to the study
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of questions on the technique and practice of music, not solely to the eval-
uation of scales and intervals. However, his marked radicalism is compatible
with openness to sensitivity.

The writings of the Benedictine Benito ]J. Feijoo (1676-1764) also influ-
enced Spanish political and intellectual life in the first half of the eighteenth
century.” His work shifts between a cautious rejection of tradition and the
Spanish Baroque, and a prudent acknowledgement of the values of mod-
ern European culture. Feijoo dealt with medical matters and contributed
in his writing to the disputes of the physicians of the period. For exam-
ple, in Oviedo in 1725, he published for a general readership the Aprobacion
apologética del escepticismo médico del Doctor Martinez in which he claimed
that science did not need the works of Aristotle, but should be based on
attentive observation and repeated practice.

A year later, Feijoo explained his ideas on music in the first volume of
his Teatro critico (1726-1740, 9 vols.) and, in 1742, Cartas eruditas y curiosas
(1742-1760, 5 vols.) (Discurso XIV: Sobre la miisica en los templos;® Carta: ‘En
repuesta a una objecién musical’).” One of his fundamental points was his
recognition of the expressive capacity and moral influence of music. His sen-
sitivity allowed him to recognise the expressive capacity and the influence,
also moral, of music. Though not highly original, Feijoo’s work was valuable
because of its ‘capacity to shake sleepy Spain with just the right amount of
energy permitted by the intellectual climate of the reign of Philip V, and,
very tactfilly and realistically, invite it to live in European time, without
renouncing its past, but by distancing itself without a sense of inferiority’."
Feijoo lived most of his life during the zenith of Baroque culture but, as he
died in 1764, he did see the stylistic evolution that led to the formulation of
Classicism. ,

Tosca, Ulloa and Feijoo are leading figures in early eighteenth-century cul-
ture. They strove to destroy invalid social myths and defeat scientific inertia,
opening the way to innovative tendencies. They wrote at a time of a troubled
intertwining of theories, a time when definitions and theoretical propos-
als were being revised, when medicine and philosophy still converged.'t
In addition to these writers, we have to consider that, as I point out else-
where, in Spain in the eighteenth century there were numerous physicians
and scientists who were writing on melotherapy and tarantism.'?> These
works reveal the application of music to ailments supposedly of nervous ori-
gin, such as choreas and those caused by a tarantula bite. These studies were
produced in the second half of the eighteenth century, so it is interesting to
explore continuities and discontinuities with reference to these sources.

A physical definition of music

The writings of Tomas Vicente Tosca and Pedro de Ulloa highlight the shift
in emphasis from mathematical acoustics to physics. Tosca defines music
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as a ‘physical-mathematical science that deals with harmonic sounds’.’* For
Ulloa, music is the ‘faculty that, comparing the geometric reason of a sound
with that of another heard successively and the harmonic reason of sounds
heard simultaneously, prescribes certain determined precepts to arrange and
practice them’." However, Tosca and Ulloa are open to contemporary direc-
tives, as seen in the fact that their acoustics are not mathematical, but
physical. The former explains hearing as the vibration of the eardrum caused
by the surrounding air: ‘Air moved with a tremulous motion impels and
moves the eardrum with such a movement.”’® He differentiates in the sound

an active part, which corresponds to what the sound produces, and a passive
part, identified with its reception:

Sound, considered actively, is the sound when it is born from the
sonorous body which becomes passive when it is received in the hear-
ing organ [...] what I am saying, then, is that, considered actively, it
is the tremulous movement of the air; and passively it is the tremulous
movement of the eardrum.® :

All of this suggests that Tosca contributed to- the theory of music and its
effects with a conception of the objective and subjective aspects of hearing.

