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The problem with which this investigation is concerned

is that of presenting a concise English translation of

the book which Martin Agricola wrote in 1528 in German

on the musical instruments and practices of his time. In

addition to the translation itself, there is a major section

devoted to a comparison of the material of Musica instru-

mentalis deudsch with other books and treatises on the

same and related subjects which were written at approx-

imately the same time or within the next hundred years.

Agricola states that the purpose of his book was

to teach the playing of various instruments such as

organs, lutes, harps, viols, and pipes. He also noted

that the material was prepared expressly for young people

to study. To facilitate the accomplishment of this pur-

pose Agricola wrote the book in short, two-lined, rhymed

couplets so that the youths might quickly memorize the

material and thus retain the instructions better.

While Agricola was not the first to write a book

devoted to the instruction of music (the most important

work before his time was Sebastian Virdung's Musica

getutscht, published in 1511), he was one of the



first to deal with the subject extensively. Agricola's

material is not always original, and particularly evident

is the presentation of some illustrations which were

copied outright from Virdung's work, But the importance

of Agricola's work lies in its manner of presentation

and the offering of more details in certain areas than

did Virdung.

The second portion of this dissertation presents

a number of other works of the sixteenth and early seven-

teenth centuries which deal with musical instruments.

Among these are (in addition to Virdung's work): Michael

Praetorius' Sntama musicum (1619), Marin Mersenne's

Harmonie universelle (1636), Arnold Schlick's Spiegel

den orgelmacher (i511), Hans Gerle's Musica teusch (1532),

Giovanni Maria Lanfranco's Scintille di musica (1533),

Sylvestro Ganassi's La fontegara (1535) and Regola ruber-

tina (1542), Nicola Vicentino's L'antico musica (i555),

Juan de Bermudo's Declaracion de instrumentos musicales

(1555), Vicentio Galilei's I fronimo (1583), Ludovico

Zacconi's Prattica di musica (1592), Scipione Cerreto's

Della prattica musica (1601), Giovanni Luca Conforto's

Breve et facile maniera (1593), Hercole Bottrigari's

Il desiderio (1594), Thomas Robinson's The Schoole of

Musicke (1605), Charles Butler's The Principles of

Musick (1636), Pietro Cerone' El melopeo (1613), and



3

Vicenzo Giustiniani's Discorso spra la musica (1628).

A number of trends are noticed in the survey of these

books. The increase in scientific technology regarding

the construction of instruments is evident. The rise

and wane in popularity of certain instruments can be

seen. Some geographical influences are apparent, such

as the increased popularity of the guitar-vihuela group

of instruments after the appearance of the treatises of

the Spanish writers. Distinctions in religious emphases

can be seen, with the writers from Protestant countries

treating the subject of music and its uses in a completely

different way from that of the writers from Catholic

countries. Notational changes are apparent between the

beginning and the end of the period being discussed.

The books and treatises are divided into two cate-

gories. Those books whose entire contents are devoted

to discussing musical instruments and practices are classi-

fied as major works. These include the writings of Virdung,

Agricola, Praetorius and Merserne. The other books are

classified as minor works, dealing only with one or two

instruments, or being primarily concerned with other

aspects of music than that of instruments.



PREFACE

Martin Agricola was born at the end of the fifteenth

century in west central Germany. There is some question

about both the date and the place of his birth. Riemann

states that he was born in Schweibus on January 6, 1486,1

apparently using Agricola's own doubtful testimony. 2

These facts are questioned by some recent writers who be-

lieve that he was born at Sorau, Lower Silesia, about 1500.

The discrepancy has been particularly attributed to his

biographer, Elias Caspar Richard, whose claim that Agricola

reached the age of 70 was accepted by later historians.3

All are in agreement that he died at Magdeburg on June

10, 1556*4 His original name was Martin Sore or Sohr,5

but in the tradition of many writers of the period, he

chose the Latin surname Agricola, indicating his humble

origin as the son of a farmer.

Upon becoming acquainted with Martin Luther and his

1"Agricola, Martin," Hugo Riemanns Musik Lexikon,
(Berlin, 1929), p. 15.

2Lewis Trowell Brian, "Agricola, Martin," Encyclopedia
Britannica, Vol. I (London, 1963), p. 335

3"Agricola, Martin," Collier's Encyclopedia, Vol. I
(New York, 1964), pp. 286-2=7T

4Riemann, .22 cit.

5 Britannica, . .cit.
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patron and publisher George Rhau, around 1519-20,6Agri-

cola came to Magdeburg where in 1524 he began his work as

teacher and cantor in the first Protestant school which

was located there, remaining till his death.

Agricola stated that his knowledge of music was ac-

quired through his own efforts while occupied as a school

teacher. Rhau published most of Agricola's works, including

Duo libris musices (1561), Ein kurtz deudsche musica (1528),

the various editions of Musica instrumentalis deudch (1529,

1530, 1532, 1542, 1545), Musica figurali8 deudach (1532),

Von den prportionibus (c. 1532), Rudimenta musices (1539)
Among his other publications, though not by Rhau, are

Scholia in musicam planam Wenceslai Philomathis (1540),

Ein sangbuchlein aller Sonntags-Evangelia (1541), quaestiones

vulgariores in musicam (1543). His compositions included

the Hyrni aliquot sacri in 1532.8

Agricola was among the first of a series of writers on

the instrumental practices in music, being preceded in

importance only by Sebastian Virdung, whose Musica getutscht

of 1511 is the very first book dealing with the subject.

Agricola's importance is found in his more enlightened

presentation of the material originated by Virdung. Agricola

6Riemann, 22. cit.

7Collier', 2. it*, p. 287.

8 Riemann, _. ecit., p. 16.



also made an important contribution to the advancement of

musical notation with his proposal of a new tablature for

the lute which was superior to the existing one.9 Al-

though Agricola has been inaccurately praised for having

been the first to abolish the old tablature and adopt the

modern notation system, he was undoubtedly responsible

in some degree for at least aiding in that revolution.10

In the Musica instrumentalis deudsch he presents both

the old and new systems of notation as applied to the

lute, and makes it clear that he believes the new way to

be superior.

The translation which follows was made from a fac-

simile reprint in the series Aelterer Praktischer und

Theoretischer Musikwerke, edited by Robert Eitner and

published by Breitkopf & Hurter of Leipzig, in 1896.

The edition Eitner used was Agricola's 1528 edition.

A modern-day facsimile reprint is published by Broude

Bros., New York, 1966.

Footnotes which appear at the bottom of the pages

are those of the translator. Agricola's original pagi-

nation is given in the right-hand margin where it was

located in the first edition.

9collier's, oj. cit., p. 287.

10Franz Gehring, "Agricola, Martin," Grove's Dictio-
nary of, Musc and Musicians, Vol. I (London1954). p. 72.
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MUSICAL INSTRUMENTS GERMANIZED

IN WHICH IS CONTAINED A METHOD OF

LEARNING TO PLAY ON VARIOUb PIPES,

BASED ON SINGING: ALSO HOW TO

PLAY ON THE ORGAN, HARPS,

LUTES, VIOLS AND DIVERSE

INSTRUMENTS AND STRINGS

ACCORDING TO THE

CORRECT TABLATURE.

MART . AGRICOLA

I
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MAY GOD GRANT GRACE AND PEACE TO THE READER.

I have previously published a German Music, wherein

is clearly and plainly written a brief method and model

for the young to learn to sing easily. For it may be, and

indeed it is, highly necessary that youths who begin to

study will not be overwhelmed and deterred with many

superfluous words, but carefully oriented through brief,

plain instruction and guidance in the skill, and might

be induced to study and even be attracted to it. For

just as a young child who should be learning to eat is

not at first served everything, nor too much, nor thick

foods, but must take in some sort of bland mush, and

maybe a little eggs; therewith he learns to eat and to

tolerate food. It also happens thus, and not otherwise,

with those who begin to learn something. No matter in

whatever art or skill it may be, one is shown briefly and

simply the first elements--the fundamentals, the basic

rules and the heart of the skill; and he should learn

them well. Accordingly, I have written another book on

music which is called Musical Instruments, which teaches

the playing of various instruments: organs, lutes, harps,

viols, pipes and the like (for which the grace of God

is granted to me). Thus is given in this publication

Ein kurtz deudsche musica, 1528.
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in brief and simple German a little book which brings

together the correct styles and tablatures so that youths

and all others uninitiated and unskilled (who can barely

read) might receive great usefulness and benefit, even

those who are admirers of noble art. This publication

is given out of heartfelt Christian love and cheerful

intentions, which we are all obliged to have among one

another. But I have fashioned this one in German rhyme

and rhythm for a special reason: so that the young and

others who might wish to study in this art might the

more easily understand and retain these things. From

experience we understand that good words and sayings

that rhyme are more easily understood, and these things

remain longer in the memory than others that are stated

without the rhymes. However, there are some for whom

this might be unsatisfactory, or for other reasons this

little book will not be pleasing. All the same, I wish

to request of them cheerfully and diligently that they

might have my own good will and attitude toward the poor

young people, to be sincere and helpful in this commend-

able art, with Christian concern. And accept my work (for

this is only fair) in the best light, always remembering

the saying, "Something may be easily said, but very

difficult to carry out."
Mart. Agric.
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A 111

TO GEORGE RHAU, PUBLISHER AT

WITTENBERG: I, MARTIN

AGRICOLA, WISH THE

GRACE AND MERCY

OF GOD.

Beloved friend, Master George, to whom I dedicated

my first little book on German music, I agreed and prom-

ised to send to you also a book on instrumental music,

to be printed by you. Considering this, I complete my

pledge and promise, not only for justice and fairness'

sake, but also by necessity; primarily for this reason --

that I not be reprimanded by you as a person who talks

much and accomplishes little. On the other hand, you have

meanwhile become famous and experienced in such an art,

yet very few others have thought to publish such a noble

work for youth and their neighbors out of brotherly Chris-

tian love and justice, or, alas, have concern (as I for

some time experienced). It happens only for reasons of

jealousy and hatred, out of ignoble will and proud hearts,

so that they alone might have glory and honor in the world

and count as something special among others, and might

be renowned and greatly esteemed. For this reason they

1George Rhau (1488-1548) gained fame for himself as
a composer and as a publisher of the works of Martin Luther.
He rendered music a service through his compilation of a
collection of choral works in 1544, containing compositions
of Senfl, Stoltzer, Ducis, Dietrich, and others.



say thus: "One must hold art high (and away from the common

crowd) if it is to remain art." This has a fine appearance

to the whole world when one thus expresses himself. But

for God it is an unchristian, indeed a heathen expression;

one would like to see how these will stand in that Last

Day, when God will say to them, "I have blessed you with

great skill, filled you with special understanding and

blessings, so that you might serve your neighbors and

share these things with them. However, in this you have

kept these things to be used only for your selfish honor

and pride." Then they will clearly see what kind of iiii

excuse and reply that will be, if they say, "One must

hold art high if it is to remain art." However, even

though I may represent such art as praiseworthy and ex-

cellent (and one might consider me experienced even if

undeservedly for a little music book and such art), now,

yet another time, I present a Christian example and pattern

to help the young. And to you, loving Master George, my

dedication being sufficiently accomplished, I present to

you this same Instrumental music, along with the instru-

ments of various new kinds, and tablatures, respectfully

requesting your love and good will for it (as was for the

previous work), to accept it under your care and protection,

for which I am in your debt; firstly because you have

issued it with concern and diligence in the best manner
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from your firm, and secondly, in spite of those dirty,

infamous, disagreeable critics, faithfully helping to

champion, to protect and to administer.

Given at Magdeburg on St. Bartholomew's day, 1528.

Mart. Agric.
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ON THE DESCRIPTION OF THE INSTRUMENTS

OF MUUIC, AND INTO WHAT VARIOUS TYPS-

THEY ARE DIVIDED, AND IN WHICH KINDS

THE SIMILAR ONES ARE GROUPED.

THE FIRST CHAPTER

This description of music is such that I wish to show

all of it in a brief fashion. It is an art which directs

us to show how we should handle the instruments and their

use with agility; some of these are described at this

point. They are divided into three families which I

now wish to teach you properly.

THE FIRST FAMILY OF MUSICAL INSTRUMENTS

ARE THOSE WHICH MAKE SOUNDS AND ARE

BLOWN ONLY BY WIND (SINCE THEY ARE

HOLLOW PIPES).

The first type of these instruments is made skil-

fully with hollow pipes, and blown by the wind, very

artfully, in two different ways, as it appears to me.

Some are blown by human breath when they are A 5
v

used, and are also played in two ways. Some are equip-

ped with finger holes, through which the sound and the

melody are directed and made free. Some of the chief



types of this are: flutes,2 zinks, bomhartsa4 chalumeausv

crumhorns,6 and cross flutes.7 In general, one must grasp

these by means of finger holes: chwegels,8 little flutes,

bladder pipes,10 and bag pipes.11 Rams' horns12 and reed

pipesiS must not be forgotten, for they 
are played the

same way. Of these I want to select some and (as in the

following) relate a pattern for these.

2Agricola here refers to the recorder 
group, since he

makes later reference to the transverse or cross-blown 
flute

and also to even smaller flutes similar to our 
piccolo.

3The zink originally was a curved animal horn, 
later

shaped of wood, with finger holes. It also was known as

the cornet or cornetto. The tube was short, conical, rela-

tively wide and more rigid than the thin metal of 
brass

instruments.
4The bomhart, or pommer, was a member of the shawm

family, with a double reed; it had a narrow bore whiCh was

slightly conical.
5 Although originally a double reed instrument of 

the

shawm family, it is now generally regarded that modern-day

clarinets are descended from this instrument in parts of

their design and in their name.

6 The oldest European instrument with a wind cap which

completely enclosed the double reed; a slender cylindrical

instrument ending in a curve reminiscent of an oxcs horn,

hence the German name, "krummhorn," or "curved horn."

7The transverse flute, also referred to by Agricola

and others as "ichweitzer pfeiff" or Swiss pipe.

8A one-handed whistle flute, also known aS the Tabor

flute due to its association with a small drum or tabor.

A diminutive end-blown flute with four finger holes.

10A small version of the bag pipe, and a forerunner

of the crumhorn.

11 Inmost respects similar to our present-day bag pipe.

12 Musical instrument from Jewish antiquity.

13Including a number of double and single reed instru-

ments, of which Agricola describes only a few in later 
pages.



FIRST, HOW TO HOLD AN INiTRUMENT

Take the pipe for the first time in both hands, and

take your choice: whichever hand you wish should hold

on top of the instrument; the other should always grasp

beneath the instrument. 4 Then place the fingers each

on the places where the holes are, where each belongs,

so that the little finger on the lower hand holds the

first one mentioned. Then place the others as they

follow one after the other, as is shown by the numbers,

and you should tightly cover the adjacent ungrasped

hole and hold it as the following picture shows.lb

Thus you give the pipe a correct position.

14 1n the revised edition of 1545 Agricola was more
specific, calling for the right hand to be above and
the left hand below (folio B viii recto).

15 The picture which follows shows a hole on either
side of the figure 1. In practice, one of these holes
was filled with wax while the other was to be covered
by the little finger. If a performer were accustomed
to using his right hand on the lower part, he could
switch the wax to the opposite hole (Curt Sachs, TThe
History of Musical Instruments, [New York, 19407, p.
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A GOOD AND PROPER FOUNDATION, BASED ON SINGING vi

AND THE NOTES, FOR LEARNING ABOUT FLUTES, CRUM-

HORNS, ZINKS, BOMHARTS, SCHALUMEAUS AND

BAGPIPES, AND HOW THEY ARE PROPERLY HELD

If you want a good and correct understanding for skil-

fully playing on flutes, crumhorns, zinkts, bomharts and

schalumeaus, then notice the following right at the

first. When you acquire the good foundation you desire,

then a song will bring you your reward. With instruments

it is simply so: he who knows singing can play with ease.

In a period of only a month or so (when he works at it

diligently) one can apprehend and learn more this way

than one unskilled in the singing style might do in a

half year. For the music is the basic thing that proceeds

from all instruments in this fashion. Therefore build

up your foundation in this skill; thus will great advan-

tage accrue to you. And practice diligence in both

areas; then may you acquire all manner of skill. For.

there is nothing so hard in this world that cannot be

acquired by hard work. I further say and now point out

the basic illustrations for all time.

THE FIRST SPECIES

in which the usage of the pipes is plainly shown, and

how the fingers are correctly applied.
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Now at the beginning, you must thoroughly understand

what the numbers and circles describe. The full circle--

all holes closed--signifies FF under gamma ut in the bass;

it also signifies C fa ut in the tenor, and g in the dis-

cant, which you should note well and not consider it a

trifle1 6  Open all the holes and blow similarly into the

pipe without forcing. Then in the bass you have G, in

the tenor d, and also in the discant an aa; this believe

truly. Likewise consider the written numbers, for (say I)

in them lies also great importance, similarly signifying

for a finger which hole it is supposed to cover: I to

the first, 2 to the second, showing to everyone what the

illustration demonstrates. In an example I wish to show

you another thing which is of first importance to all styles.

Without one of the above, as signified in the illustration

and elsewhere, place thus the first, second, third, and

fourth, even thus to the eighth of the holes, to be sure.

This position gives C sol in the bass, g in the tenor,

and dd in the discant, which is easily understood from

the hands and pipes shown as follows. Look thus at the

numbers always: those beneath, above, in the middle, and

everywhere, and thus you will correctly set in motion the

piping, allowing the second finger to remain. Those vii

which are not designated by numbers thus sound correctly

and artfully for the pipe. Even when you want to lift a

1 6 Agricola here refers to a set of four pipes, not just

three; the alto is fingered the same as the tenor.
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finger off, let it be suspended over the holes, each near-

by its hole, so it won't fall on a wrong one. 1 1

Also understand the large characters, by which the

musica ficta is known. C sharp changes d to fa, d sharp

changes e to fa, FF sharp changes G to fa, and g sharp

changes a to fa,18 we learn, which is found visibly and

clearly in illustrations written below. Finally, you

should therefore be diligently watchful, that you neither

pipe nor blast as with too much power. Apply the tongue

to every note, whether there be eight or four in a beat.

I do not wish to speak of the mordants, although they make

the melody subtle. If you desire even this in these works,

then you must learn it from a pipe-player. I wish now

to leave this matter, and to write no more thereon.

Everyone must direct himself to the text and following

illustrations, which he may correctly and skilfully com-

prehend in a brief period of time with careful reading.

Perhaps then he may have a rough understanding of the pipes

which are mentioned above.

For instance, zinks, crumhorns, and flutes are also

held in a similar way, as are also the bagpipes and others

which one may find performed in this fashion. The

17 Agricola also helps the performer's intonation here,
since these instruments are better played in tune when the

fingers are maintained a uniform distance from the holes.

1 8 That is, C sharp is related to d as mi is to fa in

the hexachord; the same relationship applies to the other
pairs of notes mentioned here.
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crumhorns are played no higher than the eighth hole. For
this reason not all melodies are in tune with flutes and
large pipes. Because of this I will take the opportunity

to point out the difference (if possible) for this and

for songs made on similar pipes so that perhaps one will

not be laughed at, as when flute songs are played on

crumhorns and incorrectly handled; as when one's voice

cracks and one hits a sour note. Because of this (when

they are not correctly tuned) often many laughable things

happen to many poor knaves.

Therefore you should play correctly in the appropriate

way, so that you may go on to many other things, since

there are some who have run the numbers together and who

have made a tablature for the pipes which looks like a

weaver's loom. On this I wish to speak my opinion, if

it can be allowed and tolerated. If you indeed wish (about

the aforementioned pipes and others which one may perform

on) to make a tablature of the song, then I advise you to

do the sort of thing that follows, which pertains to viii

fiddles; and thus you will not be easily led astray.

But it is much quicker on one-voiced instruments to use

the notes. No one need be discouraged because of the effort.

For if I should be weaned from something by necessity, I

would hardly be annoyed thereat. Thus it is certainly

much easier to play and understand a tune according to

the notes, than to use the tablature. You should practice
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for this. Indeed, you may say, "It is too difficult

for me. I do not know the notes thoroughly." Indeed,

beloved brother, practice brings skill where this is done;

where this is lacking it is all for nothing. This lesson

you have from me; the better you learn it, the farther

you will go.

NOW THERE FOLLOWS THE CORRECT FUNDAMENTALS FOR

THE AFORE-MNTIONED PIPES, IN THREE ILLUS-

TRATIONS, VERY SKILFULLY CONCEIVED.
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ANOTHER GOOD AND PROPER BASIS SHOWING HOW THREE

OR FOUR SWISS PIPES MUST BE USED ONE WITH AN-

OTHER, AND HOW THE SIX HOLES ARE CORRECTLY

HELD ACCORDING TO THE NOTES.

Further with this illustration I wish to teach, as

with a string, how you should properly understand the

notes of a Swiss or cross pipe.20 You should understand

that the numbers and circles are used as with the 1 2

flutes. But the blowing is done in another way, as the

illustration shows for this procedure. Blow the lower

eight rather moderately, and the other seven somewhat

more briskly. The next four demand a stronger wind,

and the upper three go quite rapidly.21  You may also

desire the foundation and basis for learning to play

with a vibrato, for it flatters the whole series of

pipes, which is what one wants. 2 2 I wish now to leave

346

(from IS
to D)
(trom E
to d)

(e f g aa
bb cc dd)

2 0 Agricola in the text gives two names for this pipe:
Schweitzer and guerpfeiffe; in later times it came to be
called the transverse flute, denoting the method of playing
across the pipe, rather than at the end. The geographical
appellation "Swiss" was applied to this pipe because of
its use by the Swiss in conjunction with the drum for
military purposes (Francis Galpin, Old Ejjih Instruments
of Music, [London, 1965], p. 115).

21The ranges listed in the margin are those which
Agricola places in the margin of the original text.

22The comment here concerning the use of vibrato is
exceptional for the time. Vibrato was rarely used then,
and even as late as 1745 Geminiani directed that vibrato
on the flute should be made only on long notes (Thurston
Dart, Ihenterpretation of Music, [London, 19643, p. 35).