Tosca was aware of the vibratory basics of intensity and- tone, an issue
related to medical theory. Regarding this quality, he notes that ‘the Sharp
or high sound comes from the fact that the vibrations of the air are. more
frequent [...] and, on the contrary, the low sound means that the vibrations
are less frequent, and that there is more time between one and another’.'”’
Consequently, Tosca points out that tone cannot be confused with the speed
of transmission (‘the low sound arrives at the ear at the same spé,ed as the
sharp, as experience shows’), nor with intensity.'® Both Tosca and Ulloa link
the phenomenon of resonance with vibratory movement.'® Ulloa refers to
it as the influence of music on the human body: ‘it is undeniable that by
tuning two strings of a guitar to the same sound, even though not imme-
diate, playing one is echoed by the other [...] the shiver felt in all parts of
our body on hearing one sound or another may be reduced to this type‘of
movement’.2

From a medical perspective, it is interesting to observe that Tosca applies
undulatory movement to sound, deploying the analogy of the movement of
ripples produced in the water when a stone is thrown into a pond. He signals
that the perception of the distance of the source of a sound is related to the
circular trajectory of the activating movement, which weakens the intensity
of the wave with an increase in the radius:

The first is perceived because the sound formed at a distance is slower
when it reaches the ear: we perceive the distance from the sounding body
through its speed; the second because the vibrations are formed in the
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air in a circle at the centre of which is the sounding body which forms
them, and there is no doubt that the further these vibrations go from
the centre the greater they are, and consequently a smaller portion of the
circle affects the sense that is furthest and a greater portion to that which
is closer.?!

In general, we can conclude that the explanation of the phenomenon
of sound based on the concept of vibration and undulatory movement,
together with the phenomenon of resonance will facilitate the mechanical
explanation of the perception of music and the assimilation of the action of
music on fluids, following the fibrillar model.

Theory of the action of music on the human body

When they explain the effects of music on human beings, these authors,
despite their rationalism, support the empirical as the basis for truth,
although they do differ in their justification of the expressive capacity and
general influence of music. For example, Tosca sees no need to appeal to
classical legends, ‘as when examined they seem unbelievable’,?? in order
to acknowledge the diverse expressive capacity of each modal scale. He
finds auditory experience to be enough: ‘Some tones cause sadness, oth-
ers happiness; some move us to devotion, others to anger and others
like passions.’” He thus proposes an acoustic and physiological basis to
explain tonal influence and diverse sensorial impressions brought about by
melodies. In agreement with the acoustic theory we have seen, Tosca states
that ‘there is no doubt that the' movement of the most subtle fibres of which
the brain is composed cause different movements in the animal spirits, and
among these, different passions and ailments of the soul’.*

Moreover, he believed that sound vibrations could excite the nerves or
cerebral fibres, in relation to the music’s tone:

When a tone is played or sung, the fibres of the brain move with the
tiniest quiver, which is transmitted by the organ of hearing. Those that
move most sensitively are those which, due to their tension and arrange-
ment are most fitted to the tone heard, and some tones especially move
some and others. Those that move the fibres, upon which the spirits
depend, cause happiness and make for happiness; those which excite the
movement of the fibres which move sad and melancholy spirits, cause
sadness.”

This explanation coincides with the approaches of physicians such as
Martin Martinez (1684-1734), one of the most important anatomists of the
early eighteenth century, Martinez innovative medical ideas were defended
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by Feijoo. This physician, in his book Anatomia Completa del Hombre (1728),
explains that the vibration of the fibres in the membranous tunics altered
their ‘tension’ and, consequently, was ‘sufficient to lead the impulses of sen-
sitive objects’.?® As Martinez Vidal points out,’ the network of peripheral
nerves was like a spider’s web which, on the slightest contact, transmitted
any impulse it felt by means of the vibration of its fibres, from one extreme
to the other, and neither the distance nor the ‘obliquities, deviations and
colligations’ that the nerves have in their itineraries were obstacles to this
action.? The vibratory model was described by iatromechanic authors such
as Borelli or Baglivi, who believed in a fibrillar -model: the nerves, sensi-
tive fibres, which were easily irritated, communicate to the brain those jolts
caused by any turbulence.