23
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with you the admonition that you must force yourself to

practice. For it is of no great value to learn a little

about notes if one only babbles about them. Therefore we

wish to get on with the discussion and to reveal the

correct fundamentals in three artistically drawn illus-

trations which, approached in the proper manner, can be

easily understood by any intelligent man, as they can

by anyone--unless, of course, if he cannot count to

three; then I cannot help him. He should eat a turnip

fully cooked, and therefore might get smarter and amount

to something in the world. To the wise enough is said;

there is indeed much to be endured that is not pleasing.

And as far as I am concerned, I have done with it, and have

made a challenge as many a maiden has.

IN THE FOLLOWING ILLUSTRATIONS NOTICE HOW YOU SHOULD FIN-

GER WITH THE HOLES OF THE CROSS PIPES (AS YOU ARE

SUPPOSED TO).
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HERE IS A GOOD METHOD FOR LEARNING ABOUT A LITTLE xv

FLUTE WHICH HAS NO MORE THAN FOUR HOLES: HOWEVER,

WHEN THE LOWER END OF THE PIPE IS ALSO USED (AS

IS USUALLY DONE) , IT MAY BE EQUIPPED WITH

FIVE OR SIX HOLES.

I must not leave unmentioned but rather bring out

the usage of the little flute and how the holes are cor-

rectly grasped with skill. First, take the pipe in the

right hand, or in the left, without any shame. The other

hand should be free and loose except for the lower hole.

With the finger which goes with the thumb, it is grasped,

as is shown in the illustration.
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In This Illustration the Lower End of
The Pipe is Used Also for a Hole or

Note, When It Is Half Held, as Follows
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THE SECOND TYPE OF INSTRUMENTh OF THE FIRST GROUP, xvi

NAMELY, THOSE PIPES WHICH ARE BLOWN BY HUMAN

BREATH AND ARE WITHOUT ANY FINGER

HOLES, Ab iN THE FOLLOWING.

6ome, however, have no holes but only one at the

top and one at the bottom. In these the melody is brought

forth only by careful blowing and puffing; in this group

are trombones, trumpets and clarets, as is portrayed here

in the following. I will not say much in this section

about these, for I have not yet laid the correct founda-

tion in which I will achieve this. Thus you should receive

this from me in the right way. Yet it would not be a bad

idea if I point these out to you in this picture.

~MA
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(Francis Galpin, Old En lish Instruments of Music
[London, 1965], p. 150)

0- _0 i i I r



33

THE SECOND TYPE OF INSTRUMENTS OF THE FIRST GROUP, C
xvii

WHICH ARE BLOWN, NOT BY HUMAN

BREATH, BUT THROUGH B.ELLOW.

THE SECOND CHAPTkR

Of the first group, another kind with hollow tubes

belongs here; they are not blown by human breath, and

they are all instruments such as I shall tell you, which

make their sound by wind bellows, such as organs, posi-

tives and regals, portatives, and others of a similar

kind, which are made to sound by means of bellows. 1 About

these I wish to delay instruction until I will begin on

composition; but no more now, except to show their con-

struction as they are correctly portrayed in the following.

1 The simple term "organ" here apparently refers to
the largest organs which might be found in churches or

very large chapels, considering the picture on the follow-

ing page. The positive, while not of the size of the

previous instrument, was yet large enough to require being
"set down" or "placed in position" before being played upon.

The portative, on the other hand, could be carried about
and played at the same time by one performer. The regal
was a form of the positive, but was provided with one
or more reed stops (Galpin, _o, cit., pp. 161-169).
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Regal

How one shall set down a song from notes

in characters or tablature,

made for three or four

parts, for various

instruments
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THE THIRD CHAPTER xix

To anyone who wishes to compose something and find

pleasure in organs or other similar instruments, of ne-

cessity I speak to them gently. At least, say I, one

should know how many of the notes go in one beat, also,

how the pattern should be correctly formed, and how the

characters should be made. Accordingly (I advise) one

should not forget how they are measured with little

strokes. Similarly, one must pay attention diligently

to the keys in which all notes stand. Concerning these,

they are made either large or small, some being given

headings above, others beneath, as the music in their

scale teaches; search this out and ask still further

about it.

NOW THERE FOLLOWS AN ILLUSTRATION OF HOW ONE SHALL

KNOW THE DISTINCTIONS OF THE CHARACTERS

ON THE MUSICAL SCALE.
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The Scale of the Five

Shown Keys

ad a s ol.

g sol re ut

c sol fa ut

F fa ut

-- 6

kg. g

In the

choir song

it is thus

shown:

C But in

figured

song
thus:

These five keys are all found on the lines, and

each equally stands a fifth from the others,

excluding the r, which stands a seventh be-

neath the F fa ut.

I 'dd

gg g

0
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ON THREE DISTINCTIONS OF ThE KEYS OR CHARACTERS

AND HOW THEY ARE USED IN COMPOSITIONS.

if you are to become acquainted with the composi-

tion of these, then place them twofold in the discant;

however, make the small characters with little dashes

above; the large ones go in the bass, truly believe me.

At times even these are made small, only with the headings

used beneath them; as the following illustration shows

so well, mark this well; thus will you be commended.

Doubled aa bb h cc dd ee ff gg.
In compositions as follows: Disc.
ihd e f g

Small a b h c d e f G Te.
FF GG A B kj H C D E F G.

Or thus, as follows. Bass

Large a b h c d e
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How the Notes in Compositions and the

Little Stroke over the Characters

are Made, and What They Signify

1r
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Although up to now I have considered only how the

discant is made with notes, and the other parts with

characters, you should nevertheless learn from me that

frequently all parts are made in general in the same

characters. Everyone makes them as it pleases himself,

thus giving satisfaction to his own mind.

ON THE LIGATURES, OR THE NOTES BOUND

TOGETHER - THE KNOWLEDGE OF WHICH

IS UBEFUL IN COMPOSING.

If you wish to seek composition further, then you

must know about ligatures, which are notes tied together,

as I wish to show you briefly hereafter in some rules

artfully devised. May God give bad luck to those who

hate this.



The Names and Shapes of the Notes

in Figured Song.

Semi-
fusa 16

Fusa 8

Si whichSemi- are 4 A half
minima worth beat

Mini- 2
ma Rests

Semi- 1
brevis

Brevis j 2

which 4Longa is half

Maxi- worth beat

ma

Only in the simple notes may the tail come

out up or down.

In the ligatures there is another way, as

you shall learn later. 1

1The presentation of the mensural system here
and in the following pages represents an important
clarification over the material presented in Vir-
dung's Musica getutscht. Where Virdung merely showed
the shapes of the notes and flags with only sketchy
instructions concerning their placement, Agricola
outlined the values of the notes and showed how they
were to be placed on a staff, pointing out all the
ways the value of a note can vary with its placement.
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A NUMBER OF EQUAL NOTES CONTAINED IN

ORDINARY SIGNS, AS FOLLOWS.

02

AN INTRODUCTION TO LIGATURES

Though it so happens that there are often in songs

notes that are not sung alone, not one but three or four

notes may be found tied together in one unit. And since

they are not perceived by everyone, I will show how they

are counted, signifying to the ignorant how they may

correctly be used by a loyal fellow, whatever the liga-

tures immediately show, if they stand at the beginning,

middle, or end.

WHAT LIGATURES ARE xxiii

A ligature is, if you please, a binding together of

two notes or more by convenient strokes, by which they

are drawn together.

:*ON
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THERE ARE FOUR BINDABLE NOTES.

Semibrevis 0

Here are 
Brevis

tour Longa
bindable

notes Maxima

These are not bound; Semifusa

Therefore they are Fusa

not found or sung Semiminima

in ligatures. Minima

ON THE TWO SHAPES OF LIGATURES

In this world every ligature may be made in two shapes.

The first may be properly counted a perfect square; the

second has a crooked shape.

ON THE FIRST NOTES OF THE LIGATURES.

THE FIRST RULE. xxiiii

The first note without a tail is therefore a

Longa, if the second note descends afterward.

THE SECOND RULE.

The first note without a tail is known as a

Brevis, if the second note rises upwards after it,
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THE THIRD RULE

If the first note has a tail down on the left,

that is always the sign of a Brevis.

THE FOURTH RULE

When the tail goes up on the left of the first note,

then it is a Semibrevis, before the second note.

ON THE MIDDLE NOTE

THE FIRST RULE

Notes are considered as middle notes which are made

between the first and last notes.

THE SECOND RULE

Therefore a note placed in the middle is considered

to be a Brevis by singers; however, when the first

one has a tail, it and the second note are Semi-

breves, as mentioned above in the fourth rule.

Note. that in all rules hereafter

the middle notes are Breves.

ON THE LAST NOTE

THE FIRST RULE

If the last square is placed lower, it is declared

to be a Longa.
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The last square in a descending position is there-

fore a Longa.

THE SECOND RULE D
xxv

If the last square is portrayed in an ascending

position, then it is counted as a Brevis.

Example 2nd rule

THE THIRD RULE

If the last note is oblique, it is a Brevis,

whether it goes up or down.

Example 3rd rule. Exceptions2

THE LAST RULE

A Maxima, while it is the largest, remains always

on the same level.

Example of the Maxima

2The last notes of the particular two-note ligatures
are Semibreves, rather than Breves.
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INSTRUCTIONS ON NOTATION

If you now have an understanding of everything, then

take first the discant, and shape it (as follows), with

notes on five or six lines, even thus, that at all times

one complete beat may stand separated from the other, so

that it may be more easily determined by you, and con-

sidered by everyone to be of great cunningness. Therefore

place the tenor notes in the characters that are offered

to you. Thus the beats of the tenor fall equally beneath

the beats of the discant, and finally the bass also in

characters; and heed how you shall handle yourself with

it. Place it, with its beats, as I indicate under the

tenor and discant beats. As I will show you in the

illustration, you must notice; then people will praise

you.

Making such placement skilfully, I tell you, will

make you able to use all instruments, whether with key-

boards or not, which have more than one voice. There is

yet another form for the tones, which will be discussed

in the sixth chapter.

THEP FOLLOWING IS AN ILLUSTRATION OF HOW THE NOTES

AND RESTS ARE MADE.
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The Method for Composition

-k A
-W-N-I I

The Method f or Organ Tablature
[same as above]

A reproduction of Agricolab original notation ofthis piece is included below, on p. 501.
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How an Imitative Tune is Used and Composed in

the Characters from the Notes of Singing.*

Disca

Tenor

Bassug

.k-

01 W

- n 50low

A reproduction of Agricola's original notation for this
cPosition is included below,on p. 128. in the originaledition this composition is presented in two forms: firstas shown on p. 128, including the note in parenthesis above,and second, as a lute tablature. These compositions appearon pages inserted between pp. 50 and 51 of the original

edition, as numbered by the editor, Robert Eitner.

-.. l. ,
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D ii
THE SECOND TYPE OF MUSICAL INSTRUMENTS xxvi

- THOSE WHICH ARE STRUNG WITH STRINGS -

(AND ARE THEREFORE CALLED STRING

INSTRUMENTS), AS FOLLOWS.

THE FOURTH CHAPTER

Truly, the second type consists of all the instruments

which are strung with strings. Some are also made with

keyboards, by which their melodies are produced, such as

clavichords, clavicymballos,2 symphonies, key fiddles,4

A stringed keyboard instrument in a small, shallow box
without a stand or legs. Tangents at the ends of the keys
touched the corresponding strings, producing a soft tone.
One ancient treatise gives the clavichord nine double
strings and thirty-five keys; the method of construction
allowed several neighboring tangents to use the same string
to produce different notes (Sachs, aj. cit., pp. 330-331).

2 There is a confusion of names of early keyboard instru-
ments of this type. Arnault designated the.grand harpsichord
as clavicumbalum; Dr. Julius Caesar Scaliger (1484-1558)
wrote that the instruments called clavicymbalum and harpsi-
chordum in his youth were called spineta in his later life.
This variety of names seems to have resulted from the in-
correct copying of the names from Virdung's Musica getutscht
by several later writers ibidd., pp. 338-339)7

3The name sympho was also applied to several instru-
ments during this period. In the fourteenth century the
four-stringed symphony appeared; the middle strings, tuned
in unison or octaves, were probably controlled by tangents
for the melody, while the outer strings vibrated freely (Gal-
pin, 9R. cit., p. 81). All of the strings were reached
by a wheel rotating within (Bachs, ibid., p. 272).

The key fiddle, like the symphony and lyra, was re-
lated to the org'anistrum of medieval times. The Swedish
Nyckelharpa, still in use in the early twentieth century,
is descended from these. In all, the strings are stopped
by mechanical means, but the key fiddle was sounded by a
bow (Galpin, 9. cit., p. 77).



virginals5 and claviciterns,6 lyras7 (I mean to include

these also), and all which are used in a similar way.

I wish to discuss more about this when I write some

things about tablatures. For I want to instruct you some-

what about how you should deal with the tablature. So

that you may recognize these by their shapes, they are

reproduced in sketch.

5 In the virginal, as in the clavichord, the strings
were plucked from within, but the virginal employed quills
rather than tangents; these quills fell back immediately
after plucking the strings (Galpin, Ip. cfl., p. 89).

6An upright, portable harpsichord; the first evidence
of this instrument appeared in Virdung's Musica getuscht
in 1511. The name remained up to the seventeenth century,
but was rather rare. At the end of the eighteenth century,
upright harpsichords were replaced by upright pianos (Sachs,

. cit., p. 342).

7The lyra is better known as the hurdy-gurdy, a kind
of mechanical fiddle in which, instead of a bow, a revolving
wheel, concealed inside and turned by a handle, rubbed the
strings, and a set of stopping rods were substituted for
the touching fingers (ibid., p. 271).
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D iii

xxvii

Clavichord

Clavicembalo

*
For his illustrations of the Clavicembalo here and of

the Claviciterium on p. 57, Agricola's woodcuts reproduce
the same errors which had appeared in Virdung's Musica
getuscht of 1511. The longest strings of the instruments
should be at the viewer's left, with the shorter ones to the
right. These errors were noted in the article on Sebastian
Virdung which appeared in Grove's Dictionary of Music and
Musicians (London, 1954), Vol. IX, p. 1. Note also that
the illustration of the Clavicembalo differs from the next
illustration (the Virginal on p. 56) only in the reversal
of the strings.



VIRGINAL

LYRA



57
D iiii
xxviii

CLAVICITERIUM

KEY FIDDLE



THE SECOND KIND OF STRING INSTRUMENTS

HAS FRETS, NOT KEYS, BY WHICH THEY

ARE CORRECTLY HELD AND MADE

TO SOUND PROPERLY

The second kind of string instrument, mark you, has

neither keys nor a keyboard--only frets, or marks,

which a person wants in order to hold it correctly.

And their melody is properly divided, which you shall

come to know, by the frets and courses [of strings].

Some of these are lutes, quinterns, and large viols,

as this chapter shows you.

THE FIFTH CHAPTER

AN INTRODUCTION TO THE OLD AND TROUBLEOME TABLATURES

OF LUTENISTS, AND WITH IT A PATTERN FOR ANOTHER AND

BETTER FOUNDATION OF THE CORRECT FUNDAMENTALS OF MU-

SIC, WHICH COMES HERE.

Whereas I began by showing a method for pipes, I will

no further neglect to say and teach in some measure about the

lute, dulcimer and viols, harps and psalters--as much as xxix

will be permitted--not forgetting organs and straw fiddles,
1

and surveying others like these. Nor, however, will I at

this time explain and teach the entirety of the fundamentals,

but I wish only to direct how one should deal with these

1 Another name for the xylophone, portrayed on H iii

verso of the 1528 edition.



aforementioned things according to the tablature correctly,

based on the music and song, and easily discovered. There-

fore I kindly request you lutenists that in your world

you not conduct yourselves like base Christians, who

interpret everything only to the privileged few. Away

to the gallows with such people& Indeed, you may say, it

is not practical that you should discourse daily on the

art. You can not yet play on the lute, and yet desire to

aim at the tablature? Yes, I admit it, and it is my deep

regret, that I am still not up to par with the practice.

Yet I have from God this directive, that I do know a few

things, as I know of a nearby country. Further, I myself

now and then have worried and been astonished as to how

the alphabetical tablature first came about. Thus I am

reasonably informed with such things that I can say how

sorry I am that the organists are much wiser than the lu-

tenists with their pretensions. For these (as it seems to

me) have been, with respect to this, quite drunk when they

composed their tablatures; or they may have had no insight,

having not understood the notes, they placed the clefs at

the edge of the margin. They may indeed wish to slink away,

for they have gone far away from art. Further (as I was

told) although I never put much stock in it, I won't quibble

about the way their tablatures were invented. It was by

a lute player born blind; in this they found the correct

master. Shall a blind person (which cannot be believed)

discourse with skilful correctness on such an art--one who
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never correctly understood music, without which all instru-

ments are but toys?2 One with sight has enough to do without

an additional handicap in the technique. So I want to say,

when someone asks me about it, that the blind master has

brought the apprentices in the wrong way and, though they

have seeing eyes, they have been made blind. It is no wonder

that people laugh about them, when a blind man leads others;

then will they both follow as in the trail of fools. When

they would like to go to the right streets, they will then

come to a ditch. And they will fall together into a dark

hole, since they both are yoked together. Then they do

not know how to go, and probably will break their legs,

or fall in completely. Then people will mock them. There-

fore, if you should desire to follow in this art correctly,

then do not turn to a blind man for help. Hear, hear what

I sincerely advise you, for I have also been at such a game.

2Willi Apel, in his Notation of Polyhonic Music (Cam-
bridge, Mass., 1953, pp. 72-74), makes the following
statement regarding the invention of the tablature:

"During the sixteenth century the German lu-
tenists utilized a notation which, according to
Agricola (Musica instrumentalis deudsch, Wittenberg,
1529) was invented by Conrad Pauman (1410-1473).
Although this statement is probably incorrect - an
obvious objection being that a blind man is not
very likely to have invented a notational system -
it illustrates the ancient and somewhat legendary
origin of the German lute notation,, .1..i

It is, however, interesting that Agricola does not mention
anyone's name at all, nor does he profess belief in the
tale, as Apel implies.
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Do you want to enjoy this art? Then you must move with a

full, burning desire, as if to a lovely young maiden who

is very pretty, friendly, and sweet; never has one pleased

me so much; she is most precious of all to my heart; she

is so cheerful to everyone. I esteem her to be the love-

liest of all. To her name I will direct you. I have often

been at play with her. Of the first six lines mentioned

above, you must first take off the first letters, and

break them into syllables. You should not take long to

spell the way this lovely maiden is called; for her name

is known in all lands, by kings, lords, and other nobles.)

She often has to feed some poor servant, who otherwise

must live only by hard work. Of him she often makes such

a man to be esteemed by all men, supplying him with money

and wealth, as at one time happened to Arion, who journeyed

over water and brook burdened with much money which he had

gained by playing his harp among the people in the land

of Sicily. He was dearly appreciated and well known.

Listen to what further befell him, when he decided to

return home, and became a member of the ship's crew that

came from his native land. In them, as his best compan-

ions, he put his complete trust as a man of honor. When

3 The first letter of each of the lines ot the German
text spell out the word "Musica" and Agricola also has
the word spelled out in the right margin, thus leaving no
doubt about the identity of the maiden, "Fraulein Musica."
At the beginning of the 1545 edition there is a full page
illustration of Fraulein Musica, playing a lute and sur-
rounded by various instruments.
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they got out to the deep sea, however, the money began to

be very important to them. Soon, they made a sudden decis-

ion to kill Arion. The good harp player understood that an

evil situation was coming upon him. He offered to give

them all that he had, if only they would spare his life.

It did no good. "Hey, hey," they continued to cry out all

the more, "Jump into the water and you won't come out.

We will never take you home." However, he was permitted

to play on the harp and to sing a song, as if to comfort

himself and to go to sleep. Soon, along came a great xxxi

fish which was keeping watch. Then the lovely song ended,

he quickly jumped into the sea. Shortly, the great fish

came and took him upon his back, so that the water would

not harm him and so that he would not have to remain long

in the water. In a short time he brought Arion over a

great distance to the shore.4

Therefore this art is of such sort that it not only

4Arion was a semi-legendary poet and musician from
Methyma, in Lesbos, who flourished about 625 B. C. He was
a friend of Periander, tyrant of Corinth. fie is said to
have given literary form to the dithyramb. The story which
Agricola inserts here (possibly as an amusing diversion to
his young pupils) has an interesting conclusion. It seems
that Arion arrived back at Corinth before the seamen, and
related his story to Periander. When the sailord arrived,
Periander summoned them and asked what had become of the
poet. They affirmed that he had remained behind at another
port. At this point they were suddenly confronted by Arion
himself, arrayed in the same garments in which he had leapt
overboard. The sailors confessed their guilt and were pun-
ished. Arion's lyre and the great fish were transported
to the stars (Theodore Vern Buttrey, Jr., "Arion," Enc'-
clopedia Britannica, [New York, 1967], Vol. 2, pp. 384-385).



moves men, but also wild animals. One will be loved if

one advertises one's self with this art. I wish to write

no more of this but I want to begin the material on tab-

latures, as mentioned above. Surely there will be someone

who will be pleased with it.

I still say that the lute players must have a blind

teacher, that they thus deal with the notation of it.

They would do well to walk more wisely. Truly the organ-

ists have followed it correctly, and do their work quite

artfully. In the true art called Music, their tablatures

appear in every land, which (as it seems to me) is not

unreasonable, for they have used their skill in such a

fashion.

Well, it is (I think) quite unreasonable, whenever

the lutenists perform a song, that they must use tablatures

which contain very many more characters than are taught with

the scale and gamut. Even I have often thought in my mind

that it probably would be much easier to understand and

comprehend if the characters are used correctly when they

lie concealed in songs, as these describe only the dif-

ferences. For the nine from gamma ut up to G are made in

a large size, as I well know; the following eight, from

a to g, are made with small characters; the upper six,

believe me, are doubled in the scale. In putting them

down, there is another way to do the doubling; for they

are also made singly, only putting a line above the same

eight characters. Also, the large ones are often made
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small, but with the line beneath them. If a person now

wants to write down a song for lutes and many other string

instruments, then he is prepared to do a tablature. Also

he must pay attention to the notes and not ignore the fast

notes with the flags, for they correctly tell right at the

first if the note shall be short or long.