The Italian physicians Giovanni Alfonso Borelli (1608-1679) and Giorgio
Baglivi (1668-1707) also influenced Spanish theories and practice. Baglivi,
a leading iatrophysicist, markedly influenced the Spanish physicians who
wrote about music therapy in the eighteenth century.?” He attributed an
important physiological role to solids: he was the first to attribute equal or
greater relevance to solids than to fluids in all organic functions. Life con-
sisted, in his opinion, of movements between the solid and liquid parts of
the body, which should be ‘continuous, regular and balanced’ 3> He-ascribed
to solids the properties of contraction and elasticity that are related to
irritability. He also acknowledged, but to a lesser degree, the elasticity of lig-

uids.®! This concept is of radical importance in understanding the effects that -

music produces. The structures of the organism would be affected, mechan-
ically, by the impulse of musical vibrations which then modify the elasticity
of its fibres.

Baglivi differentiates between two types of fibres: the fleshy ﬁbreé. which

make up muscle tissue and the membrane fibres which form the mem-
branous parts. Like other Baroque treatise writers and as a result of the
dynamism typical of the period, Baglivi focused mainly on the study of mus-
cle function, the nervous system and the circulatory system. Importantly

for our purposes, he carried out a broad study of the nervous system’s dura

mater, whose role was to expel the ‘nervous fluid’ produced by the ‘corti-
cal glands in the brain’ so that it would spread all over the body through
the marrow fibres. This fluid was very delicate and elastic.3* The undu-
latory theory of music proposed by Tosca connects with the idea of the
neural circulation, the so-called suco nérveo or fluid which runs through the
nerves, one of the theories developed in the early seventeenth century to
understand nervous transmission through the human body. The Spanish
author who best defined this doctrine was the above-mentioned Martin
Martinez.3

The vibration of music, by varying the elasticity of the fibres, causes
‘irritation’ that is transmitted from fibre to fibre in a wave-like way. This
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explanation of the actions of music lasted throughout the eighteenth
century.?* Thus, the Sevillian physician Bonifacio Juan Ximénez de Lorite
(-1794),% states in 1776 that ‘the sound of music [is] a vibration, which the
plucked strings excite in the intermediate air, and gives the organ of hearing
such an impulse that, spreading throughout the system of nerves, can agitate
them at the same speed of the sonata’.3¢ At the end of the century, Francisco
Xavier Cid (c. second half of the eighteenth century, and one of the most
important physicians in the study of tarantism) and Pedro F. Doménech y
Amaya (1755-1833) justified the transmission of the nervous impulse pro-
duced by sound to the entire body.¥” Indeed, Dr Domenech, in a message
sent to the Real Academia de Madrid, claims that ‘the tremulous and vibra-
tory movement communicated by our chest to the vocal instrument, which,
by immediately touching the eardrum, extends its movement to the brain
by means of the auditory nerve, so that the perception of sound can excite
that part where the common sensory system is situated’.®® This explana-
tion differs very little from that formulated by Tosca at the beginning of
the century.

The influence of sensibility and of music aesthetics

Music treatises from the beginning of the eighteenth century offer variations
on the classical theories which attributed to musical modes the power to
induce sentiments or states of mind. But, in general, they err when giving a
physiological explanation of these effects. Referring to the aesthetic pleasure
drawn from music, Tosca says:

In music, natural philosophy and mathematics are joined and together
give a pleasing example to the understanding and delicious recreation to
the senses: by reducing different conflicting voices to harmony it makes a
chain which sweetly imprisons the senses and, with the tasteful mixture
of its harmonies, makes the bland savoury, and the bitter sweet.*

Tosca drew a precisé correlation between the different modes and the sen-
timents that would be produced by the melodies corresponding to each
tone.*

The first tone is appropriate to express happy, pious and modest affairs.
The second is fitting for lyrical verse. The third moves harshly and is
proper to complaints and difficult things. The fourth is sad, suitable for
tears. The fifth is lively and appropriate for festive matters. The sixth
is also lively and sweet and useful for expressing states of gladness and
devotion. The seventh is irate and moves to like passions. The eighth is
solemn, for grave and serious matters. The ninth is for gentleness. The
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tenth is for onerous things. The eleventh for dancing and the like. The
twelfth moves to anger and indignation and is proper to warlike issues.*!