Now then, why should I be using a lot of words? I xxxii

wish to illustrate how each of these things is heard, in

illustrations of a rather brief nature. Therefore, I advise

that you do not stop, but practice these things for your-

self in songs; then will you soon lose your fears.

If you now want to make more progress, and to learn

about all sorts of string instruments, then I would not

discard your tablature; for that I would be accused as a

scoundrel. Also I have not written for the masters who

have played lutes a long time. I know well how they are

often laughed at, as an old hound who is angry when tied up.

Here I give some advice to the beginners on how the funda-

mentals may be understood on this matter.

This tablature, as now alluded to, may be used on all

instruments; only be sure that one retains these directions,

as one desires in his art. For lutes, harps, organs and

psalters have almost a uniform pattern long established,

generally of three or four parts, placed one above the

other. The discant is at the top, next are the alto and

tenor, and finally, underneath is the bass. Believe me.
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For the organ the discant is made of five lines placed close

together, and the other parts formed beneath, with charact-

era made for singing. As for the other three mentioned above,

all the parts are usually written out skilfully with com-

mon letters of the alphabet; that is the way they are set

down. With lyres and fiddles, along with viola, pipes (I

also include the trumpacheit), there is a certain skill

needed all the time to make the notation of a particular

part in characters so that here the whole is readily per-

ceived in composition pieces at hand. Enough of this now,

and no more thereon, for an intelligent singer can take

notice in the following illustrations of how one adapts

himself to this work. For the scale known as a fundamental

is pictured on the neck of the lute, which quickly shows

for this interval where mi or fa is on the lute.

Lute

Quintern

-411-
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The Musical Scale With the Old
Specious Tablature, Applied

To the Lute's Neck.
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Here Stands the Correct Tablature,

Which, Taken According to the Proem
per Basis of Music, is Described

Only on the Neck of the Lute.

F4
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Study Here

The Frets in

How the Hands Grasp Between

a Varied Tuning of the Lute.
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The sharp sign beside this letter is missing in the
original, apparently through error of the engraver.
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THE SIXTH CHAPTER iii
xxxvIN WHICH IS SHOWN HOW A SONG MAY BE MADE OUT ,OF THE

NOTES IN THE CHARACTERS FOR LUTES, HARPS, PSALTER-

IES AND OTHERS OF A SIMILAR KIND, ACCORDING TO

THE RIGHT AND FUNDAMENTAL BASIS OF

MUSIC IN THE TABLATURES.

While I have up to now brought out something about

the lutes' other tablature, and because this does not

serve and enumerate everything, then listen further about

how one is made. The lutenists, when they notate a tab-

lature, do a little differently, as do organists and the

like, although they are not so different one from another.

The lutenists improvise parts, which, with the discant,

are not actually put down. Also they do not use the five

lines, as do the organists in their playing. I tell you

truly, they put all the parts of the notes in characters.

Even so, the discant is always maintained on the top for

the upper hand, and the other (as is portrayed above)

shall likewise be placed under it.

Now the lutenists, when they prepare three matching

voices, make the discant and the principal part only with

small characters, as I call them. Displayed underneath

these, the other parts have mainly a simple form. They

are written without flags. Nonetheless, notice in this

connection that they have a simple character which has the

quantity of the small flags above, and the simple characters
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are of the same value of the flags above them.

If the upper part is made of two short lines, then

the simple characters found right beneath them are treated

the same. However, let me say right here that it would be

much wiser and better (if it is to be done without any

risks)--when a simple character is referred to, and under

it two short lines are spread out--that the simple ones

are understood to be held out as long as they are, held

as with a prong, as long as the line of the beats over it.

If there are short-lined haracters therein, then may you

begin another beat. Even so you should take further notice,

that the melody is to be heard, and is, as a rule, stretched

out somewhat longer. Therefore train yourself in this

skill with all earnestness; thus says one who teaches the

lute correctly. If you wish to make a thorough survey of

the lute, then do not forget the variable things. xxxvi

Also learn the characters, as portrayed above in a

three-fold manner; learn how many notes go in one complete

beat and make them as is said about the organ. Thus a

single beat is to be felt individually, separated from

others. Accordingly place all parts shown as mentioned

earlier in the characters of the notes. Further you must

diligently prepare yourself according to what these illus-

trations teach. This tablature serves quite specifically

for lutes, harps, and psalters; hear me even in this, for

one may wisely use them also on the clavier, as I tell you.
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HOW A PERSON, IN HOLDING THE LUTE TO STRIKE E v
xxxvii

A CHORD, SHOULD CONVERT ONE CHARACTER TO

ANOTHER IN THE OCTAVE OR AT THE SAME PITCH.

There is yet one other thing important for everyone

who wants to begin composing. It may be of one or two

ways, so see to it that you have learned the technique

correctly. Often the fingering itself is difficult, even

impossible; so note very carefully how you change one

character into the other, so that you do it right, whether

the sound is found at the same pitch, or at the octave

above or below it.

This illustration is given to show you how similar

characters may stand for others perhaps an octave above,

or unisons. This is told over and over to you.

HERE FOLLOWS AN ILLUSTRATION OF HOW THE CHARACTERS

ARE FOUND IN THE OCTAVE OF ONE ANOTHER, OR AT

THE SAME PITCH, AND HOW THEY MAY BE RECOGNIZED.
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concerning the Characters of the Octaves*

g t r c h n s 3 di o t b ek p v g e cp v
3 4

f mg Y 15g m r ~nszd 1 0

0 frr I I

T Aff t qgx Atf lcjx b g mr c tin s 3 d I
3

0,0p

A fft 1xAf g f 1t g y c h n d

Now follows a fine example of how an equal part is made

out of the notes in characters.

In the original edition, the characters which appear
here above the staff are arranged in an ascending column on
the left side of the page, with the characters below the
staff immediately opposite them on the right side of the
page. There are some differences in notation between this
chart and the previous charts; for example, the F of the
fourth line of the bass clef is here notated with the symbol
x, but in the two preceding charts (pp. 66 and 71) this
note was given the symbol-t.
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xxxviHOW THE NOTES OF SONGS

are divided in compositions, and how they

are used in the characters, and what the

significance is of the little strokes or

flags which are made above them.*

C

[1 2 3 4 5 J

711-I .,A
IWa

I t [PI oIt
aCj 0 4 c9

IIAiPON"

S

J r

Alt

In this illustration Agricola presents the various
divisions of time which can be represented wJth strokes and
flags drawn above letter-named notes. Beginning at the
bottom of column one and reading upward, then returning to
the bottom of column three and repeating the process, then
again in column five using the same procedure, one finds
the notes of a scale in ascending order (G, A, B, c, etc.).
Columns w, 4, and 6 show the tablature symbols for the
notes immediately adjacent in columns 1, 3, and 5. In
columns 1, 5, and 5, a given shape note is divided into
various subdivisions. For example, the first gamma ut,
shown on the line as a maxima, is also shown beneath the
line divided into eight equal parts. The A above this
is shown as a longa, which can be divided into four equal
parts.

i 1



C God, from Heaven,
look down*

Ad1T7
-1-

I-

K-

*
The verse text of which this is the first line is by

Martin Luther, dating from 1524. The cantus firmus (the
half note tune of the middle voice) is also from about 1524
by an anonymous composer (Frank D. Mainous and Robert W.
Ottman, The 371 Chorales of Johann Sebastian Bach, [New
York, 19E>T, p. 23R

**
The original copy contains four and one half beats

in this measure due to an improper placement of the flags
in the discant,
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THE SEVENTH CHAPTER

ON THE PERCEPTION AND CHOICE OF GOOD STRINGS,

THOSE INSTRUMENTS WHICH ARE STRUNG WITH STRINGS;

THIS APPLIES TO LUTES, VIOL, LYRES,

PSALTERS, HARPS, ETC.

When you undo a bundle of strings, take the string

of whatever length you must have, and don't forget what

follows. Measure it according to the instrument, but

stretch it with the hands and pluck thereof with only

the thumb so that the string vibrates and hums. Look

carefully to see what comes then; the less the rever-

beration the better the string is. That I say craftily.

the more the reverberation, so much the worse the string

is on the instrument. For a false string, I tell you

plainly, can very rarely be tuned right.

HOW THE SELECTED STRINGS ARE CHOSEN AND'l
xli

STRUNG IN THE SIX COURSES OF THE LUTE.

I For G take a rough thick string . 1 ut

2 The C with a somewhat smaller one 1 C fa ut

3 The F is yet smaller and finer 2 F fa ut

Also I tell you truly at this point that an average

sized one belongs at the octave of the similarly

mentioned course.

4 The a is fitted with two average sized strings 3 ala mire

and they sound together at the same pitch.
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5 Make the d thus, as is now mentioned, so that 4 d _Ia

it will be a smaller type

6 The g is 'the smallest qf all, which is the 5 g sofl a ut

clearest among all, and sounded with the middle

ones it must be completely right; else your tuning

will be like that of a wretched knave.

Now comes quite a fine illustration of how one

shall bring these into agreement.

HOW THE STRINGS OF THE LUTE, PRIMARILY,

ARE ORGANIZED, AND HOW MUCH TWO

STRINGS OF EVERY COURSE

PARTICULARLY ARE SEPARATED

FROM ONE TO ANOTHER.
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Placement of the Strings
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HOW THE LUTES ARE TUNED BY FOURTHS AND THIRDS, F ii
xlii

AS IS NOW THE CUSTOM FOR THEM.

In our times the lutenists tune lutes with these

skills. First they put the g as high as it can possibly

endure; D from g, and a from d: thus are the fourths in

tune. F from a gives a true third; C from F and G from

C contain, fourths. Thus are all the strings correctly

tuned, as the second illustration teaches quite well.

Mark it well and remember it.

ANOTHER EASIER AND MORE SUBTLE WAY THAN THE

PRECEDING FOR TUNING THE STRINGS EASILY IS

BY OCTAVES RATHER THAN BY FOURTHS.

But because this kind of tuning is very difficult

(for which reason fourths and thirds are mostly used,

and is generally done by those beginning youths who have

not done much singing in their lifetimes), I will tell of

an easier way, using octaves, which only infrequently fails.

For an octave is indeed easier to get than fourths,

thirds, and fifths, as a good singer might acknowledge,

this being said quite frequently.

Now follows the delicate and easy method.

I Take the g as high as you can without breaking it when

you pluck it.

2 The stopped G struck with the open g sounds an octave

lower.



3 LThe lowJ Q sounds an octave below stopped G.

4 Accordingly, stopped a sounds an octave below open a.

5 Pluck the open C to sound an octave below stopped c.

6 upen d will sound an octave above stopped D.

You should not be further concerned and questioning, for

thus are all strings correctly strung.

Now there follows a very detailed illustration for you,

according to which you can execute the correct styles.

This was given to me by a fine little maiden;- for her my

heart and soul stand. The illustration may even thus

give something to you. My maiden would give me yet much

more.

NOW FOLLOWS A GOOD ILLUSTRATION OF HOW ONE

CORRECTLY TUNES OR STRETCHES

THE STRINGS BY OCTAVES.
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Another Illustration of How

the Strings of the Lute are

Tuned by Fourths and a Third.

(open-fingers off)
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ON THE THIRD TYPE OF VIOLS, AND HOW THEY SHOW

THE CORRECT AND BASIC TABLATURE$, AND hOW

THEY ARE PROPERLY TUND TOGETHER.

THE EIGHTH CHAPTER

While I have talked about the lutes and have prepared

another tablature, skilfully described relating to the

neck of the lute, so I have done even more, that I might

apply this tablature to the viols without difficulty.

But since it would be bad not to mention it, I must now

take my pen even here although I am not continuing the

business at hand, but in order to be rid of those rest-

less, unlearned people who do not know what anything

means. They are always about their dirty business around

people; to them I am making useless words. Maybe they

will laugh themselves to death.

Nevertheless I wish to show, in a brotherly way, F iiii
xliiii

a good example of the three viols, and how one should

tune the same simply, according to the correct funda-

mentals of the tablature, which is described relating

to the neck, and applies to the viols with skill.

Even so, I will not at this point refer very much to

the use of the fingers and bows, but I will save that until

later, so long as God will give me the faculties for it.

Then will I gladly share it with you, and with all dili-

gence, and give to God alone praises and rejoicing,



87

without which we might never have begun. But may His

grace be with us; thus will I begin in His name, and

with His help bring it about.

HOW THE LARGE VIOLS ARE STRETCHED AND TUNED.

I Particularly the discant of the viols is tuned as high

as it can endure.

2 Accordingly, tune the tenor after the discant

3 and the bass immediately after the tenor, as this illus-

tration clearly shows how it may be done by anyone.

HOW THE DISCANT FIRST IS

SPECIALLY TUNED WITHIN ITSELF

1 Stopped i is an octave above open .

2 Stopped f is an octave above open F.

4 Stopped G is an octave below open F.

5 Stopped a is an octave above open a.

Thus is the discant properly tuned; now see how they may

be tuned together.

Either there was a mis-numbering of steps in the
original, or step 3 is missing. If the latter be the
case, it may have related a stopped note on the a string
to another open string, as has been done with the other
steps in this tuning procedure.
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HOW THE TENOR IS TUNED AND VOICED BESIDE F 5
xlv

THE DISCANT AND THE BASS.

DISCANT TENOR ALTO2

I Open g sounds in unison with g

2 Open d sounds in unison with d

5 Open a sounds in unison with a

4 Open F sounds in unison with F

5 Stopped c in the discant sounds an octave above open C

in the tenor.

TENOR ALTO BASS

6 Open g sounds in unison with g

7 Open d sounds in unison with d

8 Open a sounds in unison with a

9 Open F sounds in unison with F

10 Open C sounds in unison with C

11 Stopped G in the tenor sounds an octave above the open

G in the bass.

Now do not try to tune further, but, as referred to above,

let them remain thus; for they are correctly tuned one to

another. You may now use the bow thereon.

2The alto and tenor are tuned exactly the same, hence
there was no need for Agricola to give any information
under the alto heading.



The Tablature Shown on the Neck of

the Large Viols of the First Type.
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Discantus

Altus

Tenor

Bassus
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A SECOND TYPE OF LARGE OR SMALL VIOLS,

WHICh ARE FOUND WITH OLY FOUR STRINGS,

AND HOW THEY SHOULD BE TUNED.

THE NINTH CHAPTER

Now comes the second kind of viola which I have

saved until this time, and about which I want to teach

you briefly, as I have an obligation to do so. The tun-

ing must be completed thus, as is shown to you in the

illustrations. Tune the discant before you do any others;

the tenor should be tuned to the discant. Tune the bass

to the tenor, as in the above. Thus do I desire to help

you. First, tighten the upper string so much that it

cannot be moved any more; thus tune for the others as

portrayed in the little illustration placed below.

ON THE TUNING OF THE DISCANT ONLY

2 stopped 'J is an octave above open c.

.5 open a is an octave above stopped a.

4 open G is an octave below stopped g.

You should tune the discant no further, but stop as

you are instructed, and tune the others in such a way

that they sound one to another in correct agreement,

which the following illustration teaches you to do. Do

it this way and you will do it well.



FOR THE TUNING TOGETHER OF THESE FOUR VIOLS,

LOOK AT THE ILLUSTRATIONS WRITTEN HEREAFTER.

93

xlviii

DISCANT TENOR ALTO

I Stopped E in discant is an octave above open d in tenor.

2 Oven a in discant is an octave above open a in tenor.

.5 Open f in discant is an octave above open F in tenor.

4 Open c in discant is an octave above open C in tenor.

Tighten to equa] these:

TENOR ALTO BASS

5 Open a sounds in unison with a in basb.

6 Open F sounds in unison with F in bass.

7 Open C sounds in unison with C in bass.

8 Stopped G in tenor, sounds an octave above G in bass.

Now you should bother no further, but I tell you

openly that they all four are correctly tuned, as the

fine little maiden has instructed me.

NOW LEARN HOW THE CHARACTERS OF THE TABLATURE

OF THE VIOLS OF THIS OTHER TYPE, STRUNG WITH

FOUR STRINGS, ARE GRASPED BETWEEN THE FRETS.



94

How the Characters of the Tablature are

Grasped Between the Frets.
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In the 1545 edition Agricola notes even
more specifically that the finger is to be
placed just behind the fret (folio E iii verso).
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NOW FOLLOWS THE THIRD TYPE OF SMALL VIOL, G
xlix

WHICH IS STRUNG WITH ONLY THREE STRINGb.

THE TENTH CHAPTER

Here follows the third type of viol which (I advise)

you should not avoid. They are smaller than the preceding

variety, and have only three strings. However, I tell you

at this point that, generally not having frets, this kind

is harder to play. So do not neglect this. But practice

first on the fretted type, that you may be taught correctly

on this. Then if you do not want to bother with the frets,

cut them away with a knife, and play on the viol to your

heart's content.

Now notice first how one sets the strings:

I Tighten first the uppermost string in the discant as a

high as it will go without breaking, if you wish to play

thereon and wish to use the bow.

THE TUNING OF THE DISCANT ONLY.

2 Stopped U& is an octave above open d.

Tighten so that

5 stopped g is an octave above open G.

Now the discant is tuned to itself. You should not have to

ask further how the correct tuning is done for all four parts.

ON THE TUNING TOGETHER OF THE FOUR LITTLE VIOLS.

OBSERVE THE FOLLOWING ILLUSTRATION:
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I Tune first the discant to itself.

2 Then tune the tenor in its entirety to the discant.

3 And then do the bass according to the tenor.

Thus you have correctly tuned them. Further, it

shall be shown to you what this illustration does to

get the instruments in agreement.

NOW FOLLOWS THE TUNING TOGETHER.

DISCANT TENOR ALTO

I Open d in discant sounds in unison with open d in tenor.

2 Open G in discant sounds in unison with open G in tenor.

3 Stopped c in discant sounds an octave above open C in tenor.

TENOR ALTO BASS

Tighten so that:

4 Open G in tenor sounds in unison with open G in bass.

5 Open C in tenor sounds in unison with open C in bass.

6 Stopped F in tenor sounds an octave above open FF in bass.

Thus is each correctly tuned to itself and all four

together, as is proper. Also, you should not be very much

surprised that I do not write specifically about the alto,

and how it. is tuned to the others. For this I tell you

truly, that the alto and tenor are tuned exactly alike,

as is shown in all the illustrations.

NOW FOLLOWS THE SCALE OR TABLATURE,

AS DESCRIBED ON THE NECKS

OF THIS THIRD TYPE OF INSTRUMENT.
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Scale of the Little Viols
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HOW THESE ARE PROPERLY RELATED TO THE TABLES G iii
Ii

OF VARIOUS VIOLS AND OTHER MUSICAL

INsTRUMENTS FOR WHICH ONLY ONE PART IS MADE.

THE ELEVENTH CHAPTER

If you wish to write down the music skilfully for

viols or else for various other instruments for which

there is only one part, then notice the thing that I now

touch upon. You must not do this as stated above in the

discussion of organs and lutes, for this is a somewhat

different style which I now wish to show you.

If indeed you cannot yet play the notes, then direct

yourself to this lesson. Especially, place the same parts

for a song in characters, so that anyone may apply himself

to such a part as I now will show. However, it seems to

me a much better thing if one would still use the notes.

Thus one is not likely to have the trouble and labor which

is presented in composition; whoever is knowledgeable enough

who wants to comprehend it will not be compared with the

rough clods.

FOUR LITTLE VIOLS WITH FRETS

AND WITH THREE STRINGS.



Disc antus

Altus

Tenor

Bassus

THERE NOW FOLLOWS A TABLATURE WITH THE

NOTES IN THE PREVIOUSLY-MENTIONED

CHARACTERS, AND SERVING FOR VARIOUS

SIMILARLY TUNED INSTRUMENTS.
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Tablature of Sinailarly--Tuned Instrumentso
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THE THIRD TYPE OF STRING INSTRUMENTS WHICH

HAS NEITHER KEYS NOR FRETS, BUT MANY

COURSES OF STRINGS WITH WHICH ONE CAN

MAKE OR PLAY ONE, TWO, THREE, OR FOUR PARTS.

THE TWELFTH CHAPTER

Now follows the third type of string instrument,

having neither frets nor bow. They are distinctive

because of their number of strings. You should likewise

not avoid them. Of these are harps, dulcimers, and

psalteries, which people now use at our altars.

DULCIMER

v1F7"T~H711ZIjIIjj'~
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The Tablature Applied to the Harp
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The Tablature Applied

To The Psaltery
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NOW COMES THE FOURTH TYPE OF STRINGS,

WHICH HAS NEITHER KEY& NOR FRETS,

BUT HAS ONE, TWO, OR THREE

COURSES OF STRINGS.

THE THIRTEENTH CHAPTER

The fourth type of string instrument, I tell you,

has neither frets nor a keyboard, but men do now play

on them with one, two, and three courses. Of such are

little viols and also I include the trumscheit, which

is very long, but not so wide.

Now listen to me in this matter: while they have

nothing to which they can be compared, there use is

quite difficult; they can only be played with a lot of

practice, without any comparison. However, they may

yet have frets. If someone learns thereon with training,

but if he cannot endure the frets (when you know how),

then cut them off with a knife as was mentioned concern-

ing the little viols. Also see how they are fashioned

here.
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Four Little Viols Without Frets

And With Three Strings

Discantus

Altus
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Tenor

Bassus

Trumacheit
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HERE IS THE THIRD KIND OF MUSICAL INSTRUMENT,

WHICH SOUNDS ITS MELODY NEITHER BY PIPES

NOR STRINGS, BUT BY RINGING;

IT IS OPERATED AS FOLLOWS.

THE FOURTEENTH CHAPTER

In this third type

made of metal and other

mer sings on the anvil.

little bells, and other

them.

all the instruments are skilfully

materials, which ring, as a ham-

There are bells, straw-fiddles,

instruments which are similar to

ANVIL WITH HAMMERS.