In contrast, Ulloa, quite imaginatively, instead of referring to the modes,
attributes precise characteristics to the intervals; he connects the expressive
properties of the music to the rising or falling relationship between two
sounds. For the major third, he claims that ‘when rising it is pleasing, when
falling it causes some sadness’. The contrary happens with the minor. The
fourth has different properties depending on the placing of its semi-tone:
‘If it has a major semi-tone at the start, rising, it weeps; if in the middle it
is cheerful; and if at the end, it dances’; the opposite occurs if the tone falls.
The perfect fifth in all its types would present ‘beauty and gala, but when
falling they all show some sadness’. The major sixth would, in his opinion,
be a harsh interval, the minor gentle.*? Ulloa explains the influence of music
on affections through the notion of a resonant harmony that ‘stirs up the
outer air and gives it harmonious movements’, thus impressing the imagi-
nation, which, in turn, ‘stirs up the humours which, mixed with the inner
air, finally leads man to where he is meant to go. It is in this way and not in
any other that harmony immediately and decisively moves the affections.’®
As each sound produces in the listener its own vibration; dériving from a
different acoustic frequency, Ulloa believes that the 1nﬂuence of mu51c is
exquisitely individual.

He argues further that the figures, tones and rhythms are at the service of
delight and pleasure. In one style or another, diverse expressive intentions
motivate the choice of modal tones (as the composers of plainchant had'
always claimed), the different sounds and their rhythmic order: ‘Having cho-
sen the most proportionate tone, discussions would become more animated,
noting that as the states of sadness, weeping, tiredness and the like demand
slow notes, on the contrary, those of delight, happiness, indignation, etc.,
demand swift ones.'*

These physicians point out that sounds do not have the same effect on
everyone and that the action of music on human beings is twofold: on the
one hand, it has a direct influence on the whole body (humours and tissues)
which is involuntary and mechanical, the effect of vibrations; and, on the
other, it acts through the soul which receives the sounds through the ear and
moves the passions. As I have argued elsewhere,* Cid explains that music
acts on three levels in the organism. The first would be ‘a pure and simple
mechanical effect’; ‘the second effect of music on man is in the soul’. The
soul perceives the sound and, if it is agreeable, is pleased, and if it is not,
‘it communicates to the body the sad effects of the species that displease it
‘The third effect of music on man is to move the passions and agitate the
parts where they are rooted.”® Thus we see that musicians and physicians
do not clearly define the separation between the body and soul. However,
‘harmony or modulated sound have a great power and rule in man, both to
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move the affections and to impress a certain virtue on his organs by moving
or affecting them in some way, thus reproducing the feelings conveyed or
immediately conserving and increasing them’.*

Everyone feels the effect of music, not merely those who are ill. For
Dominguez Rosains,*® for example, the command of music on passions

is shown in the emotional effects in temples and theatres, as the same
system of humours and solids are found in one and the others: the same
movements of the fibres are to be found in the healthy and the frail, the
diverse postures we see in one, in proportion to the passions, should also
be seen in the others, as I see no reason to believe the contrary, when the
same humours, the same mechanical order of the parts, and the same way
of behaviour and wounding depend on music.*

Music is a true means of communication. Ulloa associates musical figures
with the expression of states of mind and of passions.*® But he gives each
of them a specific meaningful quality. He believed, for example, that pauses
were particularly effective in transmitting questions and answers as well as
states of mind, resolved in affective sighs: ‘Sighs can be reduced to this figure,
when the quavers and semiquavers, whose pauses are therefore called sighs,
express tearful states.” The rise in melody ‘expresses the exaltation or high-
places or sublime things’, wh11e the descent transmits ‘servitude, humility,
depression, etc.”.>!

Feijoo brings up an innovative po1nt when he questions the traditional
relationship between modes and sentiments because, as he notes, ‘the great-
est musicians are very much in disagreement on designating the tones that
produce specific sentiments’.>> However, he does acknowledge the influence
of the tessitura or tonal transposition, ‘because the same music in lower
voices is more religious and serious and transported to higher ones, los-
ing some of its majesty, gams a touch of gay vivacity’.>® ‘Music’ - he says
elsewhere —

according to the variations of the melody, induces several different feel-
ings in the soul, some good and some bad. With one we feel moved to
sadness, with another to joy, with another to clemency, with another to
cruelty, with one to strength, with another to pusillanimity, and so with
all the other inclinations.**

For him, therefore, sensitivity requires both physical and moral appreciation.

In the times of the Teatro critico, the introduction of chromatism to the
so-called altered notes allowed for greater possibilities of expression. Feijoo,
however, opposed the subtleties of the new scale. This was an issue on which
the thinkers of antiquity, especially Plato, agreed. They also believed that the
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use of the subtle intervals of the chromatic and enharmonic genres was per-
nicious. Feijoo dissented from this opinion because he believed that ‘the
changes the voice makes in singing in tiny intervals, as they have some sort
of effeminate softness, that leads to vices and immorality, also produce a
similar feeling in the spirit of the audience, producing confusing images on
their imagination which represent no good thing’.>® For Feijoo, musical sen-
sitivity is allied to the intellective function, so he privileges the effect of the
literary text in its musical expression on the listener. Thus he considers as a
primordial aesthetical norm that ‘the singing be appropriate to the meaning
of the lyrics’.*® But he also points out that ‘musicians of all genres of compo-
sitions often sin by defect or by excess against this, one of the most cardinal
rules’.% )

Following a secular tradition, Feijoo observes the influence of music on
both, the individual, and social affective and moral spheres, a key-issue in
understanding the controversies he provoked. For him, ‘the most pleasant
and delightful music of all is that which induces sweet tranquillity in the
Soul, gathering it into itself, and raising it, let us say, with an ecstatic rap-
ture above its own body, so that thoughts can take flight towards’ divine
things’.*® Feijoo, backed by testimonies from antiquity,’® directed more than
one diatribe against the influence of profane, theatrical arid” dance music
on religious music. This situation, in his opinion, was a grave problem in
his time because ‘not only was the music of the theatre conservéd in the
theatre, but also the music proper to the theatre moved to the temple’.% His
complaints were profound and reiterated. On the one hand, he claimed that
‘the cantatas which are now heard in the church are, in their form, the same-
as those on the stage. They are all composed of minuets, recitals, little arias,
allegros and finally a type they call grave, and very little of that so as not to
be bothersome.”®’ On the other, he pointed to their harmful effects: ‘What
well-conditioned ears could, in sacred songs, bear those love trills, those las-
civious inflections against the rules of decency and even of music, which
the demon taught to players and they to other singers?’$? Multiplying the
examples, he wonders

what can he who hears on the organ the same minuet he had heard in
the Sarao do but recall the lady with whom he danced the previous night?
Thus the music, which should carry the spirit of the listener away from
the earthly temple to the heavens, moves him from the church to the
feast. If he who hears is ill disposed, either by temperament or by habit,
then his imagination will not stop there.%

The monk correctly considers that an opera aria accentuates individ-

ual pathos and opens more intimate and subjective paths to musical
expressivism.