-4r,=4
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HOW PYTHAGORAS STRUCK SEVERAL INTERVALS, H

SUCH AS OCTAVES, FIFTHS, FOURTHS, AND

UNISON WITH HARMONICS ON THE ANVIL,

MEASURED ACCORDING TO THE PROPORTIONS,

AND COMPARED AGAINST ONE ANOTHER.

Now it is difficult to do very much wrong on the four

hammers which come next, about which somewhat more is

written than Pythagoras had, about the mechanics of the

business which once went on at the blacksmith's shop.

There he heard the hammers going in a riotous manner;

they were struck on the anvil and were done thus in a

very agreeable way.

I The first and fourth because of the way they are made

will display an octave. For the first may be rather

difficult to perceive compared to the fourth, when it

is brought out.

2 Accordingly he weighed the first and third hammers to

within a hair of eaca other, the first being one and a

half times as heavy as the third, as the teacher says

to us. From these is heard the one such sound which is

designated as a fifth in singing.

3 Then the first is compared with the second, and is in

the ratio of four to three, which, in the case of hammers

being rung together, is like a fourth being sung.

4 Thereby is the second placed in the ratio of nine to
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eight with the third hammer. Their sound is perceived as

a second, and is known in singing as a whole tone. Thus,

in this lesson on the hammers one finds octaves, fifths,

fourths, and whole steps. I do not write and make this

up of myself, but am myself instructed by the books which

the ancients wrote; so must we believe that it is true

(if possible). Concerning this, look at the following

diagram which shows more clearly than words.
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PYTHAGORAS WEIGHS THE HAMMERS ONE WITH ANOTHER

IN AN EXTRAORDINARY WAY, AND NOTICES HOW MUCH

HEAVIER ONE IS THAN ANOTHER, AND ALSO WHAT KIND

OF RESONANCE COMES THEREFROM.

Pythagoras



111

The Proportions - Weight and

Resonance - of the Four hammers
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L iii

Little Bells

Bells
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-Here Stands the Scale or Tablature

Applied to the Stro Fidel,.

D
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CONCLUSION OF THIS LITTLE BOOK

I have shown at the first, in the introduction in a

brief fashion, what caused me to produce this little book

and to have it printed: namely, that youths and all others

who wish to learn about pipes, viols, lutes, harps, and

other instruments might have a short, clear method, ar-

ranged in a form and honest style as plain as possible.

So that they may also be instructed easily and skil-

fully concerning the instruments, just as one previously

might learn easily and pleasingly to sing from my first

little book of music, it is therefore my most earnest wish

and desire for youths and others who are just beginning to

learn about instruments, that they might allow this little

book to be recommended to them, to be received as a gift

and to be studied diligently, in which, without uncertain-

ties, they might find things marKedly useful and might find

it to be of increasing use. I wish also diligently and

cheerfully to command and admonish all well-known musicians

and other such artists to apply, in a Christian spirit, this

noble art for the benefit of themselves and their neighbors,

exercising themselves to accomplish as much as possible in

all diligence; therewith may God be loved and praised in

eternity. Amen.

Printed at Wittenberg

by George Rhaw,

1.529
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PART II

A COMPARISON WITH OTHER BOOKS ON MUSICAL INSTRUAWNTS

WHICH APPEARED IN THE 16TH AND EARLY 17TH CENTURIES

CHAPTER I

MAJOR WORKS

Martin Agricola was not the first musician or theor-

ist to write about musical instruments, nor was he the

first to write a book which dealt with music in a tutor-

ial manner. Although not the first such writer, he was

among the earliest authors of such instructional material,

since the books written before his time were few in num-

ber and hardly more than a score of years earlier. In

discussing these and other books in the following pages,

the material will be presented in two sections: first,

those few books which treated and discussed a great number

of musical instruments; and second, those books which were

more narrow in scope, dealing with only one or two or a

very few instruments.

Virdung: Musica getutscht

Before Agricola published the first edition of his

Musica instrumentalis deudsch in 1529, the other work

which attempted to provide a comprehensive study of musi-

cal instruments and methods of playing on them was the

Musica getutacht of Sebastian Virdung. Agricola was

Published at Basle in 1511.



obviously familiar with Virdung's work, since a number of

the illustrations of Musica instrumentalis deudsch are

copies of those which appeared in Musica getutscht, even

2
to the point of copying some of the errors. Virdung had

used the dialogue style so familiar in many of the scholarly

works of his time. This kind of presentation of the text-

ual material in the form of a question-and-answer conversation

between a teacher and his pupil appeared as early as the

tenth century in the Dialogus de musica of Odo of St. Maur

(Cluny) and was still very popular in the sixteenth century,

as may be witnessed by Hans Gerle's Musica teusch of 1532

and the famous Plaine and ease introduction topratical

musicke (1597) of Thomas Morley, both of which are referred

to below. Agricola, however, did not use this style in

his book on instruments.

Perhaps influenced by his teaching position as a

cantor in one of the newly formed Protestant schools for

boys, Agricola chose to write his book not for the scholar-

ly and learned people of his day, but for the young people

of his time who were about him constantly.3 His technique

of "writing down" to his young charges produced a style

quite different from that of the classic dialogue. He

was apparently aware that he would be criticized for his

2See notes above on pp. 55 and 57. The footnotes

citing Agricola's treatise in this chapter refer to the

pages of the translation which precede this section.

3See p. 3 above.
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efforts for he charges his readers to be fair in their

judgment of the book, as well as thanking George Rhau

for publishing it "in spite of those dirty, infamous,

disagreeable critics." 4

One particularly notable aspect of the book's tech-

nique is the use of the short, two-line verses or couplets

which Agricola employed throughout the entire text. He

stated that he fashioned the book in rhyme so that it

might be more easily understood and remembered. This

process is still used even in our own time in books de-

signed to teach the very young to retain certain basic

ideas.

Agricola also shows a psychological awareness of

the attention span of young people by his occasional

insertion of what might be called diversionary material.

One of the best examples of this occurs about halfway

through his book,5 where he gets away from the basic

subject of learning to play on instruments, and delivers a

sort of sermon on the motives of certain musicians of

his day, with references to the legendary blind inventor

of the German lute tablature. This is immediately followed

by a story concerning the mythological character Arion,

which appears to have been quite popular during this

4See pp. 3 and 5 above.

5 0n pp. 59-62 above.
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century. For example, the Spanish writer Luis de Nar-

baez illustrated the second page of each of the six

"books" of Los seys libros del Djphin de musica with

a woodcut showing a lute player, astride a great fish,

riding away from a ship (which looks more like a Spanish

galleon than a Greek ship).6 The story of Arion may

have had special appeal to the young people under Agri-

cola's care, since the story seems to be a mixture of

mythology and religion, with apparent reference to the

Biblical story of Jonah and the whale, a story no doubt

familiar to the young people of a religiously oriented

school such as they were in.

At times Agricola resorts to the maxims used by all

teachers of music through the intervening centuries,

punctuating his remarks with such statements as "practice

diligently," "practice brings skill," and "diligently

prepare yourself. "7

The content of Agricola's book shows a decided im-

provement over that of Virdung. Virdung devotes the

first twenty-five pages of his treatise to a brief deb-

cription of a great number of stringed, wind, and keyboard

6Luis de Narbaez, Los seys libros _del Delphin de
musica, Valladolid, 153FF~ The work is a collection of
songs in tablature form designed to be played on the
vihuela. The introduction to the first book gives some
explanation of the tablature symbols used, as well as some
information on the time duration of the note symbols.

7See pp. 15, 23, 70 above.
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instruments, rarely going into detail about any of them.

By comparison, Agricola begins a discussion on how to hold
and finger woodwind instruments on the third page of his
text. Virdung does include an illustration (not used by
Agricola) which shows how the woodwind instruments can be
held with either hand in the upper position Agricola

allows more space for fingering charts than does Virdung;

where Virdung includes only one chart for fingering flutes9

Agricola devotes a chart to each member of the fipple

flute family (discant, bass, and alto-tenor), a chart to
each member of the Swiss pipe family, and a chart to the

"little flute with four holes."10

Neither of the writers pays much attention to keyboard

instrument performance although a number of these instru-

ments are described in their various books. Agricola,

however, does devote some space in his revised edition

of 1545 to the construction and size of organ pipes.

Dependable stringed keyboard instruments were just beginning

to make their appearance on the musical scene at this time,

8See illustration on p. 120 below, a reproduction
from Musica getutscht, tfolio M iv verso.

9 Illustrated below, p. 121, from Virdung, g. cit.,folio 0 iii recto.

10 Samples of Agricola's finger charts are reproduced
on p. 1;43 below; these and other charts of the book aretranscribed in a more modern form above, on pp. 17-19,
26-28, and 30.

111545 edition, tolio K ii and following pages.
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and the period of their greatest development and refinement

was yet to come. Mersenne's treatise of a century later

demonstrates the improvements which were to take place

in the intervening years. 1 2

Both Virdung and Agricola attached almost equal im-

portance to the stringed instruments which were most

popular in their day--the lute and the viols. Each des-

cribes the lute with similar intervals in the tunings, but

where Virdung begins his notation of the lowest string

with the lettername A, Agricola begins with thegamma

ut or low G.3

Agricola's treatise also contains a diagram which

shows how to tune the lute by octaves, and a second dia-

gram which shows how to tune the lute by fourths and a

third.1 4

Agricola devotes much more space than does Virdung

to the tuning and voicing of the large viols and the small

12 Marin Mersenne, Harmonie universelle, The Books on
Instruments, translated by Roger E. Chapman ,(The Hague,
T937,5PP. 154ff.

13 Page 124 below contains reproductions of the tun-
ing diagrams of both Virdung and Agricola. Agricola's
illustration shows which courses of strings are tuned in
unison and which are tuned in octaves. Virdung does not
show this.

1 4 P. 84 above. On pp. 126 and 127 below are repro-
ductions of both Virdung's and Agricola's illustrations
of the frets for the lute neck, showing the tablature
symbols used at the various points on each of the strings.
Again Agricola provides more information here than does
Virdung, since Agricola also names the musical pitch found
at each fret position on the various strings.



123

flociff +- jn

tt 6m Oila

re

4 1 1

crt

fenJ

PaOuffimon
c ( rot

* r 43 Zfa:notsneue

AA -An1-4

T 4 a 'tn o- ve
o yoe (

A4z ye

e oaure

neffig
tcbiocri I

Fig. 3--Two of Agricola's Original Fingering
Charts for Flutes

ft.

'4



124

to ms', ob,

RAM-11 ,3 I 9ie b

Virdung' s Illustrat ion

n"mo

4

Quart

d T'ri

r r
If'"<z uart

cta~ Quart p

Agricola a Illustration

Fig. 4--Pitches and Intervals Between
the Lute Strings

'4

0

U



125

viols. He includes tables in the text describing the

method for tuning a viol with itself and also for tuning

to other members of the family; then he has diagrams show-

ing where the various notes may be fingered on the large

viols of five strings (the bass having six strings), the

large viols of four strings, and the "little viols" or

rebecs, with only three strings. 1 5

Since Agricola was attempting to improve the nota-

tional system then in use, his discussion of the lute

tablature differs greatly from Virdung. Agricola's

opinion of the alphabetical tablature system then in use

may be seen in his comment that it was much like the

Biblical proverb about the blind leading the blind, and

both falling into a ditch. 6

Agricola shows the pitches for the various strings

of the harp and psalter,1 7 the notes on the stro fidel,

or xylophone,18 and the pitch relationships of the four

musical hammers whose ancestry is attributed to Pythagoras.1 9

He precedes these representations with a paragraph exhort-

ing their use. Virdung discusses none of these instruments

other than showing a simple picture of each one.

15Pp. 87-97 above.

16 See above, p. 60.

17Pp. 102-103 above.

Ip. 5113 above.

1 9Pp. o108-111 above.
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Agricola shows more detail in his presentation of

the mensural notation system than does Virdung. Agricola

states the rules for determining the length of a note

(whether it be a breve, pemibreve, etc), then presents

an illustration of the position of that note on a staff

in relation to other notes of the ligature,20 Agricola

seems to have had a greater than usual interest in the

problems of notation which existed in his time. At one

point (in an insert between folios xxv and xxvi of the

original text) he shows how a composition appears in the

new notational system as well as in the old tablature

system.21

Treatises somewhat shorter than Agricola's work,

and usually dealing with only one or two types of instru-

ments, were published during the 1530's in Europe (see

pp. i89-241 below). There were also some reprints of

Agricola's own work. By 1545, when the second edition

of Musica instrumentalis deudsch was published, Agricola

had made a number of significant revisions. The new

edition had a longer text, and a number of the fingering

charts were redrawn.22  The new edition contained two

20Pp. 45-47 above.

21A reproduction of the original composition is
included above, on p. ItS. It is shown in a modern
notational form on p. 51 above.

221545 edition, folios 20 recto - 31 verso. A

reproduction of two of these finger charts is included
below on p. 131.
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pages of exercises for tonguing the notes on pipes, in-

cluding such syllables as "de de de de," and "di ri di

ri," and even an exercise for "flutter tonguing," using

the syllables "tellellellell. "23

This edition had new drawings for the note positions

on the various frets on the necks of viols,24 a new table

showing the proportions of the four hammers of Pythagoras

as represented by divisions of a line,25 a chapter on

organ pipes, including a chart on the length and width

of pipes through a scale of twelve tones,26 two diagrams

showing scales for a set of bells,27 and a section dealing

with the monochord and the divisions of its stringin-

cluding a drawing of the monochord itself.
28

The text of the 1545 edition is again in rhymed

couplets, but in the new edition, Agricola adds marginal

glosses in the form of Latin paragraph titles to much of

the text. There are also several Latin phrases inserted

within the text itself. This was probably an attempt by

Agricola to answer criticism of his earlier works with

regard to the lack of the "scholarly tone" of these

23 Ibid., folios 34 recto and verso, 35 recto.

24Ibid., folio 37 recto and 38 recto and verso.
2 5 Ibid., folio 68 recto.

2 6 lbid., folio 75-ii recto.

2 7 Ibid., folio 76.

28 tbid., folio 65.
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editions. In the dedication of this edition he implies

that some have criticized his previous books as being

"in some places dark and hard to understand." 2 9  The

Latin phrases may have been a partial answer to this

criticism also.

The 1545 edition omits the material on notation

and tablatures which were part of the 1528 edition.

Also missing are the illustrations of keyboards, clavi-

chord, virginal, clavicymbalo, claviciterium, key fiddle,

lyra and trumscheit, some of which had been copied from

virdung's Musica getutcht. There are no songs or

other compositions included in the edition of 1545.

Agricola refers to the large viols as "Welsch" or "Polish"

in the latter edition, references which were not in the

earlier edition.30

Praetorius: Syntagma musicum

Between 1545 and the end of the century, there were

issued in Europe a number of books on the technical and

29ibid., folio 3 recto.

3 0The term "Welsch" seems to have a disputed meaning.
Curt Sachs (og. cit., p. 356) writes that in older German
it meant "Italian." Sibyl Marcuse remarks that it means
"literally: foreign" (Sibyl Marcuse, Musical Instruments,
A Comprehensive Dictionary, New York7, 1964,p.U7586),
Gerald Hayes believed that the word had "many meanings,
being applied to Celts, French, or Italians" (Gerald Hayes,
Musical Instruments and Their Music, 15Q0-1750., Book I, The
V0SlTL ondon, 1930,~p. 164). Similarly, all three
writers have different opinions about the meaning of the
term "Polish."
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performance aspects of various individual instruments and

families of instruments, but not until the year 1619 did

there appear another book as comprehensive as those of

Virdung and Agricola, covering in one volume most of the

known instruments of the time. In that year the German

Kapellmeister and organist Michael Praetorius published

the second volume of his monumental Sntagma musicum3

This volume, called De organographia, is divided

into five parts. The first part lists the names and

classification of all musical instruments in use at the

end of the 16th century.32 It also contains descriptions

of the shape, quality of tone, method of producing the

tone, materials from which the instruments were made,

and statements concerning their usefulness in ensembles.

Wind instruments are divided into groups according to

the means by which the wind passes through the pipes.

In the group operated by bellows are the portative and

positive organs and the regal. 3 3 Those blown with the

human breath are called "Inflatilia, or blown wind instru-

ments." This group is further divided into those which

are sounded without any moving of the instrument, such

as tubas or trumpets, and those operated by the hand or

3 1 Michael Praetorius, syntagma musicum, De organo-

grafhia, (Wolfenbuiittel, 16119, English translation by

Harold Blumenfeld, New York, 1962).

3 2 Ibid., pp. m and n; also pp. 2-8.

3 5 Ibid., p. 2.



134

regulated by finger holes, among which is the trombone.53

The wind instruments with holes have several divi-

sions, such as those with wind bags (bagpipes) and those

without, such as fifes, shawms, and small alto bumbards.

These have holes in front only. Another kind, with holes

on both front and back, included the cornetts, cornamuti,

cornamuse,35 flutes, bassoons, dulcians, bass bumbards,

bassanelli and certain types of bagpipes.

Another group of wind instruments had holes on the

front and back and on the sides as well. This group in-

cluded the racketts, sordunes, doppioni and schryari.36

Praetorius classifies percussion instruments without

strings in two groups: the first group includes those

instruments sounded by being struck with iron or wooden

sticks, such as the kettledrum, the triangle, and the

stro fidel (xylophone); the second group is made to

sound by bell clappers or tiny metal globes, including

campanae (bells), tintinnabula (small bells), cymbals,

341bid.

35Ibid. See also note on p. 157 concerning the
cornamuse.

Sibyl Marcuse calls the doppione a "mystery wood-
wind of the Italian Renaissance," and suggests that it

probably was furnished with a double reed and wind cap
and had a cylindrical bore (Marcuse, 22. cit., p. 150).

Zacconi, in his Prattica di musica, mentioned three sizes

of the doppione. Praetorius, in noting Zacconi's dis-

cussion of the instrument, said that he had not seen such

an instrument, but supposed it to be similar to the sor-

dune or corna muse (Praetorius, OP. cit_., p. 39).



135

the sistra, and sleighbells.

In listing the various kinds of string instruments,

Praetorius notes that there were two types of strings

used for these. Of those using gut strings, the lute,

theorbo, quintern, psalter and harp were played and con-

trolled by the fingers alone. 7  others were played with

a haired bow and included the Italian lyra, the large

lyra, viols da gamba, small violins, the viola bastarda,

and the trumscheit. One instrument in a class by

itself was the "common lyra," or hurdy-gurdy, an instru-

ment held in rather low esteem by most of the professional

musicians and theorists of the time. Virdung and Agricola

both pictured the instrument, but little was said of its

internal workings until many years after their writings.

Praetorius commented that the peasant lyra and the lyras

of street women, "instruments which are ground with one

hand while the keys are fingered by the left hand," would

not be discussed in his book; yet he included drawings

of them on Plate XXII of his original treatise.
38

Metal stringed instruments named by Praetorius

2 Praetorius, . cit., p. 4.

9 I8bid., p. 49. Some excellent photographs of i8th

century hurdy-gurdies belonging to the Crosby Brown Col-
lection of instruments of the Metropolitan Museum of Art

are reproduced on plates 18 and 19 of Emanuel Winternitz's

Musical Instruments and their Symbolism in Western Art

(New York, 1967). The~instruments depicted here are in

two shapes, one with a flat back and shoulders like a

guitar, and the other with a lute-like rounded back.
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include the pandora and Irish harp, sounded with the fin-

gers alone, the cithara or either (sounded with a feather

quill), virginals, spinets, harpsichords and clavicyther-

iums (plucked by feathers fitted into wooden jacks), and

the dulcimer (struck by a wooden stick).3
9

Praetorius lists two instruments said to have been

developed from some earlier instruments. One of these,

the claviorganum, was an instrument which had pipes

sounded by bellows and strings struck by feather quills,

"all producing a very lovely sound."40  The other instru-

ment was the crembalum, a Jew's harp, which was played

by human breath and also struck by fingers at the same

time.4

Praetorius also classifies instruments in three other

ways: first, with regard to how long the tone can be

held and whether it is fixed in tuning; second, those

instruments which can produce all tones and execute all

voices, or those which can produce only a single voice

at a time; and third, those which can and those which

cannot be brought outside their natural range.

The second part of Deporganograhia defines a

39Note the beaters depicted above Agricola's drawing

of the dulcimer, shown above on p. 101.

4 0 Ibid., p. 7; also described on p. 67.

41See below, p. 241, tfor a contemporary comment on

the Jew's harp.
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number of terms, discusses pitches and ranges, and sepa-

rate tables are given showing the ranges of nearly all the

instruments mentioned in the various parts of the book.

There is a table showing which instruments belong to a

particular family of instruments (such as the viols da

gamba, viola bastarda, and viols da braccio all belonging

to the viol family).42

The wind instruments are grouped into "accords,"

or "sorts," depending on the number of instruments in

the group, ranging from some instruments such as the

cross flute (with only three "sorts" in the cross flute

family: discant, alto-tenor, and bass) to the recorder

(with eight "sorts:" very small, two types of discant,

alto, tenor, basset, bass, and large bass).4 5

Praetorius devotes a number of pages to a discussion

of the problems of variations in standard pitch, pointing

out that there were in his time two types of pitch --

the choral pitch and the chamber pitch. Most of the

organs of his time were tuned to what was termed chamber

pitch. This was said to be more convenient for players

of wind and stringed instruments than the choral pitch

which was a tone lower, and which was employed only in

church. This was done primarily for the sake of the

4 2Praetorius, o. cit., p. 10.

4 3 1bid., pp. 12-13.



138

singers, so that they could sing in ranges where they

would not become hoarse, as sometimes happened when

singing with the higher chamber pitch.
44

The discussion on pitches includes information on

the approximate ranges of the various types of human

voices, including the castrati.45

Near the end of the first section of this volume,

Praetorius describes each wind and string in great de-

tail, with remarks about the range, tonal qualities,

varieties of sizes, varieties of uses, materials from

which the instruments are made, and problems of playing

in mixed groups of instruments.46

After these remarks about instruments in common

use, Praetorius includes a section in which he refers

44 Ibid., pp. 14-17. The subject of varying pitches
of the 1th and early 17th centuries is discussed in
detail in an article by Arthur Mendel in Vol. XXXIV of

Musical Quarterly, pp. 199f. Mendel dwells at length on
the information presented here by Praetorius.