£
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In the same way that Plato complained about the influence of orien-
tal music in Greece and saw in stylistic change the risk of a psychological
change in the people, Feijoo lamented the spread of Italian music among
the people of Spain.5* He thus declared: ‘When [ remember the ancient seri-
ousness of Spain, I have to admit that it has decreased so much that we
now only like tararira music; it seems that the acknowledged gravity of the
Spaniards has been reduced to merely walking stiffly in the streets.”®® How-
ever, Feijoo thought that the use of certain musical instrumentals (the organ,
the harp, the spinet virginal, among others) was appropriate in temples.®
But, in contrast, he disapproved of the introduction of the violin, because
it seemed to him that ‘its squeals, although harmonious, are squeals, and
excite a childish vivacity in our spirits [...] especially at this time, when
those who compose for violins study to make the compositions so high that
the player almost hits the bridge with his fingers’.%” This criticism is essen-
tially a result of his attitude towards contemporary music, as the violin had
become extremely popular at the time. His denunciation of the violin led to
a very public controversy with the musician from Salamanca, Juan Francisco
Corominas.*®

To assess Feijoo’s position, two assumptions must be taken into account:
the expressive capacity of the art of music and the evolution of musical
styles. His opposition to these practices was, as we have seen, well argued,
but his points were weaker when he tried to make a generalised criticism
of the musical art of the time, as art implies stylistic evolution. His writings
provoked the reactions of a series of maestros who were legitimately striving
to express their religious sentiments using different stylistic criteria, as was
the case of the above-mentioned Corominas.

The music therapy theory

Ideas about music therapy are present in the works we are analysing,
although none of the authors proposed any innovations to current practice.
Tosca’s ‘modern’ approach is limited to claiming proof of the therapeu-
tic effects of music: ‘to proceed with this with success it is necessary to
study repeatedly what effect is created by what tone in different ailments
and to observe in each genre of music what humour it moves with more
singularity and what effects it causes in men according to their different
temperaments’. Moreover, as noted above, his good sense limited the musi-
cal remedy to a mere supporting action for drugs. Tosca, Ulloa and Feijoo
follow tradition when they recall the effects of dance against the bite of
the tarantula, or tarantism, one of the main ailments for which music has
been used since antiquity. Tosca considers the practice ‘quite vulgar and well-
known’, attesting to its widespread use. The description of the doctrine on
tarantism faithfully follows the rule established in earlier works: ‘when those
who are infected by this venom hear the music, they feel the need to jump

Pilar Leén-Sanz 109

and dance and, with the agitation of the unaccustomed and violent move-
ments they make, the pestilent venom which otherwise would end their
lives evaporates in sweat’.”

However, it is surprising that, despite the painstaking fibrillar explanation
offered by Tosca on the action of music on the body and the wave-like trans-
mission of sound, he refers to a humoral Galenic theory when he speaks of
the healing mechanisms of music. He insists that music is good in the case
of illness,

first because, as illness is the confusion and perturbation of the humours
and as some sounds move a humour more than others, there is no doubt
that said sounds can but move him and incite a contrary movement
to that which was the cause of the damage. Second, because the bad
humours will be easier to expel with the movement that music extrin-
sically communicates to them, assisting the faculty of the medicine w1th
the supplied drug.”?

This description contrasts with other medical theories of the period.
Baglivi, for example, sustains his jatromechanical concept when he explains
that music acts on the organism by means of the ‘waves’ that move from the
ear to the brain and then to the blood and other tissues:

music reaches the liquid bodies and the solids, and so, in a very intense
way and through percussion also reaches the subtle fibres of the brain
and the liquid of the nerves and passes the separation of the spirit and
produces an momentary explosion and agitation which can hardly be
attributed to drugs.”?

This explanation was reiterated by most Spanish physicians in the eigh-
teenth century. Several differences may be observed, however. One is that
Baglivi limits his experience of the therapeutic application of music to
Tarantula victims, whereas the Spanish physicians of the later eighteenth
century generalised the recommendation of music therapy, which led to the
development of a music therapy theory.”?

Interestingly, physicians who speculate on music therapy frequently quote
from Feijoo.” This is perhaps due to the fact that, together with his reser-
vations about and criticism he directed towards the curative examples
attributed to ancient music that he believed ‘to be mostly and principally
fables’,”® he accepted the truth of two well-known stories that occurred in
France, where music was used as a therapy for victims of fevers, because the
practice were endorsed by the Academy of the Sciences in Paris.”® In addi-
tion, he believed that music was a useful sedative: the patient ‘perhaps will
like music and perhaps music will allow him to get to sleep better than all
the pharmaceutical sleeping pills’.”” Both possibilities for the use of music
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(fever-reducing and hypnotic) were supported by Spanish physicians who
put forward music as one of the so-called ‘universal remedies’, that is, among
those which could be applied in a general way with good results and with-
out side effects.”® Music, Doménech claims, ‘is a proper and real medicine’
because ‘medicine’ may be defined as ‘anything that alters or may alter our
nature’.””

At this point, I would like to comment briefly on the technical explana-
tion of the use of music in ailments that affect the ‘nerves’, one of the most
effective uses of music therapy. In 1776, Ximénez de Lorite commented that
‘music has the power to cure many illnesses, particularly those which affect
the moving and sensitive parts of the machine: that is, the nervous systern’.8
The justification for this medical practice is based on Baglivi’s pathological
theory. For him, illness was the result of an imbalance between the move-
ment of liquids and solids in the body. Music helps restore the proportion
because it manages ‘to remove atony and moderate spasms’.® Let us look
at this in more detail: Cid considers that the positive effects of music arise
from the action of the vibration on ‘the thickness of the humours and the
weakness of the fibre’ which would lead to paralysis, of ‘weakness in certain
parts’, of ‘drowsiness due to the obstruction of vessels’, of ‘cachexia’, etc.
The relief achieved ‘will be very certain, even more so if some movements
or dance appeared’.?> The mechanical influence deriving from the vibratory
movement of the music induces ‘the strength that communicates with the
nerves’.% ' -

This mechanism for action also applies to other cases, such as tarantism
or gout, for which earlier literature also recommended music.® In the case
of gout, Cid explains that the stiffness and pain in the joints is produced
‘when the nerves are debilitated by long inactivity as occurs in fearful pain,
or by instillation of the gouty humour into the sheaths of the tendons, and
into the joints, which thickens to such a degree that it cannot be resolved
by ordinary drugs’.®> Music would reverse this situation because it can lessen
the density of the gouty humour, in the same way that it acts against the
venom of the tarantula, as the venom is a coagulant.

At the end of the seventeenth century, the mechanistic theory also
explains the influence of music on passions and feelings. The mechanical
action of music would act systematically on the whole body, specifically on
the ear. As Domenech and Amaya explain, ‘it is evident and well-known
that sound is communicated by means of sounding or sounded particles that
float in the atmosphere’.®¢ As these particles spread, they create a vibratory
movement like that seen in water and are ‘subject to the laws of reflection
and refraction’. In this manner, they transmit ‘the mechanical movement
of the fibres, which the soul, between entrancement and distraction, focuses
upon, thus erasing the feeling of pain, filling the place of sadness with a soft
vibratory undulation, communicated from the ear to the brain’.¥ In other
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words, it acts through the brain, ‘immediately on the soul’ which is ‘what
suffers the principal attack of sensations: in pain, in sadness, in afflictions
and distressing sighs’ produced by diverse ailments.