4 5 Ibid., pp. 16-17. A table on p. 20 shows these
expected ranges quite clearly. It is followed by tables
or staffs showing the ranges of many of the brass, wind,
and string instruments discussed elsewhere in the text.

High and low falsetto tones outside the normal range
of instruments or voices are indicated. The tables for
the string instruments show how many strings a given
instrument has, and how high or low each string must be

tuned with relation to the others. Praetorius points
out that the pitches throughout the work refer to the

higher chamber pitch, rather than the choral pitch,

since chamber pitch was more commonly used and almost
all instruments were well adjusted and tuned to it.

4 6 Ibid., pp. 31-75.
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to the work of Sebastian Virdung. Praetorius includes

several drawings in his "Theater of Instruments" which

he had found in Virdung's Musica getutscht. He notes

that he was unable to find information on how these

"obsolete instruments were used;"4  Agricola mentions

none of these instruments.

These instruments included the Chorus, an instrument

with two tubes joined by a mouthpiece at one end and by a

large bell from which the sound came forth at the other

end;48 the Psalterium, found in both triangular and

square shapes; the Cithara Hieronymi, a harp-like

instrument appearing in several shapes;50 the Tympanum,

which in Virdung's time was a long pipe with a mouthpiece

at one end into which one blows, and at the other end, two

holes from which the sound and wind issue; 51 the Tuba

Hieronymi, a double pipe with three mouthpieces suppos-

edly signifying the Trinity, and four openings (from which

4ji~d.,pp. 75-79.

48From Virdung, o. cit., folio D i verso; see illus-
tration below on p. 140.

491bido., folio C iv recto; illustrated below. p. 140.

50Ibid., folio C iii recto and verso, illustrated
below on pp'. 140 and 141 .

51 Ibid., folio C iv verso. Praetorius said that in

his own time the term tympanum referred to large kettle-
drums made of copper caldrons covered with a piece of
calfhide (Praetorius, _p. cit., p. 77).
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A Third Shape of the Cithara Hieronymi

The Tympanum

The Tuba Hieronymi.

(Fig. 9, continued)
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the sound escaped) signifying the Four Evangelists;5 2

the Organum Hieronymi and the Fistula Hieronymi, pieces

of wood or metal from which were suspended up to twelve

pipes, which could be either struck or left to sound

when moved by the wind; the Cimbalum Hieronymi, a cir-

cular device from which radiated twelve pipes which, like

those of the organa, symbolized the Twelve Apostles.54

Praetorius concludes his comments on Virdung!s treat-

ise by noting that therein "one encounters many foolish

devices which are also regarded as musical instruments -

like the Acherhorn, sleighbells, triangles, hunting horns,

field horns, cowbells, noise-makers, little quill pipes,

bird callers, lark-pipes, the hollow bones of titmice

and quail, and pipes made from blades of straw or the

leaves and green bark of trees."5 5

The third and fourth parts of De organoeraphia

deal with the history of organs and their subsequent

evolution and enlargement, the arrangement of the key-

boards, the pitches of the old organs, the bellows,

and other pertinent information. The fifth part discus-

ses more than thirty individual organs located in various

52Virdung, ibid., folio D ii recto; illustrated above
on p. 141.

5 3 Ibid., folio D ii verso; illustrated on p. 142.

5 4 Ibid., folio D ii recto, illustrated on p. 142.

55 praetorius, su. 2acit., p. 79.
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parts of Germany, organs celebrated either for their size or

excellence of tone.56

The final portion of De organographia, published at

Wolfenbuttel in 1620, was entitled "Theater of Instru-

ments,'" and consists of forty-two plates showing woodcuts

of all the more important instruments discussed in the

text. iEach of the cuts is drawn to a scale in Brunswick

feet (equal to 11.23 inches), with the scale shown in

each cut either at the top, bottom, or along one side of

the cut?8

56W. S. Rockstro, "Praetorius, Michael," Grove's
Dictionary, 4. cit., Vi, pp. 905-907. Various aspects
of Praetorxus writings in this area are covered in great
detail in Paul G. Bunjes' The Praetorius , a doctoral
dissertation published by Concordia Publishing Rouse in
St. Louis in 1966. Bunjes compares modern organs with
those of Praetorius' time, and relies on information
secured from a modern-day reconstruction of an organ
built to Praetorius' specifications by heman Schlicker.

57 pp. 146-147 below contain, reproductions of some
of these illustrations of the "Theater of Instruments,"
including a variety of both wind and string instruments.

58 6ee Nicholas Bessaraboff, Ancient European Musical
Instrument s, (New York, 1964), Appendix A, for a detailed
fisussion of the scaling of Praetorius' drawings. Bes-
saraboff points out that, assuming that Praetorius was
giving standard representations of the instruments of his
time, and that the writing of the book must have taken
considerable time, the instruments pictured probably
represent instruments existing about the turn of the
century, that is, around the year 1600. In comparing
the drawings to existing instruments known to have been
constructed at approximately the same time, Bassaraboff
found the drawings to be accurate within one to two per
cent in their scale.
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Included in the drawings of Praetorius are some

illustrations by Virdung which Praetorius considered

vulgar and crude instruments, not actually having anything

to do with music.~ He does make a point of showing some

interest in the anvil and hammers, noting that Pythagoras

had examined the differences in sound produced by these

hammers and had discovered the basis for the difference

in musical consonances (the octave, fifth and fourth) and

what the proportions of these differences were. Agricola,

too, had found the hammers of special interest and had

included sections on them in both the editions of 1528

and 1545.59

Mersenne: Harmonie universelle

One of the last great treatises of the Renaissance

period having to do with music and musical instruments

was the Harmonie universelle, published in 16J6 by the

French mathematician and musician Marin Mersenne. This

French edition, according to Hawkins, consisted of a

number of individual and separate treatises, with the

page numberings arranged so as to make the various

treatises independent of each other. As a result,

Hawkins noted that hardly any two copies of the complete

work contained precisely the same number of tracts, and

59See above, pp. 108-110, and folio 73 recto and
verso in the edition of 1545.
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that the order of the various tracts was rarely the same

in any two complete copies.60 The individual tracts

of the 1636 edition dealt with the uses of harmony, the

nature and properties of sound, consonances and dissonan-

ces, string instruments, wind instruments, percussion

instruments, organs, the various kinds or sorts of music,

composition, the voice, singing in general, movements of

various kinds of bodies, movements and sounds of strings,

the art of singing well (which included the various cate-

gories of sound, the art of embellishment, recitative,

and some songs), and rhythm.

In the year 1648 Mersenne published the Harmonie

universelle in Latin, with several additions and improve-

ments.

The books on organs and wind, string and percussion

instruments in themselves comprise a large volume. They

make up seven of the seventeen books of larmonie univer-

selle, and are considered by some to be the core of

the work.6 1

The topics discussed in Harmonie universelle are

60Sir John Hawkins, A General History of the Science
and Practice of Music, 1775,iewrYork, 1963,Vol. II,
p. 600.

61Mersenne, . it., p. 1; Hawkins, for example,
must have felt that the books on the instruments were the
most important parts of Harmonie universelle, since he
devoted a great number of pages of his history to them,
while skimming over the remainder of the material of this
treatise in less than one page (Hawkins, *. cit., pp.
601-616).
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organized into "propositions," under which each individual

instrument or topic is then more fully discussed. The

first book deals with string instruments and is divided

into twenty propositions, each of which serves as a sub-

ject heading under which Mersenne presents detailed

information on that subject or topic.

The first proposition discusses the various ways

in which instruments are classified. Mersenne divides

the instruments into three groups: strings, wind, and

percussion. He explains how he will present the stringed

instruments, relating that they are divided into instru-

ments with necks or without necks, with or without frets,

instruments of wood, and those employing metal strings.62

Proposition II discusses the material and method

for making strings. Mersenne notes that metal strings

could be made of any metal which could be drawn out by

a wire-drawing iron (such as gold, silver, copper, brass,

or steel). Other strings were made of gut or animal

intestines having enough fibers to be strong enough to

endure the tensions placed upon them. Ordinarily, he

said, sheep gut was used because of its ready availability.

The proposition further details the method of preparing

the gut, of its cleaning and twisting into strings. He

mentions the ways strings are often made defectively,

causing varying degrees of thickness in the length of

b62_bid., pp. 16-17.
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a single string.

Mersenne adds five "corollaries" to the proposition,

in which he explains the "drawing out" of the metal

strings, the lengths needed for the strings, the method

for beating out gold and silver leaves to be used in making

strings, and the comparison between gold and silver when

they are "drawn out ."64

Proposition III is a discussion of a somewhat phil-

osophical nature concerning the comparison of the voice

to instruments. Reference is made to the discussions be-

tween Vincent Galilei and Zarlino on this subject.65

Succeeding propositions, IV through XX, deal with

the types of tones produced by various instruments, with

such terms as "sweet," "gloomy," "gay," and "agreeable"

used to describe these. They discuss the properties and

divisions of vibrating strings, with special emphasis on

the monochord. The proposition on the non-musical uses

of the movements and returns of strings is rather inter-

esting in that it shows such uses as that of a doctor

checking pulse beats against string vibrations, astronomers

6 3 Proposition II of Book Two has an illustration sim-
ilar to those used by Agricola and Virdung, which demonstrates
how one uses the hand, eye, and ear to determine if a
string is good or false (see illustration above, on
p. 79).

64 Mersenne, g. cit., pp. 18-20.

65Hawkins, o. cit., pp. 400-403 contains further
details of this famous argument.
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using the string to check their calculations for eclipses,

and for the making of ordinary timepieces.66

The second Book on string instruments contains

seventeen propositions, all of which deal with aspects

of the lute and related instruments, such as the guitar,

theorbo, chittern and mandore. These instruments are

illustrated and described in great detail.67

Proposition I discusses the history of the different

names given to the lute, the variety in number of strings

which the lute may have (usually "only six courses of

strings," but with the possibility of more strings added

on the bass side). Mersenne notes that some had tried to

put fifteen or twenty courses on the instrument, but such

a burden on the sounding board often caused it to split.

He further points out that while he thought it customary

to count the courses of strings from the treble downward,

the Italians began their counting with the largest, lowest

strings and counted upward, ending with the treble. This

seems to have caused some confusion in the reading of

tablatures during this period.68

This first proposition also contains information

on the material used to make the lute and its double

66 Mersenne, .22 cit. ,pp. 64-65.

67see illustrations below, pp. 155-156.

6 8 Mersenne,2# s t., p.73.



necked partner, the theorbo.6 9

The lute tunings are presented in three ways: by

letters, by numbers, and by notes, so that those
who know music theory only by the numbers will
see the intervals of each string through the
numbers which are on the strings of the theorbo;
those who know only the letters of the scale
will understand the same tunings through the
letters C, 1, etc., . . and those who understand
the science of sound only through the notes will
grasp the same tuning expressed by the notes
that are at the side of the lute, opposite its
fingerboard. 70

Mersenne notes in his comments on the playing of

the lute that "one does not ordinarily place the fingers

of the left hand upon the frets, but a little above, so

that their sound may be clearer."7 1

Proposition II discusses the "other instruments which

imitate the lute," such as the mandore and pandore, along

with the lute, within the framework of the means of con-

struction of all these instruments. Details are given

for the shape of the back, the slats to be used, the

rose, the bridge, the neck, and the strings.

69 The theorbo, with its unique double neck, is il-
lustrated on p. 154. Mersenne points out that the theorbo
often had only a single string for each course, but the
one shown here has all its courses doubled except the
highest one.

70bid Pp75.

71 4Ibid.; this may show some influence of Agricola's
writing of 90 years earlier. In the tab45 edition, folio
35 verso, Agricola gives the same admonition, and his
diagram of the viol neck with frets on folio 37 verso
shows at the side that the fingers are to be placed
above the frets, rather than directly on them.
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The third Proposition gives explicit information

for placing the frets on the fingerboard of the lute.

Propositions IV through VIII deal with ancient theories

regarding the intervals and number of vibrations for

each note of the octave. Proposition IX tells how to

place and move the hands and fingers when playing the

lute. The next proposition deals with some of the

signs and characters of the lute tablature, and the lack

of symbols calling for plucked strings. Proposition XI

goes into more detail on the tuning of the lute. The

method outlined here is somewhat similar to that described

by Agricola, 2 beginning with the instruction to tune

the highest string "at whatever pitch one wishes, al-

though it ought to be neither too high nor too low." 73

Proposition XII explains the "universal tablature"

of the lute. This section includes a number of musical

examples in tablature form by several composers. The

next proposition refers to the mandore, calling it a

miniature form of the lute, having ordinarily only

four strings, but sometimes as many as six. The four

strings are commonly tuned to cf, gt, c", and g".7

72See above, p. 82.

73 Mersenne, p_. fcie. p. 14.

74 Ibid., p. 131; see also the illustration on p. 155
which includes a staff containing the four tuning notes,
plus two additional notes (e" and f") for the extra strings.
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Mandore Lute with Six Courses
of Strings

Guitar with Four Courses of Strings

Fig. 12--Stringed Instruments from Harmonie universelle
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Proposition XIV is concerned with the guitar; Mer-

senne notes that the guitar seems to have been invented

in Spain. He relates how the first guitars had only

four courses of strings, of which the first one was a

single string]5 The guitar "in use at the present time"

is depicted with five double courses of strings, and is

tuned to f, b-flat, e, a, and dt.76

Proposition XV presents examples of guitar tablatures

as used by the French, the Spanish, and the Italians, along

with a discussion of each type.

The next proposition describes the cittern, which,

according to Mersenne, was used more in Italy than in

France, where the lute was so highly regarded that most

other stringed instruments were looked down on with scorn.

The cittern in France apparently came equipped with four

double and triple courses of strings; Mersenne's book con-

tains two illustrations of instruments: a French cittern

with four courses, and an Italian instrument with six

double courses. 7 The French cittern was tuned to

a, g, d', and e'. The tuning of the Italian instrument

depended on the music to be played; Mersenne gives only

one example with the illustration in his book.

7 5 1llustrated above on p. 155.

76This tuning is shown on the staff next to the
instrument illustrated on p. 157 below.

77 See illustration below, on p. 158.
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Fig. 13--Mersenne's Guitar with Five Courses ot Strings
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The French Cittern
with Four Courses

The Italian Cittern
with Six Courses

Fig. 14--Two Types of Cittern
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The last instrument of this Second Book is the

colachon, often spelled colascione, after the Italian

fashion. Mersenne's instrument had as a rule only two

or three strings, and the instrument itself was four to

five feet in length. Mersenne said the tuning was of an

octave and a fifth when three strings were present, but

when only two strings were on the instrument they were

tuned a fifth apart. 7 6 The instrument sometimes was

made of glass or other materials, but the preferred ma-

terial was fir; sometimes the instrument was made half

of wood and half of parchment.

In his material on the stringed instruments, Mersenne

at times mentions the pandore, or pandora, and even in-

cludes an illustration, but never discusses it in detail.79

The Third Book of Stringed Instruments of the harmonie

universelle deals primarily with stringed instruments which

are played with keyboards, although a few instruments at

the end of the discussion do not have keyboards. Propo-

sitions I and II are concerned with the shape, tuning,

material of construction and use of the spinet. This

instrument customarily had forty-nine strings, of which

the first thirty thick strings were usually made of brass

7 6 Mersenne, 22. cit., p. 14), illustrated on p. 160.

79 See illustration below on p. 160. This is the
instrument whose invention is attributed to the Englishman,
John Rose, discussed below on p. 221.
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and the others of steel or iron. The use of gut, silk,

gold, or silver wires was possible, but they were not

as stable in their tunings as those of steel and brass.

Various stops were possible on the spinet by engaging

other sets of strings made from different types of ma-

teriali0

The next proposition explains the shape and inner

workings of the harpsichord. Mersenne remarks that some

harpsichords are made with seven or eight kinds of stops,

and with two or three keyboards; the stops and the key-

boards could be joined together in various combinations.

The corollary to this proposition describes a "new

form of spinet in use in Italy," which had the string

board perpendicular in the air. This instrument, as

shown in Mersenne's illustration, was the clavicytherium,

which had been mentioned as early as 1511 by Virdung.82

Proposition IV discusses the clavichord, another

keyboard instrument with forty-nine or fifty keys. Mer-

senne observes that what is "most particular" about this

instrument is that the strings were covered with scarlet

or other cloth, which so dampened the sound that it could

not be heard very far and consequently was very suitable

8 %Mersenne, 2i*, cit., pp. 158-9; see p. 163 below.

8 1 Ibid., pp. 162-5, illustrated below7 p. 164.

82 Ibid.,p. 165, 166; Virdung, 2. cit., folio B. i

verso; illustrated below on p. 165. The instrument was

casually mentioned also by Agricola above, p. 53.
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for those who desired to learn to play without the neigh-

bors knowing it.83 The proposition details how the

seventy strings of the instrument are so arranged, with

some doubling at one pitch, to fit the forty-nine keys.

Note is made that a single string could be used with

several tangents which struck the string in different

places, thereby producing several.pitches from one string.

Propositions V through XXII go into greater detail

concerning the methods for arranging and tuning the strings

for the various keyboard instruments, the various ways

keyboards were arranged (some having as many as seventeen

keys per octave), the lengths and thicknesses needed for

the strings, the construction details for the mechanical,

working parts of the instruments, and about some inventions

which had been added in Mersenne's time to the keyboard

instruments. Proposition XXIII explains the harpsichord

tablature in a very simple fashion, without illustration.

Propositions XXIV through XXVII explain the tuning

and shapes of harps, psalters, and (oddly enough for this

discussion of stringed instruments) the xylophone. The

discussion on the psalter is rather enlightening, since

it presents information on the intervals of the strings

83Ibid., pp. 165-i69; see illustration below on p.
166. Mersenne's statement is unclear about whether the
cloth was so placed on the strings as to dampen the un-
wanted portion when divided by the striking tangent, or
whether each string was wound in some way with cloth so
as to, give the string little chance to vibrate.
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Fig. 17--Mersenne tfa Harpsichord
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of the psaltery. 8 4
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r9

Fig. 20--Mersenne's Psaltery

Mersenne' s illustration shows the separate bridges of

the psaltery, including the individual bridge at the bottom

left corner for string number 1, which Mersenne called

a bourdon. The method of sounding this instrument was

different from most other stringed instruments in that

the performer used the stick shown at the left to strike

the strings with the curved end. This was allowed to

fall . softly on the strings, so that it bounced on the

strings, thus resembling the tremblings of other instru-

ments' strings. For this reason Mersenne said that the

psaltery could also be classified as a percussion instru-

ment. One could also play its strings with a 4uill or

the fingers.

Ibid., pp. 224-226; see also above, p. 103.

167
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Mersenne's Fourth Book of Stringed Instruments des-

cribes the violins, viols, lyre, hurdy-gurdy, and the

tromba marina. The violin is mentioned first, and is

described by Mersenne with great enthusiasm, being called

"more perfect than the fretted instruments," ravishingg,"

"powerful," and "the king of instruments."85

Propositions I through IV deal with the violin and

its diminutive counterpart, the poche.86 The violin was

tuned "by fifths," according to Mersenne, even in the

large bass size 7

Proposition V deals with the viols, which, according

to Mersenne, differ from the violins only in that the

viols have frets which limit their capacity of tones,

as compared to the unfretted violins with their infinite

variety of pitches.88  Propositions VI and VII discuss

the ways of playing violins and viols, using the bow and

plucking the strings, the methods for tuning viols, and

some material on their ranges.

85 Ibid., p. 255.

86See illustration below, p. 169. The poche, also
called the kit, has been described by Sachs as a deterior-

ation of the rebec, which had become reduced in size so
that it could be carried in the flap pockets of dancing
masters, hence the name poche, or pochette (Sachs, op.
cit., p. 278).

87 Mersenne, o . cit., p. 236.

Ibid., p. 249ff; viols with five and with six

strings are illustrated below on pp. 170 and 171.
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Fig. 22--Mersenne's Viol With Five Strings
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The next proposition describes the shape, tuning,

and other aspects of the lyre. This instrument is

depicted as being larger in its neck and fingerboard

than a viol, usually having fifteen courses, with the

lowest three doubled and tuned in octaves. The two thick-

est strings are placed outside the neck, thus resembling

the theorbo. Mersenne remarks that lyres have something

in common with the viol, the lute, the spinet and the mono-

chord in that a string being played on any of these "makes

the octave and the twelfth above besides its natural

pitch.89 He further points out that one of the peculiar-

ities of the lyre is the tuning of its first ten strings,

which always go by fifths and fourths, for one always

descends a fourth after having mounted by a fifth. His

detail in describing the tunings of his instruments, so

apparent throughout the entire treatise, presents a vivid

contrast to the older books of Virdung, Agricola, and

others of the century earlier, who were content to suggest

only broad principles, omitting the finer details which

would have made their treatises much more valuable to

later generations.

Another stringed instrument described and illustrated

in this chapter is the hurdy-gurdy, which came in sizes

8 9See illustration below, p. 173; as in other illustra-
tions of Mersenne's instruments, the open strings are placed

on the staff pictured at the bottom (nj. cit., p. 265).
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up to five or six feet long, as well as "all other sorts

of sizes, so that there is no doubt that one can perform

concerts on them, which would perhaps touch the spirit

more than those of the other instruments,"
9 0 Again

one can see the increased sophistication here when com-

pared with the treatises of Virdung and Agricola, who

only gave drawings of this instrument in their books,

with no comments at all about the construction or method

of playing on them.9 Mersenne, on the other hand, illus-

trates the inner workings of this instrument, and describes

in the text such matters as the way the keys are set into

the keyboard, the notchings of the bridges, the problems

arising when adding more than one bourdon string, and so

forth. His attention to this instrument points out the

increasing popularity and legitimacy of the hurdy-gurdy.

From almost complete rejection in Agricola's time it

became, in the eighteenth century, the darling of the

French aristocracy, and music was composed for it by a

number of prominent composers. 92

Mersenne presents in Propositions XII and XIII one

of the more detailed examinations of the tromba marina,
93

90Ibid.,p. 273.