Conclusion

In the early years of the eighteenth century, the assessment of physicians’
experience led to a reconsideration of the classical theories on the action of
music. Thus the authors discussed here considered the traditional relation-
ships between states of mind and musical modes as stereotypes. The music
treatises of the early eighteenth century contributed to the assimilation of
new medical-scientific doctrines in Spain. The writings of Tomés Vicente
Tosca and Pedro de Ulloa show the evolution from mathematical to physical
acoustics. In both cases, the sound phenomenon is based on the concept
of vibrations that affect fluids and, above all, a fibrillar model - an expla-
nation that overlaps with the iatromechanical approaches of contemporary
physicians.

The medical references in music treatises serve to highlight the influence
of the expressive capacity of music on the human body. There were numer-
ous explanations of the theory of the influence of music. HOwéver, I focus
on an idea common to musicians and physicians, developed in thé profes-
sionals’ treatises. We must not forget that the continuity of the ‘theory of
the action of music was influenced by the scientific academies and-societies -
because of the circulation of medical reports around Europe.® Over time;
the majority of physicians who recommended melotherapy agreed with the
mechanicist explanation. But, together with this response, we find a psy-
chological interpretation of the expressive capacity of the intervals, chords,
thythms and other musical elements. The treatise writers explained their
individual perspectives on music and its influence on the affections and pas-
sions, although they did not fully formulate a clear distinction between its
physical and psychological actions.

In the case of Feijoo, his doctrine supports the theory of the expressive
power of the art. In it, he found arguments on which he based his ideas
on the differences between religious and secular music. Echoing classical
thinkers, principally Plato, he associates musical chromatics and its subdivi-
sion into tones and semitones, typical of the period, with passions and states
of mind and characters. This period of controversy would, on a speculative
plane, challenge instrumental music, which was gaining strength in temples
and concert halls with a defence of plainchant, described as ‘the diatonic
procedure, more proper and suitable than any other to calm the soul [...]
and induce tranquillity and peace’.?® We have seen the most characteristic
points of theoretical studies in music therapy in these eighteenth-century
authors: on the one hand, the tendency to form systems, and, on the other,
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Figure 5.1 M. Martinez Anatomia completa del hombre (1764)

The anatomists of the early eighteenth century explained that the network of peripheral nerves
was like a spider’s web which, on the slightest contact, transmitted any impulse it felt by means of
the vibration of its fibres. The picture shows ‘the eighth pair of nerves in the brain, the intercostal
and the main spinal cord’ by M. Martinez (1764) Anatomia completa del hombre, con todos los hal-
lazgos, nuevas doctrinas y observaciones raras hasta el tiempo presente, y muchas advertencias necesarias
para la cirugia: segun el methodo con que se explica en nuestro Theatro de Madrid (Madrid: Imprenta de
la Viuda de Manuel Fernéndez), p. 588-9.

their determination to ‘experiment’, try out and thus to measure and eval-
uate the forces of nature. In this way, the Age of Enlightenment became
a period of trial and error and, at the same time, one of fundamental and
decisive construction (Figure 5.1 and Figure 5.2).

113

= ’ ’ R \ . N te -
i T enene

s ety R : ]
Ny - W\x\k\ St
4 . —

& 2R 7 e

‘1.° Tarantula Hembra. .- - we

2.° Vista interior de los Obarios y Tarantulillas que’ sa=.

oo len deellos, oo oL T i

:3.°Vista exterior de " los Obarios, "~ -

4.° Tarantula. Macho. " 7+ 70 o

5.2 Vista-del Capullo 6 nido que fabrican ;' de tres Oba~

-_'gcgs;_dentro_ del Gapullo, y del Terrazo donde suelen
ricar.,

Figure 5.2 E. X. Cid, Tarantismo observado en Espaiia (1787)

In Spain in the eighteenth century there were numerous physicians and scientists who were writ-
ing on melotherapy and tarantism. The picture is included in the book F. X. Cid (1787) Tarantismo
observado en Espafia ...y su curacion por la miisica con el modo de obrar de esta, y su aplicacién como
remedio de varias enfermedades. (Madrid: Imprenta de Gonzélez, 1787).
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