9 1 Virdung, . cit., folio B i verso, and Agricola,

above, p. 56; see also discussion above on Praetorius, p.
135.

9 2 Mersenne, 22. cit., pp. 272-274; illustrated below,

on p. 175.

931bid., pp. 276f.
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noting the curious and vague history of the name, pointing

out that he himself did not know whether it was so named

because sailors invented it or because of its excellent

imitation of the tones and songs of the ordinary trumpet.

lie describes the kinds of materials which can be used in

making the instrument; fir for the neck, glass, ivory,

or metal for the little square piece which is touched by

one leg of the vibrating bridge, and so forth.94

Mersenne explains and describes wind instruments in

his Fifth Book of Harmonie universelle. The first three

propositions define what is meant by the term "wind 
instru-

ments," classifying the winds into various groups according

to how the wind enters and leaves them, and discussing the

ancient Greek Pan pipes. Propositions IV and V discuss

woodwind instruments with only one, two, or three holes

(including the chalumeau). Next come the flageolet and

the six-hole flute. Methods of fingering these instru-

ments are presented, along with tablatures which are quite

similar. The chief difference, according to Mersenne, in

these two instruments is that the flute has all its six

holes in the front, where the flageolet has two behind.

The next proposition deals with the so-called "English"

flute, or recorder, with nine holes. These were called

dulcet, or sweet, flutes because of the sweetness of

94llustrated above, p. 175.

9 5 Mersenne, _. cit., p. 305.
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their sound. Several of these flutes are illustrated,

the longest of which Mersenne estimated to be seven to

eight feet in length.96

Eight of the holes of the recorder were in the front

and one in back, stopped by the thumb. The lowest hole

on the front was doubled, so that the instrument might

be played with either the right or left hand on top. The

unused opposite hole was stopped up with wax.9 7

Proposition IX describes the German and Swiss flutes.

Each is represented with six holes. The German flute came

in only three sizes. When a bass part was desired with

this family, Mersenne recommended the use of the sackbut

or the serpent, noting that if a German flute were made

long enough to perform the bass part, the hands would not

be able to reach the last holes. 9 8

At this point Mersenne leaves what we today call the

woodwind instruments, and begins with Proposition X a

discussion of brass instruments, particularly trumpets

and horns. Reference is made to the history of the horns,

particularly as they related to the Hebrews and their

rituals in the Old Testament.

Propositions IX through XX dealwith the shape,

96Illustrated above. p. 177.

97See Agricola's description of similar instruments
on p. 9 above.

9 8 Mersenne, 2. cit., p. 312.
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construction and range of the trumpet. Its series of

notes is discussed, followed by a discussion of the

shape and uses of the mute, uses of the trumpet in war

and other occasions, and the various sizes of trumpets.

Tablatures are depicted for use by the trumpet, including

several military calls for cavalry charges, retreats and

parades.

Proposition XXI describes the sackbut as a trumpet,

but somewhat different from the military trumpet in res-

pect to its size and in other ways. In the Latin edition

of Harmonie universelle, Mersenne refers to this instrument

as the tuba tractilis; the term tractilis is applied be-

cause of the ability of the instrument to be "drawn out."

This instrument, a close ancestor of our modern-day trom-

bone, could be extended so that the length of the tube

at the outermost point would be almost fifteen feet. Be-

cause of its great length it was very useful as the bass

instrument in all sorts of consorts, along with the ser-

pent and the bassoon.99

Propositions XXII and XXIII explain the cornets,

describing the varieties of shapes, ranges, and uses.

Ordinarily the cornets were made of two pieces of

sorb-tree, prune, or other wood. It was customary to

cover the cornets with leather so as to make them last

99Mersenne's trumpet and sackbut are illustrated
above on p. 179.
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a long time. Some apparently very proficient performers

on the cornet lived during Mersenne's day. lie tells of one

performer who could play on it for one hundred measures

without breathing or catching a breath. Mersenne mentions

treble, alto, and bass sizes of the cornet, but later

adds that the "true bass of the cornet is performed with

the serpent."100  The small cornet is described with

a range of about two octaves. The serpent, discussed

in propositions XXIV and XXV, had a range of about

two and a half octaves, from D below gammaut up to

g". 101 The serpent was said to be capable of drowning out

twenty strong voices, yet the tone could be softened so

102
that it could join with soft voices in chamber music.

Propositions XXVI through XXX discuss the construct-

ion, working parts, and tablature of the chalemie, or

bagpipe, the musette, the Italian bagpipe, called the

sourdeline or sordelina, and an instrument called the

tornebout, reportedly made in England..
103

The next three propositions discuss the oboe, bassoon,

courtaux, and cervelat. The oboe was said to be of two

sizes, with the larger, or alto, instrument being capable

10 0Mersenne, O. _cit., p. 348.

10 1Ibid., p. 350, illustrated on p. 182, below.

102Ibid,.,p. 352.

10 3 Illustrations of these instruments are below on

pp. 183 and 184.
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of playing a fifth lower than the treble, much like our

present-day English horn in its relation to the oboe.

The bassoon is discussed next, and came in several sizes,

one of which was a shortened bassoon called the courtaut.

The instrument was made of one cylindrical piece of wood,

with eleven holes and two bores. Another instrument in

this group was the cervelat, only five inches in height,

cylindrical in shape, containing within itself eight

canals or ducts which could be interconnected to produce

a tube-length of forty inches, with a corresponding deep

sound.1 04

The last two propositions on woodwinds deal with

another type of bagpipe and a Pan pipe supposedly made

by the Indians from cane or reed.

The Sixth Book of Harmonie universelle is devoted

entirely to the discussion of organs. The fifty proposi-

tions of this Book deal with such subjects as the shape

of the various pipes, their lengths and widths, the method

of casting the pipes, the method of preparing the reeds

for the pipes, the methods for tuning the organs to just

and tempered tunings, construction of the bellows, the

sounding board and key action: in short, all the details

necessary for the construction of an organ.1 0 5

10 4 Mersenne, 2. cit.., pp. 375-376; illustrated below

on p. 186.

105A complete organ, showing the bellows above the
rank of pipes, is illustrated on p. 187 below.
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The Seventh Book in this series describes percussion

instruments, with special emphasis on bells. At the very

beginning, Mersenne points out the problem of deciding

which instruments should be actually classified as per-

cussion and which should not; the problem exists because

some instruments fall into other categories as well as

that of percussion. For instance, he mentions the

psalter, discussed in his earlier book on strings; he

notes that it might have been discussed here, since

its strings are struck with a stick.106

The lengthy discussion on bells begins with some

historical notes on the possible origins of bells, oand

remarks on the many names given throughout history to

bells. The writer explains about the materials to be

used for casting bells, the internal and external shapes

and proportions, the thickness of the metal, the over-

tones which occur in the bells, and the method of

assembling a number of bells into a carillon.

The latter portion of the book discusses and illus-

trates castanets, cymbals, drums, and tambourines, showing

the materials of which these are made and the method for

striking or sounding them.

In these major books on the subject of musical

instruments, the differences in treatment of the subject

can be easily seen with the passage of time. Over a

10 6 Mersenne, 2. 2cit, p. 500.
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century of time (from Virdung in 1611 to Mersenne in 1636)

the treatment becomes more complex. Where Agricola and

Virdung often did little more than mention the names of

instruments, Mersenne went into great detail on the con-

struction, physical properties, and other characteristics

of instruments. His scientific and mathematical background

is quite apparent in his work; likewise the lack of such

background is equally apparent in the earlier works of

Virdung and Agricola. The treatment Praetorius gave to

the subject shows a style nearer to that of Mersenne than

to the two older writers, yet not quite as advanced as

Mersenne. Even in those books discussed below which

deal with only one or two instruments, hardly any of

the authors discuss the material as exhaustively as

did Mersenne.

There is no doubt, however, that Virdung and Agri-

cola filled certain needs of their time, since they were

the earliest writers to present in one volume a general

review of instruments, and, in the case of Agricola,

filling an even more specific need, that of providing

a "textbook" for children to use and to commit to

memory.



CHAPTER II

MINOR WORKS

Schlick: spiegel der Orgelmacher

In the two decades before Martin Agricola published

his first edition of Musica instrumentalis deudsch, three

books appeared which dealt in some measure with the art of

playing on instruments. The first of these was a treatise

on playing of the organ, which appeared in 1511.1 Arnold

Schlick's Spiegel der Orgelmacher und Organisten dealt

with the materials to be used for the construction of an

organ, the tuning of the pipes, and other technical and

theoretical matters, to which are added a description of

the organs then in existence.

Schlick makes some comments about the pitch of organs

which has been very useful to later scholars in determining

the exact pitches in use in the sixteenth century. he

wrote that

the organ must be pitched suitably for the choir
and conveniently for singing. When such is not
the case, then the singers must sing often eith-
er too high or too low, and the organist must
play with semitones, which is not as yet the
accomplishment of everyone. The size of pipe
that would be convenient both for the Priests
and the choir singers cannot be given definite-
ly, since in singing with others, some men have
voices of small, and others of large range. Yet
I reckon that when the longest pipe, which gives

Arnold Schlick, Spiegel der Orgelmacher und Organ-
isten, (Mainz, 1511).
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the great F one tone lower than the great G
measures, from the top to the foot, 16 times
the length of the line drawn on the margin,
then this pitch must be of a convenient value.
But if the organ should be a fifth lower, then
the small C in the pedal should have that
length.2

Schlick's treatise shows his partiality to the low pitched

organ and he cites several reasons for his preference.5

A second book on musical instruments, Virctung's Musica

getutscht, also appeared in 1511. Virdung had apparently

read Schlick's treatise, for he referred to it in his own

publication. The third book of this period was Hans

Judekuning's Ain schone kunstliche underweisung (Vienna,

1523), which, like Schlick's work, was more specialized

in that it dealt with only lutes and viols.

It is apparent that the 16th century saw the start

of a great interest in writing about instruments and how

to play and construct them. Hereafter one finds a pro-

liferation of this sort of book, some rather general and

all-encompassing, like those of Virdung and Agricola,

and others more narrow in scope, dealing with only one

or two instruments. An interesting point about all the

2Bessaraboff, i. cit., p. 364; according to Bessar-
aboff, A. J. Ellis built a pipe according to Schlickts
directions and determined that the organ thus equipped
would have a pipe sounding a' equal to 377 cycles per
second. This was the "choir pitch" referred to above by
Praetorius on p. 137.

5 Ibid., p. 365.

4 Virdung, o2. cit., folio E iv verso.



books up to this time is that they were almost without

exception in the German language. This may have been

partly a result of newly-found nationalistic tendencies

with a consequent pride in the native tongue, or, quite

possibly, it was due to the effects of the rising Protes-

tant movement which centered in Germany. The attempts to

get knowledge into the hands of the masses of people in

a language they could understand resulted in a corres-

ponding turning away from the usage of Latin and its

connections with the Roman Catholic religion. One notable

exception to this was Mersenne's Harmonie universelle,

which first appeared in French in 1636, but was afterwards

translated into Latin. One possible reason for this was

that the artistic community of France remained closer to

the Catholic religion for many years after Germany, the Low

Countries, and England had all turned toward Protestantism.

Gerle: Musica teusch

The next book dealing with instrumental instruction

was also first published in German. In 1532 Hans Gerle

published his Musica teusch, which dealt primarily with

aspects of music related to "large and small viols, also

lutes."5 This work was divided into five parts of which

5hans Gerle, Musica teusch, hieronimus Formschneider,
(Nuremberg, 1532).
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the first dealt with large viols, the second with compos-

ing for the viols, the third with little viols without

frets, the fourth with playing the lute, and the fifth

with composing for the lute using the tablature. Gerle

includes illustrations of five and six-stringed viols,

with the tablature symbols shown on the various frets on

the viols' necks, similar to the illustrations of both

Virdung and Agricola. Gerle also showed an illustration

of the method of detecting true and false strings which

he apparently copied from either Virdung or Agricola. 6

Gerle's book differed from its predecessors in that he

included a number of songs in tablature form for both

the viols and for the lute.

Gerle follows Agricola's pattern of placing the

mensural notes on a staff when discussing the various

7
aspects of this notational system. his illustration

of the "little viol" shows an instrument of four strings

similar to those discussed by Agricola. The tunings

and other details of the viols in common use during this

period are discussed and compared in detail by Gerald

Hayes in his book on the viols of 1500-1750,9 and in the

6Ibid., folio C i recto; see above p. 79.

7lbid., folio E ii verso.

6 Ibid., folio H iii recto.

9Hayes, p. .cit, pp. 8-10.
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chapter on instrumental music which he wrote for The

New Oxford History of Music.10

Gerle's book is a much shorter work than the treatises

of Virdung and Agricola, since he dealt only with the two

types of instruments.

Lanfranco: Scintille di. musica

During the third decade of the 16th century, several

books dealing with special areas of music appeared in

Southern Europe. In Italy Giovanni Lanfranco published

his Scintille di musica in 1533, Sylvestro Ganassi pub-

lished La fontegara in Venice in 1535, and Othomar Luscin-

ius published a Latin translation of Virdung's Musica

getutcht under the title Musurgia, seu praxis musicae

at Strassburg in 1536.

Lanfranco's book is primarily theoretical in nature,

but toward the end he describes and discusses stringed

instruments such as monochords, the lira da braccio, small

bowed viols without frets, the harp, the cittern, the

lute, and the viol family.1' Since Lanfranco's special

concern was with the tuning of these instruments, the

amount of information presented regarding their construction

1 Gerald Hayes, "Instruments and Instrumental Nota-
tion," The New Oxford History of Music, (London, 1968),
IV, pp. 710-712.

11 Barbara Lee, Giovanni Maria Lanfranco's Scintille
di musica _and its relation to th century music theory,
Wornell tUniversity, 191), pp7Tj4ff .
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is limited. However, even the method of tuning shows the

close relationship between his instruments and those of

Agricola's book. For example, Agricola's "kleine geigen, "

or small viols with three strings, were tuned in firths

just as Lanfranco's "violetta da braccio," or rebec. There

is one variant here from Agricola's set of instruments.

Lanfranco says that the bass of the small viol family

has four strings, one more than all the others. This

string, called the "sottobass," was tuned a fifth lower

-than the usual lowest bass string of the three-stringed

instruments.12

Ganassi: La fontegara

Ganassi's La font ara, subtitled "A Treatise on the

Art of Playing the Recorder and of Free Ornamentation,"

was another of the specialized books dealing with only

one type of instrument.1 3 The bulk of the book consists

of page after page of charts and musical examples. The

charts show the fingerings for all the notes which can

be produced on the recorder. Information is included for

"overblowing" in order to produce a total of twenty notes,

falling into three groups: nine low notes played with a

moderate flow of breath; seven high notes with sharper

12 Ibid., p. 252. See also above, p. 95.

1 tylvestro Ganassi, La fontegara, (Venice, 1535).
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breath; and four very high notes, played with very sharp

14breath. The music examples of the book show how to per-

form and finger various kinds of ornaments. Ganassi also

noted various ways of articulating, or tonguing, with the

syllables "teke," "tere,, " and "lere.1"15 The techniques

which he points out to correct faulty intonation are very

16
similar to Agricola;s suggestions for correct intonation.

Here Ganassi suggests that the performer finger certain

notes in a position he calls "half closed, a little more

or a little less according to the demands of pure inton-

ation."17

Ganassi: g rubertina

Ganassi added further to the body of information on

musical instruments and practice with the publication in

1542 of his Regola rubertina, and its sequel, Lettione

seconda, in the following year.1 These books take the

learner through various stages of handling the viol,

1 4 Compare with Agricola's instructions for wind
velocity above on pp. 26-28.

15Ganassi, op. cit., p. 12; also Agricola, Musica
instrumentalis deudsch, 1545 edition, folios E ii recto
and verso,Eii recto.

6Seenote 17 on p. 13 above.

17anassi, j. 2 S., P. 9.

8Sylvestro Ganassi, Regola rubertina, (Venice,
1542); Lettione second, (VeniceT543)T
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dealing with such subjects as tuning, testing strings,

frets, bowing, fingering, reading from tablature and

from notes, and arranging for viol and voice. The first

volume gives a chart showing the tuning of the open

strings for the Bass, Tenor, and Alto viols,19 followed

a few pages later with three separate charts showing how

to tune the bass in scales with B natural, with B flat,

and finally with two accidentals--on B flat and E flat.
20

Similar charts follow on succeeding pages for the higher

instruments. The second volume contains chapters devoted

to improving the technique of the left hand (chapters VII

to Xx), and to the method of tuning viols with three

(chapter XXIII) and four strings (chapter XXIV).
21

Vicentino: L'antico musica

In 1555 the Italian theorist Nicola Vicentino pub-

lished his treatise entitled, L'antico musica ridotta alla

moderna prattica,22 in which he attempted to correlate the

theories of the ancient Greeks concerning the diatonic,

19ibid., folio B ii recto.

20 bi, folios B iv verso, C i recto and verso.

21Translations of these chapters, along with some

comments, appear in Hayes, _oR. ,c ., pp. 241-246.

2 2Nicola Vicentino, L'antico musica ridotta alla

moderna prattica, (Rome, T533).
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chromatic, and enharmonic genera with the polyphonic music

of his own time. To demonstrate his ideas he superintended

the construction of two keyboard instruments which gained

widespread notice. One, furnished with strings for its

sounding device, was called the arcicembalo, and is also

referred to as an enharmonic harpsichord.2 3

The other instrument, built on the principle of the

organ, was called the arciorgano. A first-hand description

of the instrument and its sound appears in a little book

published by Nicola Bevil'acqua at Venice in 1561.24

In this book, Vebil'acqua describes the pipes of the arci-

organo as being made of wood, staying in tune for a long

time, and giving a sweet intonation. The longest pipe

was seven feet long, but for the convenience of traveling

the seven largest pipes were turned down from above so

that the largest pipe was only five feet in appearance

from the front. The instrument could be disassembled or

put together in about five hours' time. The pipes were

placed in four ranks in the manner of a bishop's miter.

There were 126 pipes and 126 keys for the instrument.

It was not necessary for other instruments to be retuned

when playing with the arciorgano, for whether one played

the lute, viola, or any other instrument, he could tune

2 3 Marcuse, t. cit., p. 172.

2hHenry Kaufmann, "Vicentino's Arciorgano; an Annotated
Translation," Journal of Music Theory V, (1961).
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his instrument in any way he chose and the arciorgano

could be played. in tune with him.

On this instrument, the performer could supposedly

play all three genera of music, that 
is, the diatonic, the

chromatic, and the enharmonic, in every key. The arcicem-

balo is said to have functioned in a similar way, but was

less mobile than the arciorgano, which 
Vicentino hoped

could be carried about into many cities 
where he might

campaign for his theories.

Each of the instruments was provided 
with two key-

boards, each containing three ranks or 
rows of keys,

placed in removable frames. The arcicembalo was equipped

with 132 keys, extending through 
three and a half octaves,

whereas the arciorgano had only 126 
keys. There is no

indication given by Vicentino or others about which keys

were omitted in the latter instrument.
2 5

If one were to judge only from Bevil'acqua's account,

the instrument would seem to have been a great leap for-

ward in intonation studies. He speaks of the wonderful

harmonies which were possible with these 
instruments,

and the great delight with which 
auditors listened to it.

Apparently other writers of 
the time were not so impressed

with the device. The theorist Francisco Salinas reported

that the instrument was defective, 
offensive to his ear,

2 5 1bid., pp. 34-41.
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and was not constructed in any truly harmonic ratio.26

As a result of his writings and work with the doctrine
of the genera, Vicentino became unhappily embroiled in a
dispute with the Portuguese theorist Lusitano. In a

subsequent debate with Lusitano, Vicentino was declared the
loser by the judges.27

In addition to his discussion of the genera and
their demonstration upon the arcicembalo and arciorgani,

Vicentino's L'antico musica also contains material on

the clef signs and their origins, a review of De Muris'
invention of the eight notes or characters used to denote
time or durations of sounds, and a lengthy discussion on
the nature of the consonances. There is also some material

on counterpoint and form in the treatise.

Bermudo: Declaracion de instrumentos musicales

In the same year in which Vicentino's treatise appeared,
the Spanish writer Juan de Bermudo published what he had
intended to be the second volume of a treatise originally

issued in 1549. However, the it> publication contains

some chapters of new material on instruments interlaced

26Hawkins, p.. cit., pp. 415-416.
27 There is an extensive account of both sides ofthis debate, as presented in the writings of Vicentinohimself and in writings of his opponent Lusitano- thesewritings are quoted at length in Hawkins ibidd. , pp.392-

394).
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with the material of the first edition. 2 8

The treatise is designed for students who desire to

learn.to play an instrument. Bermudo apparently felt that

the would-be instrumentalist should be thoroughly grounded

in the fundamentals of music, for the major part of the

work is devoted to these rudiments and to the theory of

music. Technical problems associated with the playing

of instruments are discussed, along with suggestions for

the instrumentalist's repertory.

The treatise is divided into five '"books." The first

of these begins with a number of chapters devoted to

philosophical discussions, some using Biblical examples

of the history of music;29 Pythagoras, and other Greek

theorists,30 and the often-quoted Boethius5 are also

frequently cited.

The second book introduces some of the "rudiments"

and "elements" of music which are needed in order to be

able to sing, chant, or play instruments. This includes

learning the names of the lines and spaces according to

32the ancient solmization syllables, intervals, including

Juan de Bermudo, Declaracion de instrumentos
musicales, (Osuna, 1549, 1555).

29b~iid.,chapters VI-IX.

30 Ibid., chapters X-XIII,

31 lbid., chapter XIV.

32 lbid., folios xx verso, xxi recto.
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the consonances and disjunct intervals, and concluding

with some Psalms for practice purposes.33

Next there is a discussion on the art of polyphony

which includes information on notes and rests.34

There is also a section dealing with the monachord

and the various intervals produced upon it,3  followed by

seven chapters devoted to information about the vihuela

and related stringed instruments such as the guitar,

the bandura and the rabel.36

The third book of the Declaracion deals with the

problems of plainsong, including all the facets of its

history, notation and performance.

The fourth book is concerned with methods for playing

instruments with keys and strings. There is considerable

emphasis on the monachord, here referring not to just a

one-stringed instrument, but to the "polychord monochords,"

including the clavichord. There is an illustration of

a monachord with a keyboard of forty-two Iceys, encompassing

slightly more than three octaves, the lowest octave being

a short octave, with the notes C and F being placed directly

331id, folios xxii-xxiv.

3 1bid., folio xxv verso and recto.

35 Ibid., folios xxvi verso-xxvii verso.

36 Ibid., folios xxvii-xxx.

3 7 Marcuse, 2. cit., p. 343.
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together at the lower end, followed by the usual chroma-

tic scale.38

Bermudo, like Agricola, was interested in the nota-

tional problems of his day. He brought forth a new system

of notation for the keyboard in which the white and black

keys are numbered from i to 42. Then on a four-line

"staff" representing four instruments performing at once,

or four voices performing together, the numbers are placed

on the appropriate line to represent the pitch which that

voice or instrument is to sing or play.
39

Book Four also includes a discussion of the vihuela.

Bermudo first discusses the "vihuela collfun," or ordinary

vihuela, with six strings tuned to G, C, f, a, d, and g,40

but later he describes and pictures a vihuela with seven

courses of strings, tuned to G, c, f, g, c', t', and g'.41

There are other instruments with six courses tuned to

C, f, b flat, d', g', and c', as well as another tuning

Bermudo, 2. k l., folio lxii recto (reproduced
below on p. 204.

39 lbid., folio lxxxiii; see also Apel, _p, cit.,

pp. 47-4W or details of this system, and Gerald hayes'
article on instruments and instrumental notation in the

New Oxford History of Music, o. cit., pp. 761-783. A
portion of Bermudo's system is reproduced below on p.
205.

4 0 lbid., folio xci; the neck and frets of this
instrument~are illustrated below, on p. 207.

4 1 Ibid., folios civ, cx, and following pages; see

illustrations below, pp. 208 and 209.
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of f, b flat, e flat, g', c", and f". Still others begin

their tunings on A re, d sol, b flat, and e.

Bermudo devotes some chapters to a general discussion

of the harp, then leaves the subject of instruments and

in Book Five returns to the subject of chanting, with some

space devoted to the subject of counterpoint, 4 2 including

a number of musical examples to illustrate his information.

With the exception of the above instruments the

Declaracion de instrumentos musicales is devoted more to

the reading of music for instruments, rather than to a

discussion of the instruments themselves.

Galilei: Il fronimo

The Florentine theorist Vicentio Galilei is best

known for his Dialogo della musica antica e moderna, a

treatise published in 1581 in which he attacks his former

master Zarlino in a dispute over the division of the

tetrachord. A later work, published in 1.:)83, is Ij

fronimo, dialogo sopra l'arte del ben intavolare eretta-

mente suonare la musica, which contains some rather

curious facts in addition to its primary intent to ex-

plain lute tablature. For instance, his information

covers such facts as the introduction of the beating of

time by the monks for the regulation of choirs, and the

2Ibid.,folio cxxviii and following pages.
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attribution of the monochord to the Arabs. Near the end

of this work he gives a suggested list of makers of many

instruments in use in his time. In speaking of the lute,

he remarks that the best lutes were made in the country

of Fngland.43

Zacconi: Prattica di musica

In 1592 the Augustinian monk Ludovico Zacconi pub-

lished a treatise in Venice titled Prattica di musica

utile et necessaria si al compositore per pcomporre i

canti suoi regolatamente, si anco al cantore per assi-

curarsi in tutte le cose cantabile. The book was

reprinted in 1596, and a second part was published in

1619.

Prattica di musica is divided into four books. The

first book begins with a discussion on the history of

music somewhat in the manner in which the medieval theor-

ists began their treatises. Other matters in the first

book include the Guidonian hand, a study of the staff

and clefs, divisions of the notes and ligatures, rules

for singers (including information on the rules of musica

ficta), duties and qualifications of singers and choir

directors, and studies on the canon, the villanella and

the canzonetta.

4 5 Hawkins, 2_. c2it., pp. 403-404.
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The second book contains information on the different

species of mood, time, prolation, division, alteration,

and perfection, and also includes extracts from Palestri-

na's mass on the "l'Homme armed" tune. Book Three is

devoted to the various kinds of proportions. Book Four

begins with a study of the twelve modes, then goes into

the instrumental practices of the latter part of the six-

teenth century, the tunings of various musical instruments,

and a table of instruments. The section on musical prac-

tices describes the orchestral instruments which were used

in the orchestras of Peri, Monteverdi, and their immediate

successors. The table of instruments is placed on a

staff of eleven lines, showing the ranges of the instru-

ments. The instruments include: muted and ordinary

cornetts, with a range from a to a'; violins with a range

from g to b', with reference to lower members of the

violin or viola di braccio family (a tenor with a range

from F to a' and a bass with a range from B flat to d',

both like the violins, having four strings tuned in fifths,

the top note being that given by the little finger in the

first position on the highest string); pifari, or trans-

verse flutes, with their range from d to d" being written

down, like that of the recorders, an octave below the real

sound; the dolzaine, with a range from c to d';4 4 the corno

4 4 The term Idolzaine,;" or "dulcian," was apparently
a general term which could be applied to any soft-voiced
instrument with a double reed (Sachs, 9. cit., p. 317).
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torto, or tenor cornett, with a range from d to g', (occa-

sionally equipped with a key which permitted a low c);

cornamuti torti, believed to be crumhorns, with a range

from c to f'; fagotto chorista, bassoons with a range from

C to b (larger and smaller sizes of the bassoon are also

mentioned); trombones, with no low pitch given, but with

an upper limit of a'; flutes in three sizes, the discant

ranging from g to f", the tenor from c to a', and the

bass from F to b; viols also in three sizes, the canto

ranging from F to c"1, the tenor from D to a', and the

bass from G to d'; and finnally a group of instruments

called doppioni, also in three sizes, the canto ranging

from c' to d", the tenor from c to d", and the bass from

C to a.45

Bottrigari: II desiderio

As the number of instruments and instrumental perform-

ers grew through the sixteenth century, instruments were

more frequently being used in groups for "concerts," for

court performances and festival occasions. The problems

of intonation which had been mentioned by Virdung and

Agricola were still present, and sometimes multiplied

with the use of yet more varied instruments. Bottrigari

published his II desiderio to help overcome some of the

45%ee note above on p. 134.
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problems which resulted from the combination of diverse

instruments.46

Il desiderio was written in the classic style of

teacher-pupil dialogue. After the usual polite prelim-

inaries which serve to introduce the subject material,

Bottrigari goes directly to the problems of the discords

and harsh sounds which arise from faulty tuning. he di-

vides the instruments into three groups, depending on

their abilities to tune or make tuning adjustments.

The first group, called stable-tuned, includes

organs, harpsichords, spinets, double harps, and "other

similar instruments, which can produce only the pure

diatonic scale."#

Bottrigari's second classification of instruments was

that of the stable but alterable group, including all those

which, after they have been tuned by the diligent player,

can be changed, augmented, or diminished in some degree

according to the judgment of the player as he touches

the frets or holes a little higher or lower. In this

group were the lute and viol, the straight and transverse

flutes, and straight and curved cornetts. his explicit

46uercole Bottrigari, l11 desiderio, (Venice, 1594).

47ibid,, p. 1j. Bottrigari had access to an unusual

keyboard instrument, Vicentino's arcicembalo, which was

in the possession of his patron, the Duke of Ferrara,
one of the earliest collectors of "old" musical instru-
ments (Frank Harrison and Joan Rimmer, European Musical

InStrument5, [New York, 1964], p. 26).
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instruction to performers on the cornett noted that

even though they may have a certain stability
because of their holes, the accomplished play-

er can nonetheless use a little less or a little
more breath and can open the vents a little more
or a little less, bringing them closer to a good
accord. 4 8

This agrees closely with Agricola's advice of more than

sixty years earlier concerning intonation. 4 9

Bottrigari's third classification denoted the com-

pletely alterable instruments--those which have neither

fingerboards nor holes--including trombones, ribechini,

lire, and similar instruments. These, which normally had

neither frets nor openings, could wander about, according

to the will of the player and could be limited by length-

ening or shortening the tube length (in the trombone), or

by loosening or tightening the lips. With the lire (or

lyra) and the ribechini 5 0 the tone could be altered by

touching the strings over the neck either higher or lower,

at the will of the player, just as our present-day violins

are played.

Bottrigari discusses the divisions of the tone and

semitone, noting that the lutes and viols have one kind

of "diatonic" or division of tones, whereas the wind

4 8Bottrigari, oj. cit., p. 15.

4 See p. 13 above.

50 Variant of the rebec, sometimes with three strings,

sometimes with four; occasionally these are equated with

the violin (Marcuse, op. cit., pp. 437, 438).



215

instruments with openings, such as flutes and cornetts,

have another. He points out that instrument makers of

his time bored the holes of such instruments depending

entirely on their ears, broadening the openings as the

need is felt.

The completely alterable instruments could sound all

the old harmonic genera, as well as the "modern harmonic

species" of Bottrigari's time. At this point Bottrigari

gets down to a very practical level by showing his pupil

how to tune the lute to a clavicembalo. After they are

tuned, he has the pupil touch certain points on the lute

strings, and then notes that where lutes and viols

divide a tone into two equal semitones, the clavicembalo

and its kind have it divided in two unequal semitones.

Bottrigari points out another problem encountered

with the stable instruments (organs, clavicembali, and so

forth), since they cannot be adjusted when the music is

played a tone or semitone higher or lower due to the

unequal divisions of their tones. In this way, trans-

posing was not possible for these instruments.

He also suggests that where several instruments

are to be played together, they should be tuned by one

person with a practiced ear, and an understanding of

consonances and dissonances. lie further points out that

viols with metal strings and viols with gut strings may

appear to be incompatible but that they can be tuned
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together, with the realization that the gut strings will

become untuned more readily than those of metal.

Still another suggestion is that one may mix any

two classes of instruments, since players of both stable-

alterable and completely alterable instruments can adjust

their intonation to the stable instruments; but one should

avoid mixing all three classifications of instruments at

one time, because this would result in considerable discord

and confusion.

Cerreto: Della prattica musica

Just after the turn of the century, still another

Italian writer, Scipione Cerreto, produced a treatise on

music. Beginning with a historical review of the devel-

opment of music from the time of Boethius and Guido d'Arez-

zo, Cerreto's book covers such things as intervallic

relationships of music, including the problems associated

with the B flat and B natural so often discussed by music

theorists in previous times, ecclesiastical modes and

Ambrosian chanting. The last major section of the treatise

begins with a review of the rules of counterpoint, then

proceeds to discuss matters relating to composing, and

from there goes to rules concerning tunings for the lute,

the guitar, the lira di gamba, and the viola di gamba.

51 Scipione Cerreto, Della prattica musica, (Naples,

1601).
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Cerreto's lute had eight strings or courses of

strings; the open strings were tuned to great C, great D,

G, c, f, a, middle c0 and f'.5 2 This is quite similar to

the eight-string lute which Praetorius describes, but

differs in that Praetorius lists the two upper strings as

d' and g'. 5 5 Cerreto follows his description of the

open strings with a diagram of each of the eight strings

showing eight chromatic half-steps above the open-string

pitch.5 4

He next describes a four-course chitarra, or guitar,

with the strings or courses tuned to g', d', f sharp',

55
and b"; another way of describing the tuning might be

to say that the intervals were those of a perfect fifth,

a major third, and a perfect fourth.>b The upper, or b",

string, was a single string, the others being doubled

strings, or courses. As he did with the lute, so again

Cerreto shows each of the four open strings in diagrams

detailing the ten chromatic half steps above the open

string.

52IJbi~d.,Libro uarto, p. 515.

53Praetorius, _.k* cit., p. 27.

5 4Cerreto, p . _cit., pp. 318-319.

5 5 Ibid.,p. 320.

56Hortense Panum's book on old stringed instruments
gives a detailed comparison of the variations in tunings
of the lute and guitar (hortense Panum, The Stringed
Instruments of the Middle Ages, London, no datej).
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eleven strings with the following tuning: G, g, c, c', g',

d', a', e', b natural, f' sharp, and c'sharp.58

Cerreto concludes his book with a description of

the viola da gamba.59 This six-stringed viol came in a

family or consort of soprano, alto, tenor, and bass.

The soprano viol had open strings tuned to d, g, c', e',

a', and d". The alto and tenor viols were tuned alike,

with open strings tuned to A, d, g, b, e', and a'. The

bass viol was tuned in D, G, c, e, a, and d'. Just as

the number of strings had varied from Agricola's time on

through the century, from five strings to six, so also

did the tunings of the consort vary with the place of

their location as well as the time of their description.

For example, Agricola's six-stringed bass viol was tuned

to G, c, f, a, d', and g'.60 Hans Gerle recorded that

the bass viol was tuned to A, D, L, B, e, and a.61

Nearly a hundred years after Gerle, Praetorius wrote

that the bass viol was to be tuned in the same way as

Gerle had described, but he also mentions an alternate

571bdep. 323.

58lRayes, _. cit., pp. 144-148, has descriptions
of other tunings of the lira di gamba, some of which are

quite similar to Cerreto's tunings.

59Cerreto, 2p. cit., pp. 329-336.

6 See above, p. 90.

61Gerle, . it., folio H ii.
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tuning which corresponds to that of Agricola. 6 2

Conforto: Breve et facile maniera

An Italian composer and theorist, Giovanni Luca

Conforto, published a treatise entitled Breve et facile

maniera d'essercitarsi a far passaggi at Rome near the

turn of the century. There is some doubt whether the ex-

act date of publication was 1593 or 1603. A German

translation by Johannes Wolf, printed at Berlin in 1922,

suggests that 1593 is the more likely date.

The work begins with thirty pages of music and musical

examples, including suggestions for trills, other orna-

ments, and some cadenzas. The text itself is extremely

brief, containing only five and one half pages of material.

Conforto suggests that his book would help singers to at-

tain proficiency in their singing in as little as two

months. He shows how to relate the first notes of his

musical example to the tones of the violin so that the

singer will achieve the proper pitch. Rhythm problems

such as hemiola are discussed. Singing in intervals of

fourths and fifths and octaves is presented, and there is

a discussion about how many notes of various kinds (mini-

mae, semibreves, and so forth) can be placed in one

6 2 praetorius, 2 cit., p. 25.

63. cit., pp. 25-26, 28-30.
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division of music, or measure.6 4

Near the end of the text, Conforto notes that the

examples he has given can also be used for those who

play on the .viola, or on wind instruments.

Robinson: The Schoole of Musicke

It seems that the greatest interest in the writing

of books of a tutorial nature had centered on the European

continent during the sixteenth century. The various

German-speaking countries seem to have been the focal

point of such interest in the early years of the century,

with Italy a close second in terms of scholarly productiv-

ity in this area. England was already quite well known

by this time for its excellent composers, but few books

of an instructional nature seem to have been written

during this century. The greatest musical treatise in

this field, Thomas Macets Musick's Monument, did not appear

until three quarters of a century later, in 1676.

One noteworthy book did appear shortly after the

turn of the century, however, when Thomas Robinson pub-

65
lished his treatise, The Schoole of Musicke.65 Robinson

referred to himself as a "lutenist," and in his book he

sought to teach what he considered the perfect method of

64 Ibid., pp. 2-3.

65Thomas Robinson, The Schoole of Musicke, (London,
1605).
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true fingering of the lute, viol de gamba, pandora and

orpharion. The last two instruments were stringed instru-

ments said to have been invented by the London viol maker

John Rose during the latter half of the sixteenth century.

The pandora was a continuo instrument of bass size, with

a flat belly and back, central rose, lateral tuning pegs,

fifteen fixed frets, and, originally, six pairs of metal

strings (sometimes found with seven pairs). The tuning

was to C, D, G, c, e, and a.

The orpharion was identical with the pandora except

that it was smaller (about forty inches long, compared to

about fifty-four inches for the pandora). Both instruments,

however, were somewhat short lived; Mersenne states that

in his day the pandora was scarcely in use any more, and

the last known mention of it occurs in an inventory of

the Berlin orchestra instruments in 1667.66

In spite of his promise to deal with the pandora,

orpharion, and viol de gamba, Robinson devotes the major

part of his work to a discussion of lute techniques, some

notational instruction, and a suite of pieces in tablature

for the lute. Near the end of the textual section, he

remarks that

what by your skill in playing upon the Lute, and
the knowledge you have in pricksong, you may ver-
ie easilie attaine to play upon the Viol de Gambo,
either by Tabliture or by pricksong notes. For

66Marcuse, .. cit, pp. 388, 392.
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the carriage of your left hand upon the Lute is
likew%4e justly to be observed upon the bass
viol.,,

And this is the extent of his information on the three

instruments.

The basic material of the text is in the form of a

dialogue between a Knight ("who hath children to be

taught") and Timotheus, who is to teach the children. Af-

ter the usual preliminary remarksof the philosophical and

scientific aspects of music (wherein we learn that music

is a cure for melancholies, the gout, madness, and many

wounds), Timotheus lays down some general rules concerning

the lute. He describes the method for holding the lute,

placing the fingers, and directions for sounding the

strings.

The six courses of strings are called Bass, Tenor,

Contra-Tenor, Great Meanes, Small Meanes, and Treble. The

strings are shown drawn on the neck of the lute, with tab-

lature symbols for eight half-steps on each string, using

the small letters of the alphabet from b through i. These

symbols are then shown in a tablature figure similar to

our present-day guitar chord symbols, and the fingers to

be used are also given below the symbols.

He then shifts.to a discussion of the time values of

notes, showing how the addition of dashes to the tops of

notes doubles the speed of the notes. This is followed

6 TRobinson, .ocit., folio C ii verso.
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by directions for single and double stopping of the strings

on the fret board. Later he finally gets around to some

rather general instructions for tuning the lute, begin-

ning with the direction so often used by writers of the

previous century to tune the Treble as high as one dares

without breaking it. Then the Small Meanes stopped on the

fifth fret is to be in unison with the open Treble. The

great Meanes stopped on the fifth fret is tuned to be in

unison with the open Small Meanes. The Contra-Tenor,

stopped on the fourth fret, should be in unison with the

open Great Meanes. The Tenor stopped on the fifth fret

should be in unison with the open Contra-Tenor, and the

Bass stopped on the fifth fret should be in unison with

the open Tenor. This produces what was considered the

normal tuning of the lute during this period, with a

perfect fourth between the Treble and Small Meanes, a

perfect fourth between the Small Meanes and Great Meanes,

a major third between the Great Meanes and Contra-Tenor,

a perfect fourth between the Contra-Tenor and Tenor,

and a perfect fourth between the Tenor and Bass.

After inserting a poem directed toward those who may

be critical of his work, Robinson presents a group of

songs, dances, and grounds to be performed upon the lute;

all of the music is in tablature form. At the end of

this group, he has a page of rules to instruct one to

sing, noting chiefly that music falls into the compass of
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"an eight, called a diapason, for what is above an eight,

is but a repetition of the same notes which you utter

before." This is illustrated by a series of three clefs

showing on each the lines and spaces lettered from G

through the musical alphabet of a through g. he notes that

these are also expressed as ut, re, me, fa, sol, _la, and

so on as one goes higher, fa, sol, la, me, fa, sl, Ia,

and so forth. This is followed by some exercises in sing-

ing the various intervals of thirds, fourths, fifths, and

octaves.

The last part of the book is a group of six songs

notated in two ways: as notes on a staff, and, just beneath

these, as tablature symbols for the accompanying lute.

There are also six songs doubly notated for the viol as

notes on a staff and as symbols of a viol tablature.

Butler: The Pri lea of Musick

In the same year (1636) that Mersenne published his

Harmonie universelle, an Englishman named Charles Butler

had his Principles of Musick printed in England. Butler

divides the work into two major sections or Books. In

the first chapter of Book I he discusses the various

modes and the geographical background of their names, such

68 Ibid,, folio N recto.

6 9Charles Butler, The Principles of Musick, (London,
1636).
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as Ionia, Phrygia, Lydia, and so forth. Chapter II gives

the ranges of the virginal (from CC fa ut below Gamma ut.

to e solf a above ee j) and the organ (noting that is

had a range of fifty-one notes).70 Later the names of

the notes are given, including the syllable names and

the names used by the Greeks and other ancient musicians.7

Sections III and IV of Chapter II deal with the time

values of notes and ligatures. There is also some dis-

cussion of intervals, including references to the intervals

Pythagoras is "said to have found in the smith's hammers."
72

Chapter III, part I, deals with setting a song in

parts. Butler notes that there are basically four parts

to a song: Bass, Tenor, Counter-tenor, and Mean. But

occasionally a higher part, called Treble, is added. And

the Treble may also be doubled, or even tripled, even as

the other parts may also be doubled, so that one may have

as many as eight parts to a song. He points out that in

this kind of song some parts must rest, while others

sing, "or else they must needs coincide."

Butler interestingly relates why each of the parts

has its particular name. He writes that the bass is so

named because it is the basis or foundation of the song,

unto which all other parts are set; and it is to be sung

710 7 Ibid., pp. 9, 10.

7 1 Ibid., p. 17.

7 2 Ibid., pp. 31, 32.
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with a deep, full and pleasing voice. The Tenor is so

called because it was commonly in motets the "ditti-part,"

or Plainsong, which continued in the same kind of notes

(usually breves) after one plain fashion. Since it

neither ascended to any high tone or strained note, nor

descended very low, it continued in one ordinary tenor

of the voice, and "therefore may be sung by an indiffer-

ent voice."

The Counter-tenor, or contra-tenor, is thus named

because it answered the tenor, usually in higher keys, and

therefore is fittest for a man of a sweet, shrill voice.

The name Mean is applied to a midling or mean high part

between the Counter-tenor and the Treble.

The Treble is given its name because its notes are

placed (for the most part) in the "third Septenari," or

Treble clef, and is to be sung with a high, clear, sweet

voice.

Finally, in the latter part of this section, Butler

notes that the compass of twenty-two notes, or a Tridiapason,

is for voices, and that for instruments it may be much

larger.

Part 11 of this chapter discusses melodies, harmony,

and ornaments and modulation. Part III deals with inter-

vals, concords, discords, and fugue. Chapter IV discusses

counterpoint and discants.

731bid.pp. 40-42.
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Book II begins with a list of the two types of mu-

sical instruments: Entata (stringed instruments), and

EMpneusta (wind instruments). In a footnote, Butler points

out that these names are derived from Greek.
7 5  In the

first group are the harp, lute, bandora, orpharion, cittern,

gittern, cymbals, psalter, dulcimer, viol, and virginal.

The second group includes pipes, organs, shalms, sagbuts,

cornets, recorders, fluits, waits or hobois (defined

in Butler's marginal notation as high or loud sounding

wooden instruments), and trumpets. He points out that

these latter curious times have conjoined two
or more in one, making the organ and the vir-
ginal to go both together with the same keys:
yea, and with the same keys to sound divers
pipes of the organ by reason of the new-inven-
ted divers stops.74

Butler relates that the several kinds of instruments

are commonly used by themselves: as a set of viols, a set

of waits, or the like; but on special occasions many of

both sorts are joined together in consort. Vocal music

is at times joined with instrumental music, and both kinds

can have a "symphonie"l or harmony of parts in themselves,

as with lutes, organs, and harps. And some instruments

are "asymphonya," that is, being able to play only one

part, such as the cornet.

73 Ibid., p. 94.

4Ibid.,pp. 93-94.

75 Ibid., p. 94.
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Butler refers the reader to Mersenne's treatise for

descriptions of all the instruments. Early in his book

he notes that Mersenne ("a certain Duitchman") had named

all the notes of the scale. And in yet another place

he advises the reader "who desired to know the true pro-

portions in all sorts of instruments (both Entata and

Empneusta), let him read the

ingenious and elaborate work of Mersennus, De
Harmonious Instrumentus, where he shall find
the various forms of all instruments with the
proportions of their notes, most artificially
typified and described.76

Later sections of Butler's treatise discuss the vir-

tues of vocal music, of mixed music (with voices and

instruments together), and Biblical examples of musical

presentations and productions, such as the dedication of

Solomon's temple, and other festival occasions. There are

numerous quotations from the Book of Psalms and other

Old Testament books.

Another section relates the history of choir music,

including more Biblical references.7 7

The final part of the book cites various religious

and civil occasions (worship services, weddings, national

festivals), where music is to be used.

7Ib~id.,pp. 15, 33.
7 7

Ibid., Book II, chapter II, part I1.
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Cerone: El Melopeo

Pietro Cerone was an Italian musician who served for

some time in the Spanish courts of Philip II and Philip III

in the last decade of the sixteenth century and into the

first few years of the seventeehtn century. By 16o9 he had

returned to Italy, where he became maestro di cpella of

the ryoal chapel at Naples. 7 8 In 1613 he published a

lengthy work entitled El Melopeo Z Maestro (The Art of

Music and Instructor).79  According to Sir George Grove,

the whole edition of the work is thought to have been lost

at sea except for thirteen copies. The work contains

twenty-two books and 1 ,160 pages of material which Grove

believed to be founded on Zarlino's system; he goes fur-

ther to state that it may be a redaction of a work with

the same title that Zarlino speaks of as having completed

in manuscript, but which had totally disappeared.80 There

have been widely varying evaluations of the work. One

critic has called the work "valuable in some respects

but tedious, confused and unequal to an astonishing

ThHawkins, 22a. 4., II, p. 587.

79Pietro Cerone, ElMelopeo Maestro, (Naples, 1613).

805ir George Grove, "Cerone, Pietro," Grove's Dic-
tionary of Music and Musicians, (London, 1954), Vol~TI,
p. 141.



degree."8 Strunk called it

an undigested and often indigestible mass of
information and misinformation about music,
some of it useful, much of it useless. For
its time it is distinctly conservative, even
old fashioned. . . Its tasteless pedantry
was ridiculed with devastating effect by the
eighteenth century critic Antonio Eximeno, who
called it a 'musical monster.' Other critics
have commended it for its sound musicianship,
its admirable choice of examples, and its en-
lightening observations, such as those on the
nature and meaning of the two and three part
interludes of the sixteenth century Mass and
Magnificat. . . The book is uneven and re-
4uires a discriminating reader; it has grave
defects, but it also has redeeming merits.82

Hawkins thought the work to be a "musical institute,"

and dwelt at length on the contents of the book. Reese

notes that although the treatise contains some misinfor-

mation, it also offers much of value.84

Whatever the critics may have thought of it, it

certainly is one of the most all-inclusive works on music

to appear in the Spanish language, especially in the

areas of instruction concerning the reading of music,

writing counterpoint and other theoretical aspects of

music, history of music in Spain and then-current practices

81

8 2 Oliver Strunk, Source Readings in Music History,
(New York, 1950), p. 262. 5n pp. 263f Etrunk has an
English translation of the chapter which includes the
above-mentioned information on the Mass and Magnificat.

8 3 Hawkins, 2. cit., pp. 587-588.

84Reese, 2. cit., p. 618.
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in musical production. Various sections, or "books" of the

treatise deal with such subjects as the ornaments and har-

monies of music, the curiosities and ancient customs of

music, Gregorian (or ecclesiastical) chanting, the keys

for singing the catechism of the epistles and evangelists,

information necessary for chanting, mensural music, varia-

tions on themes,.ordinary and artificial counterpoint,

canon and fugue, keys or pitches for singing mensural

music, mode, tempo, prolation, values of notes in various

tempos, instrumental music and tuning, and musical

"enigmas," or puzzle canons and other puzzle pieces.

It is Book XXI, the book on instrumental music, which

provides some information on the various kinds of instru-

ments extant in Spain at the time. Cerone divides

musical instruments into three classes. The first, called

los golpe, (hit with a blow, or struck, as in percussion

instruments), included the atambor,86 the symphona,/ 7 the

gystrop the ciembaloA9 the tintinabulo,9 the

85erone, 2k .cit., pp. 1037-1072.

A drum (Marcuse, . cit., p. 25)..

A two-headed drum, a cylindrical drum ibidd., p.5U1).
88 Also spelled "sistro;" a rattle in U form with a

short handle and two crossbars that rattled when shaken
(ibid., p. 478).

8 9 Cymbals (ibid., p. 101).

9 0 Bells; also the name for the hammer with which bells
were struck in medieval times (ibia., p. 525).
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pandero,91 and the ataval.92  Little else is said about

this class of instruments, since they are of indefinite

pitch and thus are separated trom those which have a

series of definite pitches.

The second class of instruments listed are those

which produce sound by various types of wind-blown pipes.

These include the chorus,9 3 flutes, the sambuca,94 the

calamo,95 the sodelina or gayta,9 6 the fistula,97 the

chirimia,98 and better known instruments, such as trumpets,

sacabuches (sackbuts), cornets, regals, organs, fagotti

(bassoons), cornamudas (crumhorns) and doblados.9 9  Cerone

also mentions in this group the cornamuse, another of

those elusive instruments of the period about which little

A Spanish tambourine, round or square, often hung
with jingles or pellet bells (ibid., p. 392).

A cylindrical drum, now the equivalent of the mod-
ern bass drum ibidd., p. 24).

3Seeillustration above on p. 140.

94 During the 16th and 17th centuries this referred to
a type of dulcimer (Marcuse, 2k. cit., p. 453).

A shawm (ibid., p. 78).

96 ASpanish dulzaina; the keyless version had a
compass of a ninth, from c to d', or, with two keys, a
compass of an eleventh ibidd., p. 160).

97 See illustration above on p. 142.
98 Also a variety of shawm (ibid., p. 95).

99 According to Marcuse, this was the mysterious
"doppione" mentioned by Zacconi (ibid., p. 150; see also
above, note 36 on p. 134).
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is known. Praetorius gave a description of the bore and

ranges of five sizes of this instrument. The bass had a

range from F to g. The tenor came in two sizes, one rang-

ing from B flat to c' and the other from c to d'. The

alto had a range from d up to e', and the soprano from

b flat up to c'.100 Praetorius wrote further that

they are covered below, and around the bell have
several little holes, from which the sound is-
sues. In sound they are cuite similar to
krummhorns, but quieter, lovelier and very soft.
Thus they might justly be names still, soft
krummhorns, much as the cornetti muti could be
called soft cornets. They have no keys at all,
and sound at the chorus pitch, that is, a tone
lower than the true chamber pitch.101

The last class of instruments cited by Cerone is

the stringed instruments. In this group are the sistro

comun (the cittern), the psaltery, the accetabulo,10 2

10 0 Praetorius, 22. cit., p. 24.

101 1bid., p. 41. In the English translation by
Harold Blumenfeld, cited here, the Corna Muse is said
to be depicted in "plate VII." But plate VII consists of
drawings of cithers--stringed instruments. Plates XII and
SIII depict woodwind instruments of the type in which one
would expect to find this kind of wind instrument (Prae-
torius said that they are "straight, like bassanelli")
since the cornets, bassanelli, sordones, and schryari are
illustrated here, but there is no depiction of the Corna
Muse.

Either Cerone or Marcuse is in error regarding
this instrument. Cerone has it grouped here with the
stringed instruments, but Marcuse describes it as "cymbals
of ancient Rome, made of brass, silver, or other metal.
Two could be clashed together, or one was struck with a
stick (Marcuse, op. cit., p. 3, under the spelling "ace-
tabula").
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the pandoura,10 3 the dulcemiel (dulcimer), the rebeguina

or rabel (the rebec or violin), the vihuela, the violon,

the lyra, the cythara, the cuitarra (guitar), the laud

(lute), the tyorba (theorbo), the arpa, the monachordio,

the clavichordio, the cymbalo, and the spineta.

In chapter two of Book XXI, Cerone further divides

the instruments, listing those wind instruments with

keyboards separately from those without, also separating

those keyboard instruments plucked by quills (monachord,

clavicembalo and spinet) from the previous keyboard group.104

The remainder of this chapter is concerned with similar

descriptions of the methods by which sound is produced

from each of the instruments mentioned earlier. Another

chapter is devoted to citing those instruments which hold

their pitches form and stable (such as the woodwind group),

and those which must be tuned (the string group). He

mentions the "most extraordinary clavicembalo" and

organ invented by Vicentino. 1 0 5

There is a lengthy discussion on the tuning of in-

struments and how some can be tuned together and others

cannot. The method for tuning many instruments is described

103A long necked lute with small body, sometimes
portrayed as spade-shaped, with fretted neck wider than
that of earlier forms, without tuning pegs (ibid., p. 393).

104 Cerone, g*. cif., p. 1038.

10 5 1bid., p. 1041.



in the text, as well as illustrated with diagrams.106

Among these are the monochord, the lyra, the cythara, the

lute,107 the vihuela de braccio, the violon, or vihuela

de arco, and the harp.

Three chapters are devoted to the various methods of

tuning the monochord, the harpsichord, the organ, and the

clavicembalo.1Ob Cerone describes the tuning of a lyra

with seven strings. The open strings are tuned to c, c',

f, fl', c', g', and d'.1 09  The harp of his time apparently

had fifteen strings, tuned in the pattern of the major

scale, with half steps between the third and fourth scale

steps, and again between the seventh and eighth steps.1O

He illustrates the tuning of an eight-stringed lyra, whose

open strings are tuned to B, d, c, A, e, e (again, a unison),

and f.i

Cerone's vihuela de braccio came in three sizes, with

the treble and tenor each having three strings, tuned with

perfect fifths in each of the intervals, and a bass instru-

ment of four strings, again tuned in perfect fifths. When

played in a consort, the lowest string of the treble, the

middle string of the tenor, and the top string of the

iO6 Ibid., pp. 1044ff.

1 0 hshowing the "standard" tuning, ibid., p. 1056.

1bid., pp. 1047-1051.

10 9 Ibid., p. 1053.

10 Ibid.,p. 1054.

Ibid. , p. 1055.



bass were to be tuned to a unison. 1 1 2

The violon and vihuela de arco were similarly tuned.

Each had six strings, tuned to show the same intervals

that appeared in the normal lute tuning. 113 It came in

treble, tenor, and bass sizes, with the tenor tuned a

perfect fourth lower than the treble, and the bass tuned

a perfect fifth below the tenor.

Chapter XXII gives the ranges for many of the instru-

ments previously described, and relates of a keyboard

instrument with fifty keys, called a claviorgano. It

also contains a chart which shows on a staff of fifteen

lines the comparative ranges of cornets, dulzains, fifes,

rabels, flutes, doblados, and vihuelas de arco.1!4

Later portions of this book give instructions for

singing to the accompaniment of instruments, and instruct-

ions for a choir master on how to deal with various voices,

with combinations of voices and instruments, and for con-

forming to the style of the composition being performed

at any given time.115

11 2 Ibid , pp. 1057-1058.

1131bid., pp. 1058-1059.

114 Ibid., pp. 1062-1064.

1 15 1bid., pp. 1068ff.
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Giustiniani: Discorso sopra Ia musica

Vicenzo Giustiniani, although not a "professional"

musician or theorist, was nonetheless a very well-versed

amateur musician, cultivated in this art as well as in

other artistic fields, as was expected of the nobility

of his day. lie wrote a series of eight discourses on

various subjects, under the title Miscellanea di cose

per _a Curia Romana. The Discorso sopra lja musica116

was the sixth in the series.

In the first two parts of the Discorso, Giustiniani

discusses music suited for the human voice. In the section

on instrumental music he first defines the "essential

difference" between vocal and instrumental music, com-

menting that instrumental music is derived from inanimate

objects. Such music comes from a beating or compressing

of the air, which then comes forth from the instrument

and is variously diffused according to the frequency and

the intensity of the action upon it; examples are such as

anvils, bells, organs, all wind instruments, and viols.

Vocal music, on the other hand, is produced by "all live

creatures, but above all by man. 117

Vicenzo Giustiniani, Discorso sopra la musical,
(Rome, 1628).

1 1 Nigel Fortune, "Giustiniani on Instruments,"
Galpin Society Journal, V (March, 1952), pp. 48ff. This
article contains an English translation of the section of
the Discorso that deals with instruments.
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Giustiniani describes as "usual instruments" such

varied instruments as organs, lutes, theorbo-lutes, harps,

harpsichords, guitars, and lyres--all instruments suitable

for accompanying one or more singers. He also mentions

recorders, fifes, consort viols and lyra-viols, the

violin, cornett, transverse fultes, the sordellina,116

the colascione, 119 and the sanfornia1 2 0

The Discorso not only mentions popular instruments

of the time, but also names celebrated peformers on

some of the instruments. Giustiniani relates that a cer-

tain Alessandro Piccinino of Bologna invented the pandora,

describing it as a theorbo-lute with many strings added

to the bass and at the top, and between these, others of

brass or silver so that, because of the great range and

the number of strings, one could play any perfect compo-

sition exhaustively with an advantage over other instruments

in the tremolo and in playing both softly and loudly. 1 21

1181bid.; a note on p. 52 of this article explains
this as a small bassoon-like instrument; not to be confused
with the surdelina, a bag-pipe type of instrument mentioned
by Mersenne (see above, p. 181 ).

l19 Ibid., p. 52; Fortune says this was a kind of
lute derived from the Arab variety that was especially
popular in southern Italy, called the colachon by Mersenne
(illustrated above on p. 160).

12 0 Ibid., p. 53; thought to be a Jew's harp.

121 Ibid., p. 49; Thomas Robinson in his Schoole of
Musicke attributes the invention of the pandora to John
Rose of London (see above, p. 221).
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Reference is made to the double harp, which was used

in Giustiniani's time mainly at Naples, but also at Rome.

One harpist, named Orazio Michi, was said to have developed

a special way of damping (smozare) the sound of the strings,

which if allowed to continue,. would cause discord. He was

also able to produce a tremolo or perhaps a trill,12 1

which was considered by Giustiniani to be extremely diffi-

cult.

Another performer, Luigi del Cornetto, was said to

play the cornett marvelously. Giustiniani remarks that

he heard this man perform on his instrument to the accom-

paniment of a harpsichord whose lid was closed, yet the

performer played his cornett with such restraint and

control that everyone present was amazed that it did not

drown out the harpsichord.12 2

The Discorso contains other comments on the state

of instrumental performance of the time. Giustiniani

remarked that

people used to entertain themselves with a
consort of viols, or recorders, but this
practice has now fallen into disuse, because
it is difficult to keep the instruments con-
stantly in tune - unless you tune them

121 In his article in the Galpin Society Journal,
Fortune translates a term (the originalfItalian term is
not given) as "tremolo." Another translation of the Dis-
corso sopra la musica by Carol MacClintock (published by
by the American Institute of Musicology in 1964) translates
this term as "trill" on p. 78.

144Fortune, j. cit., p. 50.



frequently they become quite useless - and hardto get enough people together to form the con-.s or t., 1 2 3

He goes on to say, that since all the instruments in
a consort sounded so much alike, such entertainment of-
ten led to boredom, and succeeded rather in inducing
sleep than as a pastime for a hot afternoon,

Apparently the lute was also falling into disfavor
at this time. The writer points out that the instrument
had been almost entirely abandoned since the introduction
of the theorbo. This instrument was said to have easily
found general acceptance, since it was more suitable for
vocal accompaniment, and it was thought to get around the
difficulty of learning to play the lute well. Another
stringed instrument, the Spanish guitar (chitarra alla
pagnola) was also coming into favor in Italy at this
time, and competition between the guitar and the theorbo
created such an interest that the lute was virtually

banished.

The musician Piccinino, mentioned earlier, also
had invented an. instrument which Giustiniani said was
a combination of theorbo, lute, cittern, harp and guitar;
but its widespread acceptance was doubted because of
the difficulty of playing on it.

Continuing his comments on discontinued instruments,

1231bid.



Giustiniani tells of the lack of use of the sordellina

(said to have been invented at Naples) because of its

imperfections* Apparently the tone of the instrument

was lacking in variety, and was also unsuitable as an
accompaniment for singing.

Trumpets were thought to be admirable for use in

time of war, for exhorting and warning cavalry, but their

use was confined mainly to mercenaries, and not the no-

bility. Drums, whistles and fifes were used by sea-

faring men in various capacities. In Italy fifes were

played in consorts in festivities of the smaller towns,

and among the vulgar elements of larger cities. Per-

formers on the transverse flute (traversa alltusanza

todesca) were becoming rare, "hardly to be noted in

Italy. *1124

Giustiniani remarks that the sanfornia, or Jew's

harp, was usually seen in the mouths of the rabble, but

that one particular performer, Signor Ottaviano Vestrii,

had "ennobled" the instrument., playing "it with musical

intent and with just tuning of the notes.n1 2 5

_I4bid., p. 51.

1.5bid., pp. 51-5;e.
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Conclusions and Observations

Martin Agricola's Musica instumentalis deudsch oc-
cupies a point rather early in the production of written
information concerning musical instruments and instru-
mental practices. It is obvious that the content and
illustrations of the work are not all entirely original
with Agricola. The dependence upon the Musica getutsacht
of Virdung is quite apparent. Yet Agricola does supply
some original material, and presents his material in a
different way from what was considered the norm for this
period of time.

Virdung and his successor Agricola were the first
to attempt to present comprehensive presentations of
musical instruments. Comparable treatises did not
appear again for almost a hundred years; but when Prae-
torius and Mersenne did bring out their respective works
on instruments, the developments of the intervening cen-
tury were quite clear. Greater attention is given in
the latter treatises to technical details than was given
by Agricola. The progress of scientific technology made
some differences in technical aspects that were not
possible in the early years of the sixteenth century.

The rise and wane in the popularity of certain
instruments is shown in a survey of these large treatises
as well as the smaller publications. Virdung and Agricola
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published their treatises at the time when the lute was
reaching the height of its popularity. It began to dimin-
ish in importance and interest around the time of Mersenne
when the orchestra began to take on greater importance in
musical presentations, especially the orchestra at the
French court, which was to exert such great influence on
art music in the coming decades. As the lute declined
in importance, the viols did also, being gradually replaced
in popularity by the violins. The brass and woodwind
instruments were greatly refined during this period. The
organ also continued to be improved, with better internal
action developed to control the flow of air to the pipes,

The smaller tracts or treatises of the sixteenth
and early seventeenth centuries which dealt with musical
instruments also demonstrated the trends of instrumental

music. The smaller works tend to center their informa-
tion around particular instruments, such as the lute,
the flute, or the viol. When the Spanish writers began
to publish their works, interest rose in the instruments

of the guitar-vihuela group, to the point of crowding

the lute out of the scene in some places.

At the beginning of the sixteenth century, all
the known treatises on instruments were published in

Germany. By the second decade of the seventeenth century
treatises were appearing in French, Spanish, Italian,
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German, and even in &iglish, as the English music theor-
ists acquired a greater interest in writing about theinstrumental practices in which they had already achieved
fame for the excellence in their performances.

The style of writing remained uneven during the
period. Each writer seems to have had his own ideas
or his own traditions to follow in the presentation of
scholarly material. Of all those surveyed, Agricola
seems to have had the most interest in writing a book
which would be of use and would have particular appeal
to young people, rather than to other scholars or
learned people of his day.

The religious influence is seen in the writings
of several of the treatises. While many were written
by members of various orders of the Roman Catholic
religion, some, such as Agricola and the English
writers, were not. The differences show in the pres-
entation of material. The Catholic writers tend to
show influences of the music and musical needs of the
Church, with the special emphasis on the Gregorian
chant (this emphasis shows more in the writings of
the Spanish theorists than in any others). The Protes-
tant writers do not show such influences in their works.
While they do make references to Biblical subjects, most
of the religious emphasis is on praise to the Deity in
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245general terms rather than the specific ones which influenced

the Catholic writers.

Changes in notation systems are also apparent, es-
pecially when the writings from the beginning of this
period are compared with those originating at the end.
Tablatures and mensural notation are the primary topics
of discussion in many of the early treatises; tablatures
continued to be a favorite topic of later writers, but
either the subject was considered to be well understood
by the readers, or the interest in it was declining,
since the explanations are much more superficial than
those given in earlier times.
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